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EDITORIAL

Jaleo wishes to thank those who responded to our appeal in
rhe Aoril-May issue with donations and advertisement renewals,
Although the response was not as great as hoped, it did enable
us to deliver the Jaleo to the printer three weeks earlier than
last month.

We wish to give special thanks ta John Lucas for his sub-
stantial donation which really helped push this issue over the
top. It occurred ta us that there might me other individuals
o groups whe would like tc sponsor an issue of Jalso. Our
typist has offered <p denate her time for the July issue and
the L.Ah. Jaleistas are having a benefit in July for the Rugust
issus, se the Ball has already started rolling. These indi-
viduals or groups will be acknowledged as sponsors on the
inside cover.

LETTERS

AN IKVITATION

Dear Jaleo:

Judging from the various responses to Jimmy CTrowell's sug-
gestion that a2 flamenco syllabus e compiled, I gather there
is an interest in such a preject. I should like to extend an
invitation to all whg wish to participate tc work through the
spanish Cance Society. We would like to extend an invitatien
to 2ll interested parties to joir us in Washington, DO, in
cither late 1984 gr early 19EZ, when we hopre to have a work-
shop with dancers and a guitarist frem Spain, who will alse
take part in lecture/demenstrations and a perfcrmance. It
would be the ideal time to d¢ such a project, as we shall
also have dancers “ragm London and Sputh Africa —-a really
wide range of representatives of Spanish dance. We could
probably persuade our Swedish cclleagues to join us, too.

The Spanish Dance Society hae stated in its constitution
that the ohiecte of the 3gciety are: To promgte and maintain
a kieh standard of teaching of Sperish dancing throughout the
United States of America, te draw all interested teachers
ints the Society 50 as to improve their knowledge of Spanish
dancing and to enable them tc disseminate the same to others,
and to standardize the methgd af teaching Sganzsh dancing.

All of these apply To what we would be docing if we
cankined to form & flamencc syllabus. This 1s exactly why
we formed a society. It will not be easy. Evervene has his
own terminclogy and ideas and, especially with flamenco,
things are lost ir the mists of time. At any rate it should
crove to be very stimulating. Junst meeting and exchanging
ideas is an enriching experience.

Matteo's new book, which will be appearing on the market
s00n, will already have some steps applicable to a flamenco
syllabus defined. We, here in Washington, 0C, leck forward
to everyone's reaction to our invitation,

® Yours sincerely,
Marina Keetl
washingten, DT

PACO PENA IN ATLANTA

Dear Jaleo:

I'm enclosing some photos taken during the recent workshop
given by Facc Fena in Atlanta, and a pictuare of the Flamenca
who made it all possible! -~ Marta del Cid and her husbana,
gid -~ unwinding at the recezticn given Pace after his concert
that ewvening.

He is a true, dedicated artist, an excellént teacher and
genercus with his time 2nd talents —- it was a phendmenal
experience, thorcuohly enioyed by the Ohic Tlamencos who
journeyed south for the occasien.

Sincerely,
Bgbk Clark
Columbus, Chic
{B2Aitgr: See zhotes with Marta del Cid's article on Paco
"Faco Pena in Atlanta.”]

THARKS FROM WASHINGTON

bDear Fellow Jaleistas,

I would like to thank all of the theughtfu:i and beautiful
reople who wrote te me and zalled me in regards tc their
concern about my broken arm and my welfare. I must say that
my splrit ard healing are nigh and working overtime ag a
rezult cf all you peaple.

We sometimes take our bodies for granted and we just go
2lang thinking that we are indestructible. We, as dancers,
rehearse, parform, teach, and then in one split second oy s
simple a thing ac a bad fall backwards orn a hard surface cf
the street, it zs all over.

When it happens, you do not want to believe it. Your mind
races all arcund thinking that it is a pad dream and you can
just get up and start rehearsing and dancing and teaching
again. -

My right arm was shattered nex: to my wrist as I reached
down to break my fall that was unrelated to dance. (I think
that 1 am usually pretcy graceful on stage.} This happened
March 10th and affer six days in the hospital witk a bone
graft from my hip and metal pins in my arm, I started my own
therapy. As the cast eame off, I started to relearn to play
the palillos which +urned out to be the best therapy, as I
also had nerve and :tendon damage and the isolaticns of the
fingers moving is really helping. I went into the doctgr's
office and showed him the palillcs and he really cracked up.
25 he had never seer that kind of therapy befere.

S0, taxke rare of your beautiful instruments, your ocdies.
I ieel positive and look frrward to resuming my full dance
career which I am dging now, and thanks to ygu all, ygu have
made this positive attitude possible. Besides, we cannct as
dancers afford to get sick or hurt. It 1s too expensive.

Teodero Morca
Bellingham, WA

EYE STRAIN AND TECHNIQUE ARTICLES

T would like to see, ir future editicns of this magazine,
a larger print type, at this present form iz really straining
my eves. I would alsc like to see more articles and infgrma-
tign about "good flamenca technique.,” as such informatian
Ltsn't avallable in ths Bronx.

Very truly vogurs,
Leonaxrd D. Kaminsky
Bronx,. NY

[BEditor: Zince we must hold the size of our magazine down to
thirty-two pages for mailing purpgses, we had tg chegse be-
tween reducing our comntent Rr our type cize by one-~third. We
chose the latter. As to technigue articles, perhans same of
pur subscribers who are also gultar irstructors weuld Like tz
pass on some of their tips on technigue.]

THE FRAME STATION

The Finest in Custom Picture Framing

20% DISCOUNT

TO ALL MEMBERS OF JALE(STAS

1011 FORT STOCKTIN ORIVE OANER TDM SAROLER
SAN OIEGD, CALIFORNIA {714) 29B-8588

{H4illcrest/Mission 4i11s area)
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PUNTOS DE VISTA
SOME THOUGHTS ON THE FANOANGO

by Marina Keet

A while ago I heard the fandango {and verdiales) described
as a flamenco dance and, more puzzling still, Tlamenco as
regional dancing. I know that many dancers do not care ons
way or arother, and that all they wish to do is enjoy dancing,
but =zan sre really call the fandango flamenco or flamenco
regignal? In crder to deride this, one rust define the mean-
ings of flamenco and regicnal.

If vou go back to its crigins, flamencc dancing is sole
dancing, very cof<en intreverted, and is divided into catae-
gories accerding 1o mood: it is counted in chythmic Ycompas”
or phrases and ant in bars. The only flamenco fandango I
know of is sung sclp, very tree, and perhaps bertause it is
free, it is rot, =0 my kxnowledge, danced. That is tha
fandango granda.

Flamenco originated with the gypsy tribes like the Maya
and Amalla [Amayal, who settled in Granada, Sevilla and
Catalonla -~ in Barcelona -- from whare the famyus dancer
Carmen Amaya came. Sc flamenco does noct have a gtyle that
is kypical of a particular regqion, it it more aligned to a
specific group of people and thus nmakes a category of its
own, with nothing quite like it, the pecple not being con-
fined to one region. [The Editor of Jaleo does not agree
with this latter peint: flamenco is very much a regional
phenaomenon in the sense that Andalucia was the regional
birthplace of the art, and within Andaluc{a there are dif-
ferent styles asspciated with different areas.]

The fandangos, apart from the ones performed as trios,
fall easily intc the category of regional dances. FRegional
dances usually originated as couple dances of courtship. Even
when performed in grours or lines, you will usually find that
regional dances all over Spain are performed in couples --or
with men and women alternating. The trios have an Arab
influence, usuaily depicting the man as having more than one
wife. Regiocnal dances at their mest typical have a verse
alternating with a chorus, a form of repetition unknown kg
flamenco. The fandango has this typical alternating of
verses and chorus. Originally it was wrizten down in &/B
time, but most versions are 3/4 or 3/8.

The fandango is much older than the gypsy influx and 13
almost one of the oldest Spanish dances, perhaps rivalled
cnly by Asturian primitive dances. ({(Asturia was acle to
preserve much of :t5 folklore and was the only region neot
invaged by the Mpors, because of its mountainous character
and the warlike tribes thar lived there.) The fandahgo can
be traced back to the arrival of the Phoenicians in Spain in
1630 B.C. They came from present-day Lebanon and Syria and
settled in the south and scutheast of Spain. They were Tater
succeedes by their kin, the Carthaginians from present day
Tunzsta.

La Meri writes in her book, Spanish Dancing, of the
dancers of Cadiz, then called Gadir, known as "las Andaluces
delicias," who entertained the Romans. It is possible that
they were dancing the fandango, as cadiz was the cultural
center when the Cartnaginians were rulers.

Many origins are attributed to the fandango; Sofme say it
is like the Canary lsland's Bizarrg, okthers find it
resembles the Jota of Aragén -- which it does in some of its
forms, because in all of iks varieties, fandangos are
stamped, stepped and jumped. L& Meri says the tapping heels
of the fandango were noted in the late 1Eth century hy
Iriarte.

There are few regions that do not have a fandange. It is
found in Galicis, the Basque provinces, New Castile, Bxtre-
madura, Leon, Valenica, Murcia, Wavarra, Asturia, Catalonia
and in Andaiuciza. In Andalucia it is found in many forms:
The one from Milaga is tne malagueha, the gne from Ronda is
Todena, from Granada the granadina; the fandango from Comares
is a tric danced in rope-soled shoes, and in this regicn vou
alsce find the verdiales. The Catalonian fandango aseems lost

to posterity and, elsewhere, it has undergone changes. In
Salamanca and the Basqueé provinces it has intermingled with
the music of the jota, but retains the names of the dances:
Fandange Charro and Fandango Vascc.

Throuaghout the ages the fandango has earned the dis-
approval of the clergy, but also their recognition (im 1770}
that it could serve as a safety-valve for the emoticns!
religious rilgramages to the village of Rocic, the "Romeria
del Rocio,™ include several days cf dancing fandangos.

Many foreign composers have been inspired by the infers-
tious rhythm of the fandange. Beccherini, who was a court
composer in Spain in the 1Bth century, was inspired by hear-
ing a Padre Basilic play fandangos onh his guitar. One of his
quirtets for strings and guitar has a fandange as a finale.
Mozart uzed it as the dance performed at Figarc's wedding,
while Rimsky-Korsakov's "Capriccio Espagnel” finale is an
asturian fandango. De Falla‘s ballet "Le Tricorne" also has
its fandange. Spanish composers sucn as Granados used it in
nis "Soyescas": the Fandango del Candil, a typlcal Madrid
fandango is still performed today, and Halffter used it in a
ballet he composed.

I see Pohren lists fandanguillos, wverdiales and sevill-
anas as group dances. These dances are often used by troupes
to end a flamenco performance because they have edopted the
flamenco style, but flamenco itself is danced solo with no
castanets. These group dances can be far better defined as
regicnal dances from Huelva and Sevilla. The sevillanas,
for example, is a typical sequidillas, ancther dance found
all over Spain. After studying the history of fardanges, can
one safely rcall it flamenco? What's in a name? The fandango
is delightful to dance and a joy to the ear. I shall always
remerber the fandange de Huelwva I heard played on a three-—
holed flute and a tambor slung over the musician®s arm. The
musician was marvelous and drave us all to a high pitch of
excitement with the infectious melody and the persuasive
rhiythm of that fandangwo.
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"BODAS DE SANGRE": A PERSONAL VIEW

by Paula Durbin

on February 2B, 1983, at 7:30 P.M., the last episode of
M*A*S+H wag telecast in Hawaii. Carlos Saura’'s film, "Beodas
de Sangre,* also had its Hawaii premisre the same dav at the
Honolulu Academy of Artis.

I was among those who missed the blockbuster talavision
event and filled the small theater nearly to its Z%J-seat
capacity. Ik was the second time I had seen the film and the
fourth time I had seen the ballet which had eajoyed a2 vervy
successful theatrical run in Buenas Aires when I was living
there,

In fact, “Bodas de Sangre® was brought directly tc Buencs
aires almost immediarely after it§ world premiere in Rome.
Paired with ancther of Antconip Gades' works, "Suite Flamenca, "
it filled the Teatro Odeon on the Avenida Corrientes —- Buaenos
pires' Broadway -~ for weeks on end céuring the Argentine
winter season of 1974. This successful run was interrupted
by the return of the 22-member cast to Spain for their debut
there in October of the same year. In November, Gades,
accompanied by his wife, HMarisol, tock the show directly to
the Argentine seaside city of Mar Se. Flata, where the
couple's first child was born the following month.

November is the end of the Argentine spring and, by then,
many of Buenos Aires' nine million inhabitants -~ called
portefios -~ are feeling the sticky city heat. The destinatian
of the middle-class, which is enormous, especially by Latin-
American standards, is ofter Mar Del Flata. The successful
shows have their summer season there, so that, for the
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theater, the resdrt is really an extensicon of Buepds Aires.
At the end of the summer, in Marca of 1975, the Gades' pro-
duction returned to Corrientes for yet ancther engagement.
My second ticket To "Bgdas de Sangre” was for the despedida;
the house was full.

Pilar Ricja was quoted in the New Yark Times last Sepzem-
ber (see Jaleo, Peb. 1983) as counting Argentice aleng with
Spain, Mexico, and the United States as the areas where
Spanish dance is most appreciated. My impressign was, at
lzast in the 197C's, that Argentina led the gthers az was
evidenced by the number and quality of shows and concerts the
public seemed willing ta zupport, even during the most
precaricus ecagngmic times. Theatzr-gaging is part of life far
the sophisticated portesnos, regardless gf their erhnicity. 2
reasqgr for the unusual popularity of ggof Spanish perform-
ances, however, is that Spanish immigrants whe left Spain
relatively recently, 5ay, past 1930's, anf their children
comprise a significant cultural community. Their inFluence
is quite apparent. A street, The Avenida de Mayo, so resem-
bles Barcelona that it is5 nickcamed the Gran Via. Until the
tate 1970's the Teatro Avanida (see Jaleg, Jan. 1983, pg 13)
hosted anly Spanish companies and gffered s camplete season
of zarzuelas. The Rincdn Andaluz, Club Azturiang and Federa-
cidn de Asociaciones Gallegas are typical af the regignal
grganizatigns formed by immigzants from the diffsresnt areas
of Spain. Each has its own restanrant where gne can ardsr
puchera, paollg al ajillg, callas a la madrilena ar an
argentine bife. There ic usuvally a rgster of activities.
The pericets have their Academia in ane of these clubs.

hpparently some of the enthusiasm and appreciatien far
their gwn rich heritage has spread from this group to the
rest af the populaticn; gogf Spanish acts seemed, To me, easy
tg gell. During my fizst six months in Argentina, in 1971-72,
I saw four first-rate productionz, those of Mmnuela vVargas,
Antonio Gades, Angel Fericet, and Pilar Lgoez. I alsg saw a
less well-kngwn growp whgse name 1 cannot remember, probably
because everything about it was eclipsed by the featursad
gquitarist, the young Faco de Lucia.

53 it is not surprising that, whan Gades began tguring
with hiz brand-new work, he chaose Argentina for his first
stop. TowaZds the end gf his very succeszful stay, in March
of 1975, he was interviewed by the marvelous Argentine journ-
slist, Dionizia Pantan, who writes far a very popular weekly
magazine. 1 do not have the name of the publicartion as I
seem ta have clipped it gff the article.

Fontan, a wvery percegtive interviewer, observed to the
dancer that his "decisian tg 4o the ballet, 'Eodas de Sangre,’
replacing Lorca's language with Gades® must have been guite
an agdyssey." Gades' response reveals his artistic philasgphy:

"v¥es, 1 think 53. It turns out that J am very integrested
in modern palnting, and T have been influenced oy evervthking
abstract, to the pgint where my choresgraphies were 'estas
secas.' This is because in Spanish dance and flamencg sa
many eXcesses nave been committed that I had sworn that
ngthing should be gratuitous or superflugus. 5o, gne day, T
asked myself if I was capable gf communicating an idea that
was ot abstract, without resorting ta pantgmime. I chose
'Bodas de Sangre' because, persanally, ] was interested in a
category of themes, which, like Loreca's, treat the hresking
of the umbilical c¢grd between mother and sgn, passign that is
stronger thar lave, and, somethirc very Latin, this way af
blackmailing a husband with children.”

Gades' spectacclar restraint is a relief to those cf es
who have cringed at embarrassingly dishonest repressntatigrs
of flamenca, an art form whose Salient cheracteristics are
its starkness and it5s Soul. In the same intervisw by Dignisia
Fantan, Gades commernts on his style, which has always geomed
tg me t2 reack beygné flamenco without betraying it.

"wkat I put on the stage 1s the dignity af a pegole, sane-
thing others have zrcstitoted in their sagerness ta appeal to
the audience. The elegance of flamencg, that dryness of the
commeon man, that almdst ascatic sobriety that characterizes
1t, that is what I c¢laim tg reflect cthrgugh dance. Because I
saw, as & child, from s5g tlgsSe, humiliatign ani scogrn, dignity
i=s sgmethirng that preocgupies e +3 the point of cbsegssian...”

I have ng idea how Saura's film of Gades' ballat was
received in Buenas Aires. A5 gna wha has seen oceth stage and
screern versions, 1 really canngt imagine that a dance laver
cauld be disagpointed in either. Each medium brings out
special dimensions of the work. In the theater, the stage
and the lighting wark their own special magic and our imagin-

ation £ills the gaps. The sight of the three pals figures,
the Mgvic, the Novia amd Lecnards, €lailing in slow mgtion in
what seems tc be a bot-omless hollow 2f darkness i3 tg me the
mosk graphic representation possikle of Lorca's fatalism.

The screen, ¢n the other hand, Jives us Saura's exquistaly
Tacered camerd angles.

At the timz ¢f the Fgntan interview, Gades, then a twenty-
vear vereran af the profeszicnal dance stags, was already
talking of leaving it. Many members af the ariginal stage
and film cast are aow dancing with other grgups, netably the
Ballet Espancl de Madrid. Carmen Villena, my favorite young
Sranisk dancer, who played Legnardo's frustrated, humiliated
wife in the film, is a seclaist with that company,

Cther casts will undouctedly perferm this chgreggraphy.
After all, the Ballet Nacional &e Cuba, trained by Sades,
premiered it in New York. The griginal stage version, thgugh,
should ne remembered as the perfect vehicle fgr cades'
particular dance genius. It alsg represents a very Special
moment in Spanish éance, a moment which Carlos Saura's f£ilm
preserves for thgse af us whg lgve flamenco, isolated as we
are in sometires verv small clusters arcund the wgrld.

Cagpyright by Paula Joann Jurkin

WANTED

flamenco Records

LP'S & 45'S

Maurice
5329 Norwich Ave.

Nuys, CA 91411
Van Nuys, CA 91411 013 789-1453

tor the most demanding quitans

!%{ﬁﬁiiiij;i;g'filE. IDEAL STRING

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

choice of many leoding
guitarists, classical os well

as flamenco.

At yaur lacal dealer or contact:
Antonio David Inc., 204 West 55th Sireet,

N.Y C. 10019—({212) 757-3255 {212) 7574412
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SABICAS
AN INTERVIEW

[from: Guitar]

- by Fzul Magnussen

"when ! was growing up, nohody had heard of ESmbicas, be-
caure he was living in America, but one day a reccrd of hisg
appeared in the shops, called Flamenco Purc, wbich cresated a
fantastic stir among all the guitarists. His scunning pre-
cigion and bis ambitiocus musical ideas, and above all, the
apility to do with his fingers everything that he thought,
and do it sp well, actually put the flamenco quitar on a new
plane.”

This tribute from Paco Pena (Guitar, Jan. 'B0) is a fair
description of the impact of a man who has become truly a
legend in his own time.

agustin Castelldn was gypsy-born in Pamplona, Mavarre, in
1917. He began playing quitmr when he was only five years
o0lé, making his first appearance in public at the mge of nine
at the Teatro Ballare, where soldiers swore the Cath of
Rllegiance. Shortly after this he went to Madrid with his
family and began his artistic career, taking his stage-name
(with a twist of humour) from the phanetic sound of his nick=-
name: as a child hs was very fond of broad beans (haba iz
Spanish), and elways went mbout with a pocketful. Thus he
became known as "Las Habicas" (Little Beans).

For the next tan years he played his guitar all owver
Spain., Then in 1935 he went to Buenos Aires with his family
where he found Carmen Amaya. He was her guitarist for tha
next decade (including her sensational Rew York debut in 1942
which catapulted her to ineternationml stardom), touring with
har thraughout Noreh and South America. Whan Miss Amaya
returned to Spain in 1945, Sabicas stayad on in Latin America
for ancther ten years, giving concerts in the Latin capitals
and working in a number of f£ilms. Then, in 1955, he moved
on to Rew York. He finaily returnad to Spain for the firat
time in more than thirty years in the summer cof 1967 tn
attend ths fourth Week of Flamenco studies which was part
of the Wational ?lan of Spanish Festivals. During the festi-
val, he was awarded the Medal of the Week, a r2cognition that
has been given only to btwo others, Fastora Iperla and Manole
Caracal.

In 1%EB he visited England for =<he first and only time,
alaying to a capacity audience in the Queen Elizabeth Hall
that szemed like & Who's Who of the British guitar world.

Today Sabicas lives in the Spanish-Speaking part of Man-
nattan, three blocks from his friend, cousin and colleague
Maria Escudero, Although now semi-retired, his powers are
still uwnéiminished, as evinced at a recent sellout concert
at Mew York Town Hall, when the audience demanded five
encores and gave him a standing ovation.

At my axpressions of interast, Sabicas recelled his youth
in Madrid, where he heard and met all the great artists of
the time.

"Thera was a very good restaurant especially for flamencos,
called Villa Rosa -- this was arcund 1930 or 32, All the
gruat arcistz were there, Juanito Mojema, Jose Cepero,
quitarists Perico el del Lunar, Manplo & Pepe de Badajoz,
antonic Perez...Antonio Chacdn was there tco although I naver
saw him, I juzt heard nis records. Ramon Montays was family
of ours, an my mother's side. We grew up with him: I wsed oo
go to Villa Rosa and we olayed together. I knaw him very
wall. Later I also met Mifio Gloria and hurelio de Cadiz and
all the greatest singers of that time,

In Seville I met Manuel Torre, and Nina de los Peinez,
whose husband Pepe Pinto éngaged me for her company . There
has been no greater singer than Nina de las Peines, sverybody
loved her. 3She and her brather Tomds were both superk
artists; they're remembered as the greatest :in flamenco.

Manuel Torre at his best was marvelous, historically he
was the greatest of them all -—at least up to the present.
But flamenco is not always the same, sometimes when you think
you're worst is when youw're actually bast. And when you
really want to be great is when you can't do anything right,
whether it's singing, dancing or guitar. So you never know

when it's going to be good. Also, in publlc you have to sing
in a differaent way. In a jwerga, in private, that's the
situation when the artist gives averything he's got, when {if
he's feeling good) he will really let go. In public you
can't experiment to see if something will come off.

Kanuel Torre was a man who sang very badly twenty-nine
days a month, and then suddenly for one hour he was the
greategt of the lot."
pid you know Nino Ricardo?

Nino Ricardo and I practically grew up toqether. I met him
when I was a child, the first time ! saw Nina de 10g Peines,
Ricardo was accompanying her. 350 we discovsred each other,
and after that we were always like brothers, always togather,
He was a grezt guitarist, who always played very well with
tremendous feeling, and a marvelous persen too.

Your styles of playing are gquite different, though.

Yes, at that time the guitar, as much as singing and dancing,
wWas very persanal. Any gquitarist you haard, you could always
tdentify his individual style -- they were all different fram
gach other. My playing had no similarity to anybody elae's,
I just started playing my own way; and that*s how I continue,
making up my own material and doing my ocwn thing.

pid you play as a soloist at that time?

¥es, I was the first to play soloc guitar. I was a boy when I
started, but I saw the possibillties and knew that was what

I wanted to do. They treated me as rather a joke at first,
because flamenco guitar had pever been played that way before,
but & didn't care what they said: I was only nine or ten, but
I kept at it. Mowadays as you can see averyong wants to play
solo,
Your
Rignht.
many I can't remember what was on it.
started to copy me, though.

How many records hawve gou made?
Fifty-two, fifty-three, something like that.

The Sabicas and Escudero discs were the first recordings of a
flamenco guitar duo, weren't they.

fes, we wanted to do something totally unique, and do it so
well it would never be bettered.

How did you mest Carmen Amayga?

We met when we were both children in Barcelona. I went to
work thera and I saw her dance one day -- she was very young

"Flamenco Purp” album mada a big impact.
People liked it, but to tell the truth I've made so
That was when the kids

too. I pecame good friends with her and her family. Apfter-
wards, of course, she became the phenomenon that everybady
Knows,

Was that a difficult time for flamenco?
Rather more difficult than today. Flamenco didn't have the

position rthat it has now: most artists made a living from
juergas. Some made public performances, but most just did
the best they conld. It'z only in the lmst twenty or twenty-
five years that flamenco has paid adeguately.

How did pou come to settile in the United States?

The family came to Buencs Aires to work, I was with my
parents and my brother, and we got together there «ith Carmen
Amaya. TFrom there we came to the U.5. mnd things stareted to
look up. I liked the country very much, so from than on,
even though I went cut sometimes to do concerts, I ztayed
put. I was out of Spain for thirty years.

Do you feel out of touch?

Yes, well of course one missez the mother country (terrung)
But I go to Spain on wvacation and stay there for a while.

How many cancerts do you do & year, these days?

Hot very many. I don't like travelling, particularly in
aeroplanes, And anyway 1 can't take the amount of travel any
more that I used to,

What advice would you give to young guitarists?
Spaniard hope to play flamenco well?

0f course. But flamenco is one hundred per cent atmosphere,
and if you are alone withcut the atmosphere, you won't get
anywhere. You must mix every day with pecple that sing,
dance or play. Atmosphere is everything, that's how you get
there. If you don‘t do that, you'll have a lot of technigue
(muchos dedos) but you won't know how to use it.

What da you think of the new young guitaristy, like Paco de
Lucia, Hanala Sanlicar,..?

Very nice: they do more now on the guitar than could ever be
done before, they're good craftsmen. But the solera [The
quality that comes with matuzity (as great wine}.) of the
older genermtion can't be found today, and I dan't think it
will ever come again.

Can a non-
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... Sobre el haile

CREATION OF A DANCE STYLE

Countless centuries ago, before we had categories of dance
and magic such as folk, classical, modern, post modern, jazz,
nec~classical, flamenco, otc., pecples from all corners af the
world expressed their feelings and emorighs in movement and
sound. Little by little, categories and styles crystalized
in different cultures, with differept people exprezeing their
emotions in a great variety of movements.

Spain, by its very locatior and history, has became @ rich
melting pot of cultural and artistic variety. Over the
centuries, =ach corner of Spain has developed and evolved its
unique and different regional folk dance style. AS sccieties
formed with various levels of sccial statian, there deveioped
the pre-classical dance styles, the court dance; in the
courts of France, Italy, and Spain this would lead tc the
birth of classical ballet. In Spain, this style af classical
dance became known &5 the "bolero era" or escuela bolera.
These were to evolve into many traditiconal classicel tech-
nigues, and a unigque Spanish flaver, In Scuthern Spain,
there was the birth of a mosT unique style of music, song and
dance expression and, of course, that is what we know as
flamenca.

This article has not so much to do with a detailed explan-
aticn of all of the dance forms and styles found in Spain., as
it has to 4o with a very exciting form and style of dance
that grew cut of and used all the ingredients of the styles
of dance found in Spain and, even styles that evolwed in
gther countries. The birth of a new atyle of dance is ewecit-
ing, like a new island growing out of the sea after a wvery
emotional volcanic earthquake. In Spain, from the rich blend
of regional folk dance, classical dance, flamenco dance, and
a super rich dose of individual creativity, came & foIml, a
style of contemporary modern theatre dance that is unique in
the dance world; it is, at the same time, in this day and age
of overcategorization, a much misunderstood, beautiful hybrid
aof the dance world.

I would like to try to clear the air of some of the mis-
understanding of this most exciting and interesting cof dance
£tyles, this modern Spanish theatre dance. I would aisc like
ko correlate this asbtyle to other contemporary atylies born
this century in the United States and other countries, a
phenomenon which eeeme to be in & form of cycle that is basiz
in the arts.

In the sarly part of the 20th Century the Denis-Shawn
Dancers were spreading dance throughout the United States and
the world, and giving birth g many &rtises who were taking
traditicnal movements from many dances of many countries and
adapting them to the cancert skage., They elac book muich from
claseircal dance, pre=classical forms and then, with a hunger
for a deep personal approach to individual expreBsSion, these
artiske =~ such as Martha Graham, Doris Humphrey, Jos2 Limom
Cunningham, Nawkins and Jack Cole, and scores of gthers --
created or evolved what came to be categorized a5 modern
dance, modern jazz, and other forme that use the word
"modern, " which hasically signifies new, creative, nat
erystallized in the cld traditicn. This was also happening
in other countrias, such as Germany where Mary Wigman, Joos,
¥Kreutsherg and othera were turning their backs on what one
called "ronfined tradition.® Their artistie, craative
expression was an attempt tg free their inner cnorecgraphic
feeling and nct ko be bound hy age-old tradition of any
particular form or style. HMow, in the 19B0's, almast any
dance style that does not fit into basic ¢lassical ballet,
tap, folk dance, flamenco, cor other forms, is categorized as
modern dance. Modern dancers are a loose collection of
individuals expressing their ideas of dence, with some very

strong individual artists actually creating unigue ways of
moving and feeling all their own. They have actually created
a pit of tradition themselves, such as the "Marthe Graham
Schoal,™ etc.

Very few dance historians realize it or have given it much
importance, but about the Same time that all of this modern
dance development was happening, it was alsc happening in
Spain, in just as unique a way as in other parts of the world.
& fascinating cycle in music happensd around the turp of the
century that triggered much of the development and change in
Spanish theatre dance, which gave great fuel to choreogTaphic
creativiky. In this cycle, many composers discovered at the
same time a great reservolr of inspiration in the rich music
of regicnal Spain; the region of Andalucia was probebly the
most inepiring with its rich blend of Eastern and WesStsrn
cultures. The interesting pert, or I should say, cne of the
interesting facts regarding the cyclical discgvery of Spanish
folk music as ingpiration for contemporary comgasers, i5 that
many of the composers were not Spanish. Spanish cantemparary
music immediately became a world-class music, just as the
music gf Bach, Beethoven, and Mozart are world-class music,
not just German muslc. Some cf the most famous Spanish com-
posers were Manuel de Falla, Albeniz, Granados, Breton, and
later, others like Infante and Aallfrer. Many of them were
influwenced by the studies of the grest Catalan schalar,
Felipe Pedrell, whg was one of the first to go inta the hack
pueblos gf regicnal Spain and put intc notes, the rich tunes
of the pecple.

At the same time, many comogsers from Germany, Russia,
France, and other countries were writing great "Spanish
Music." They, too, wers inspired by Spain, and in a very
short time added to the rich new skyle of contemporary <lase-
ical music that was universal to the worldéd, There was a say-
ing -- after the great French composer, Bizet, wrote the gpera
"Carmen" and Ravel and Debussy wrote their Spanish influenced
campositicns -= that, "The best Spanish music was composed by
the French." That seems a bit snobbish buk, at the same
time, it should ke taken as a compliment for there was
nathing like the richness of Spanish music to set "the soul
on fire." A thunderbolt hit the dance world in the early
part of the century when the famous Russian ballet of
piaghilev, the Ballet Russe, commissionad Manuel de Falle to
compose 2 Spanish pallek. He also commissigned cther great
artists. With the collaboration cof Falla's music, Ficasso's
sats and costumas, ancé Leonids Massine doing the chorecgraphy,
the ballet, "The Three Cornered Hat," came into being.
although the Russian chorecgraphers and dancers stylized the
traditicnal steps set to the music inspired by traditional
themes such as northern jotas, classical seguidilles, fan-
dangos and the famous flamenco inspired farruca of the
Miller, it brought cne cof the first Spanish hallets to the
world with thundering success. This ballet, "The Three
cornered Hat," was Spanish theatre danca and, althcugh not
the firsk, possibly the largest and most world recognized up
until that time,

Before the time of the great contemporary composars and
the music that they wrote, dance in Spain was best cateqor-
ized as either individual, reglonal folk dance, classical
spanish, whirch included the bolerc school in ballet bradi-
-zion == and I mean classical baellet tradition --as well as the
categories of flamenco and the school dances, mostiy of
Scutharn Spain.

The contemporary creatlon of a unigue dance style came
about when chorecgraphers and dancers began using tradibtian
as a bage for choreographing dances tC the music written by
the great contemporary composers, such &a Faila, Granados,
Albénlz, and others. HNot since Fanny Ellsler danced her
famous "Cachurha® arcund the world had Spanish dance créated
such excitement and wocrldwide interest, With & blending of
traditional moverents from the regicnmal folk scurces, classi-
ral movements from the holerc school, flamenco movements and
the creative ipspifation of their owm inventicn and inter-
pretation, artists like Antonia Mercé "La Argantina,"
Escudera, Antenia Triana, and later, Antonie and Resario,
Argentinita and Pilar Ldpez, Luisillo and Terasa, and so many
athers, created a form, a style of Spanish dance that was
modern~contemporery in idea. It was ereative, unigue, theat-
rical and, without plamning it, a new apprcach kc Spaniah
theatre dance that would make this style univeraal themtre
dance. This wes the ere when castanet playing came inko its
gwn as an art form, the castanet being considared as a true
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total instrument, to be played by the dancer as part of the
artistic expression of total dance. Also, the footwork ne-
came truly an added musical instrument, blending with the
tetal musical interpretation.

Manuel de Talla was compoSing cther
the fabulous "El Amor Bruje," inspired
musiz i5 Andalusian to the core aof the
are inspired to chareggraph his works,
movements and feelings.

The “Iberian Suite" and other musical suites written by
Albéniz were a treasure for dancers, such as Argentina far
her solo concerts. She was one of the first tg olay the
castanets as a truly artistic, beautiful musical instrument,
ard anyane lucky engugh to hear her recrrds would agree that
ker in-depth artistry of playing is yet unsurpazssed in feel-
ing and sensitivity.

Anarther giant of a composer was Granados, who wrote music
depicting the Goya era of the "majas" and "majgs" in his most
neactiful "Goyescas." His many gorgecus works with a classi-
cal flavor are «wruly zeautiful and have been an inspiratiocn
for many fine choreographers.

It wculd take pages to 1ist all of the famous compositicns
that have been choreographed in the contemborary theacrs
danee style by the many great choreographers and dancers.
This blend of greac composers and superb dancers and choreo-
graphers arought the Spanish dance cancert to its golden
pericod, starting around the 1920's ard lasting for many
years. Unfartunately, it is seldgm seen today. Dancers have
to have a multifaceted training in flamencag, classical,
regirrmal, and character dance and have a very broad mind in
ather dance forms and styles. They need a superb musicality,
to be able to play castanrets as a musical instrument, and o
have, again, a great cpen mind to choreagraphic musicality,
along with an open mind to understand that this dance style
tran3cends Spain. It is of the world, with no limitations
creatively, just as 3izet's "Carmen" is an osera of warldwide
appeal. Dance cannot always bhe put inve a meld. It should
rtt be, when the individuality of irspired artists has given
birth to a hybrid@ with inspiration from all forms of dance,
In the final analysis, a dance style is born through the
creativity of an individual, or many individuals, who by
their genius, creativity, and insight inspire gthers to
faollaw. Contemporary Spanish theatre dance has became one
more beautiful facet of the total jewel of dance. Like a
superthy "paella," the many irngredients enhance each gther.
Proportions may differ from cook o cook, alang with their
superb "paelila," the many ingredients enhance each other.
Frgportions mav ciffer from cook te cook, alang with the:ir
approacs to ite making, but the end results are the sarme :f
it tastes yeod and is in good taste.

I persgnally hape that up-and-coming artists will b
encouraged to express thelr creativity and indiwviduality and
that they, too, may give birsh to yet gther styles, other
beautiful facets of the dance that can inspire and bring jay
to the weorld.

stery ballets, such as
bY S¥psy Stories. His
soul; dancers were and
insgired by flamerca

--Ted Morca
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A CELEBRATION OF THE STH "ALL FLAMENCO*
WORKSHOP-FESTIVAL, AUGUST 15 THrousH 28TH, |
A ONE-OF-A-KIND HAPPENING TAUGHT BY 1
MASTER TEACHER. DANCER, CHOREQGRAPHER,

1
AUTHOR, TEODCRO MORCA. CaLL oR wRITE FOR  §

BAZrAcua 8,

Guiuieaue

EL CANTE PROFUNDQ DE JUANITD VILLAR
Movieplay 17.0761/5 {1975)

This is tke first record of the modern cantacr, Juanita
Villar, and in my opinion, the best. I'm aware of two other
albums by nim, both featuring Facr Ceperc bn guitar. In one
sense, Villar pertains to a circle of singers who have
similar styles, or does it sSeem that way only because Cepero
i accampaniSt. [Chiguetete, Turrcnero, Pansequito,
Salmonete, Luis de Chrdoba, and even Lebrijano have all
recorded with either Cepera gr Enrigque Melchor.} Some of the
cantes must be Cepero inspired or camposzed.

The recard gets underway with a vibrant alegria.” Obviously,
villar has a superior vaize, and hls execution of compas is
easy ta follow. "MWoche de lamento triste" is the tangos,
which nas a catchy melody ta complement Cepero's interesting
way of keeping time. The bulerias bears che name of the
cante "Los das5 guitan el sentida.”™ The first time I heard
Paca Cepera's bulerfas was on this reccrd, which predates his
s0lo record ("Amulets"} bY two years. Someone deScribed his
bulerias as "trippy," but how can one word get this across to
someone who hasn't heard Cepero? Better to hear the record
than to search for adjectives! The soleares, "Mamaita de mi
alma," is very nicely dane and ends with the typical change
to the major. “"Me tienes eramorac," a tientos, i5 inter-
preted very slowly; Cepera really digs into the strings in
his pulgar and rasgueado work. Side one ends with a popular
rumba titled "Que yo quierc enamcorarte."”

Side twg starts with "Cuandc salgo de¢ la mina,"™ a minera.
During the fandangoc, "Terngo mis cinco Sentidos," one raotices
that Cepero certainly has his own style, but that little
“cachitos" of Melchor de Marchena are heard. "Aires
extremeros" i5 interpreted irn a slow bulerias type "aire."
The cante itself seems tao be a kind of "jaleo" similar tg the
ane Carmen Amaya eang on an ald recording (“Jaleo canastera,"
an “Flamercgl Carmen hmaya and Sabicas™; Decca DL 9925). This
is followed by anather rapid style buleria, "Cuchillo y
espada.™ The last band i5 Vvillar‘s interpretatior of
Chiquetete's tangos, "Ya soy feliz." I'm nagt sure ebout the
letra, but the vocal is a Jood imitation aof Chigquetete, prob-
ably a friend of Suanito Villar.

I would like tro be more eleborate, instead of doing guess-
wark in these reviews of modern flamenco records. Maybe
there will he much more information available to thase living
qutside of Spain in the forthcoming reévision of Donn Pohren's
books, The art of Flamenco, and Lives and Legends of Flamenca.
According to the August 1982 issue of Guitar magazine, pube
lished in England, the rohren books will be available fram
the publisher, Musical Few Services, Ltd., Guitar House,
import, Shaftesbury, Darset.

What about Juanito Villar? For those who haven't heard
much apgut him, he opens the record with his gwn intraduction
at the end of the alegria. Wha can better tell the story

than he?
¥ . .Juanito Villar es mi nombre,
par si lo guiere saber,
de raza gitana say
de la cabeza a las pies.
Nazi en el "Barrig la Vina“*
y &n &1 también ne cris,
e5e barrioc tan gitaro, ay.
argullosa estoy de."
{*Cadiz} —=Guillermc Salazar
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JUAN MARTINEZ
El Arte Flamenco

THE ACADEMIES OF SPAIN WERE TURNED INTO
DANCE FACTORIES

[from: La Frensa; c. 1941; sent by lLaura Maya; translated by
Paco Sevillal)
by Juan Martinez

The second decadent period was initiated about 1320;
although it could be noticed even =arlier, it 4didn't make it-
self seen until that year and ug teo 1925 and early 1226. That
decadence can be attributed ta varlous causes, but, from my
point af view, to three in particular: The frivolous, the
lack 2f good dance teachirg, and the need to look for a way
to make a living.

The same thing Waypened in Spain wikh the friveolous as had
haprened in ancient Greece; theve arrived a time when vice
was 50 great that, not only were they criticized by cother
countries, but Catholic Home sent troops ta combat and defeat
for once apd for all such a degraded generation. But, by that
time, the Greeks had planted their roots in almoet all parts
of the world, ipncluding Rome where, after victory with its
txoops and the abolishment of vice, vears later there
appeared a Rome with even greater and stronger vice than that
which had existed in Greece. Although the historic passage
has nothing to do with what we are speaking of here, I found
it S0 appropriate as a compariscn, I could pot but include it
here to support the Eruth.

s I mentioned in speaking of che firskt period, the frive-
lous was congquered by the great dance artisgts, but this time
it rekturned with much more boldness and power. Who wasn't
familiar with E1 Paralelco de Ziudad Condal and certain
variety shows like El As, El Royalty, La Gran Fena and others
of this type whose bossas had the nerve o call "variety
shows?"  In these places, althaugh the police came often,
they couldn't stop them, because the doormen warned everybody
in time with their buzzers [doorbells]. In the programs at
thesa places could be seen numbers of all colors {perhaos
that is why they were given the name "Varietés"); even though
there was cante and baile, almost everybody did the same
thing -- spicy songs and rumbaz, The only thing that dis-
tinquished the performers was that the young and beautiful,
thase who were well-shaped, with good bearing, became starsg,
Those who danced Spanish dance (many of them only fifteen
years cold} had to compete with the brazen and frivolous popu-
lar dancers, or they had to do the same thing themselves if
thay wished to survive...that was the only way they could get
a contract from the owners of these places (I don't want to
cail them impressarios because it would be an insult to those
who traly are}. Those owners ware not concerned with dance.
What they wanted was attractive girls. Art did not interest
them at all and male dancers even less.

In Madrid we alsao had the same kind of places, squal in
quality, although not as many as in Paralelo. Amang others,
thare was Kursal Magdalena, Eden Concert, La Cigal Parisier,
and Terpsicore, and with respect to this art, the same thing
nagpened here as in other cities of Spain.

Another powerful force in the decadence of the baile was
the lack of study. Truthfully, how can you blame the lack of
in-depth study of the baile, when those without it would be
contracted and earn more than if they had been good dancers,
What 3 shame that they didn't reaiize that, without wanting
to, Ehey were killing & great and unigque art in this world:
el baile andalur!

Yes, I say baiie andaluz, because they did little harm o
flamenco; it is well-known that the flamencos had their own
houses where nothing changed, no matter what happened sut-
side af their "ambjente." They didn't need thaaters, movie
houses, nor cabarets. They had their places and their pub-

lic, and if they were needed somewlace else, they could be
found in these places, ta which they returned as soon as
their contract was completed. This worked well for them, as
much for their way wf life as for preserving the purity of
their art.

This was not the case with the artists of the other type,
whe had ta scatter far and wide, especially the dancers. To
tae good teachers who continued to have dance academies, was
added an endfless number of others == the male dancers had ta
find some way to eat. Among this new troup of teachers, some
were passable, others were madiogcre, but the majority would
be classifiad as bad. How I wouli love to give the names of
these latter, but I realize thak I would hawve to protect my
home in Madrid with machine guns and it is better to leave
alone those whe ars still alive. Alsa, some of them are, ba-
day, almost good Ezachers; after seeing so much dancing some
have learned to dance. But i: is one thing to dance and
another to be a professor of Spanish dance.

I would love to have gathered together, in 1923 when I was
in Madrid, Martinez {padre}, Cansira, Miralles, Jtera, and two
or three more of this caliber, and put cut a general call for
all of those who wished bo teach and maxe all aof them take an
exam, one by one, giving the title of maestro ta only those
wha deserved it, In tnis way, Spanish dance would have been
srotected and the academies would not have been turneé inte
dance factories. But they had to supply all of the new
"Yarietds" with dancers. Almest all of the academies at that
time in Barcelon2 had their exclusive agents who wanted the
dancers, as soon as they had 'learned two dances. na makter
how they were, to be given a contract for one of the pre-
viously mentioned establishments.

(to be cantinued}

_—_

UPDATE ON
MANOLO MARIN

It locks like Manolo Marin will be caming ta the United
States. Four cities have expressed interest in having him
and he wraote to say he will be free for a month or sa be-
ginning Angust 15th. Since he was interviewed last summer
he has been wery busy. His astivities have included more
teaching than he can handle, master rclasses in Barcelona,
choreography and dancing of "Bodas de Sangre” in Switzerland,
choreograpnhy and perfarmance of a flamenco ballet, “Carmenp,®
in Japan, production of "Sevilla," based on the life and wark
of Garcia Lorca in the Plaisance Theater in Paris that ran
far two weeks and then ran far five days in Sevilla, and a
master class in Paris.

50 we are wery fortunate to have thiz insgirational
teacher and outstanding person coming to this country. If
any other people would like to have Manolo in their city to
teach, write to Faco Sevilla, care aof Jaleo, far further
details. There won't be time for more than four cities, but
perhags some of those who have expressed interest will cancel

MANOLO SAN LlflCA___R_ |
Summer Guitar Course

The 2nd International Xanolo Sanlicar Flamenco Guitar
Course will be held in August in Sanlicar de Barramada,
Cadiz, Spain. The course will be taught by Manolec with
emuhasis on technique. There will be two, two-week sessians
and a translator will be provided for English translation.
For further information write Irene Kessel

32 Archadia BdA.
Hatick, MA 01760
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"Ecos de la Mina," a 3abicas taranta from Sabicas' classic
record "Flamenco Pure."” The last piece is "Impetﬁ" by Mario
Eacuderp. I didn't like this piece as recorded by Escudero,
I didn't like it by Paco de Lucia, and I still dan't like it.
They call it a "bulerfas,” but it fits inteo that category
anly by a great stretch of the imagination. To me, it is
just a medlocre "classical-style" composition that just
happens o sound like it is technically difficult to zlay.

In summary: If you are a solo guitar fan and you do not
have access ta Sanicas pr Escuders recordings, then you will
greatly enjoy the flamenco on this recprd. It is well-played
in an authentic manner and is a high gquality recording that
was done by E & O Mari, Inc. {Ia Bella 3trings and records).

Tc arder this record, send $8.95 plus $1.00 for mailing
to: Antonio David, Inc., 204 West 55th 3t., New York, NY

10D19.
& k@

A SECOND OPINION

by Guillermc Salazar

Uennis Esster makes nis recording debut with this
intereating release in which he gives equal weight ta both
classic and flamenco guitar. It is difficult for me to be
impartjal, since Dennis is an old friend of mine whom I hawve
seen play live many times before ever hearing his record.

Far those not familiar with the name Dennis Xoster, let's
introduce Nim as the former "Nino De La CoSta" who used to
appear at such spots as the Good Tablie Restaurant and the Jai
Alai during the sixties in New York. Back in those days
Koster was strictly a flamenco soipist, performing the sclos
of Mario Escudero and Sabicas among other things., Later he
became interested in classical music and almost completely
drogped flamenco. Juring this time he studied the classical
repertoire and later, with his teacher Julic Frol, worked on
interrretation.

S5ide one of the record features the following pisces:
Sonata, Cpua 115, Prokofiev; Fugue, BWY 1DOQ, Bach; Berceuse,
Schumann-TAreega; Pavan, P. 16, Dowland; and Prelude Na. 2,
Villa-ZLabos. After hearing side one, a most impresaive dis-
play of talent, I turned to the flamenco on s5ide two.

I feel a little more at home reviewing thia side in-depth.
The first selection, in my cpinion, is the Dest this side has
to offer. Kaster dazzles the listener with hia rendition
"Joyas De La Alhambra," for the most part a Sabicas camposi-
tion. at the end of the piece he adds his own ending, a
"rasgueado cadenza.” Next Koster interprets the Escudero
version of Rdmon Montoya's rondeTa amoothly and capably.
Tinally, he breaks intc extended rasqueo passages amidst
falsetas in the soleares titled "Soleares De Los Maestros.”
The last two numbers, "Ecas De La Mina,” a taranta by Sabicas,
and "Impeth," Bscudero's wonderful modern bulerfa, didn’t
quite move me in Koster's hands as much as the other pileces.
"Impeti® was slightly disjunct.

As an afterthought, what strikes me about this record?
The first thing is that the record is well-prepared. The
first time I wept tc the recording studio, I just played
everything off the top of my head without much preparativn
for recording. Dennis, however, seems to have deliberately
planned everything on the whole album, which gives a sure-
ness, but also a predictability of the way things are linked
togather. .

Dverall., the classical side seems to have the edge, even
though the flamenco is quite gorpd. Koster's technique, in-
terzretation, and choice pf pieces make for a worthwhile
album of quitar sclos. The record does not presume to be
anything ather than that.
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Concert Rebiclws

TRIUMPH OF CALIXTO SANCHEZ
AND PEDRO BACAN IN PARIS

by Fierre Lauroua
(translated by Pacc Sevilla)

rCalixtc Sinchez and Pedro Bacan were in Paris on February
27 ang 2B to give two recitals in the Carreé Silvia Montfart;
the recitals were arganized by the association, Flamenco in
France.

Pedrc Bacan came ©n stage first, warmly applauded, and,
while the rain beat savagely on the awnings of the great
“chapitel,” gave us a splendid togue por scled, embellished
with ascents to the sky and resplendent bursts, a togue that
set off the enthusiasm of the audience.

Then Calixto arrived, with an immediate ovaticn, an
eleqant CalixXto, with a eped tie, a Calixte visibly moved by
thie first Parisiam recital.

The audience was conquered aven before he began. Hever-
theless, on those two nights the two artists reinforced the
admiration. The Parisian public is accustomed to remaiking
silent throughocut the length cf a cante, showing theair
approval only in the final agplavse -- something that ofter
disorients the Andalucian artists whe are used to immediate
and spontanecus reactions. But this time the audience
collaborated with the cante, greeting certain accents in the
cante of Calixto and the falsetas of Pedra with olés.

Throughout the two recitals calixto was extellent, partic-
ularly in the granainas, tangos, martinetes, and fandangos.
Clearly, the mastery of Calixto was not a surprise fpr the
aficionados of cante in Paris, but these two nights revealed
to the pepple of the capital the interesting personality of
an extracrdinary guitarist, Peden Bacdn. The tague of Pedra
Bacan is completely perscnal, different from that of any
other man in this art. Pernaps the most important peint, and
very rare today, is this personality. In the toque of Fedro
Bacdn, beneath the most technical and elaborate falsetas,
thers always appears a2 conpds of Stesl. He was exceptional
in the accompaniment of the cante, divine in the granaina ang
a sorcerer in the tangos.

Fedrc Bacan is a man of contrasts, the contrast between a
large physigue and a togue of infinite delicacy, between
extreme concentration and sureness in playing and a modesty,
a touching shyneas, when he stands up wo take a bow...Pedro
Bacdn, a marvel in hig "sencillez" [simplicity, sincerity,
straight forwardness)}.

On these twe nights, the Parisian and Spanish public of
the Carré Silvia Montfort showed themselves worthy of Mairena
apd Lebrija [hometowns cof the artists]. 1t was a public that
was entirely convinced, ernamored by the two artists and
resolved naot to allow them to leave...

LB B

RAQUEL PENA: SPARKLE & STYLE

(sent by John Fowler; source undisclosed)

by dlan 5. Kriegsman

For roughly a decade, Raquel Pena has been dazzling and
enlightening Washington audiences with exemplary perfomances
of the dance arts of Spain. Her appearance at the Terrace
Theater Tuesday nigh+t at the head of the Washington-based
Raguel Pernia Spanish Dance Company marked her debut in the
Dance American series, which is jointly. sponsored by the
Washington Performing Rrts Society and Kennedy Center -—a
fitting tribute tco the artistic contributions she has made to
this city.

Far the occasion, Peha marshaled a program that surpassed
perhaps all the company's previous efforts in sparkle, diver-
sity of content and theatrical Flair, despite a certain
unevenness in execution. As always, a major portion of the
excitement was gererated by Fefia's own dancing -~- sbe's not
only the traupe's choreographer, costume designer ang guid-
















JALEO

JUNE 1983 PAGE 25

Spanish Accent on Guitar

lgent by American Institute gf Guitar]

Outstanding guitar virtuosos from Spain and Latin America
are featured artists in Spanish Accent on Guitar, a special
series of four concerts at New Ycork City's Tcown Hall. Players
inzlude Sabicas, Jeorge Mcrel, Marig Escuderc and Manclg San-
luca¥r. The concerts--gne overy cther mgnth commencing in
Dctober -- are presented oy the American Institute of Guitar
as gart of its Second Internstional Hew Yerk Guitar Festiwval.
Seats are 510,00 and $12.30, with a special subscrigticn
price tc all fcur concerts gffered at $36.00 --a 25% saving.
Tickets and informatign are available at the American Insti-
tute gf Cuitar, 20a West 55th Street, Mew York 10019 (222%
757-3255.

The first concert, cn Dotober 14, spotlights the legendary
genius whom all flamenco artists call el maestro. He is
Sabicas, and fgr nearly half a cectury he has been at the
pinnacle gf the great flamenco guitar tradition. HNow a New
¥grker, Sabicas recently returned from a criumphant tour of
his native Spair after an acsence of many years.

Jarge Morel, born in Argentina, brings his warm and
romantic artistry tg Town Hall on December 9. Morel takes a
broad approach toward repertoire, and his cancerts may
irclude his remarkable arrangements of songs from Legnard
Bernstein's West Side Story as well as majgr works by Bach or
Boccherini. But he is perhaps best known as ar interpreter
of works by Squth American camposers, and these formed par:
of the memorable Morel concert which the New York Times
called "perhaps the mast ernjgyable recital of the season.”

Dn February 3, 1934, the brilliant Mario Escuderg reveals
ancther dimension of the flamencg guita¥r. Renowned fgr his
compasitional talent as well as his dazzling technical
Prawess, Escudero has been a major force in the development
of a frest and modern apprgach tg flamenco guitar. Through
his innumerable recordings, as well as concert tours that
encorpassed Mgscow and Tokys in addition to Eurcpe's capitals,
he has been a majgr influence gn the players whg follgwed him.

Manolg Sanlicar concludes the series on April 4, 1984. He
is gne of the most acclaimed and exciting players in Spain's
new generation of flamencg virtucsos. His mastery gf the
instrument is complete, and he has been awarded Spain's mast
prestigious hgnor in the field --the Hational Prize for
Flamence Guitar. Manglo Sanldcar's innovations have helped
tg revolutionize the art, and he has earned a huge and
devoted following in his homeland and beyond. [Hot yet
confirmed. ]
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SEN DIEGANS VISIT L.A. JUERGA: A small group of San DiegD
Jaleistas wert up =o the May 14th juerga and had a grea:z
time. Since the contingert gives us plerty of advance
notice of their juergas, perhaps we fan get a bigger group
tagether for the next dne in July.

T T
deThe

FZAMERCC DUD: The newest item on the San Diego flamenco
scene is the guitar duo Rodrigo and Facg Sevilla. Although
cne might think that the vast difference in their styles
woguld make this combinaticn incomgatible, the gpposite seems
true. When they play taggether trading pff lead gr suppgrting
rgles, the Clend is exciting. The sclg numbers appear tc De
a friendly ccmpetiticn in which each stimulates the other to
greater virtucsity. The Duo will be appearing twice in June
on Sunday the 5th and 26th at Crowsy Maggi's at 3lst Street
and University Awenue in North Park. IE might also be men-
tinred that Maggi's has & unique and excellent menu and well
within a flamencc's slender budget. There is no cover
charge; the atmosghere 1s casuwal; a tip jar is the perfor-
mer's sgle renumeraticn -- so take algng a cguple of bucks for
the artists' fund.

FAREWELL TC
Deanna Davis a
her son Jessy,

JERNNL: Jaleistas gave Australian born dancer
Surprise going away party in &pril. She and
along with her fiancee are mgvirg "dgwn under”

indefinitely. She 5ays that there is a lagt of flamenco in
Sydney and she thinks she'll be able to find wgrk with no
proklem.

OHIZ GUITARIST VIEITS S5aM DIZGo: Bob CZlark wvisited San
Diego for a week in April staying with Charo and Ralll 3otelle.
They made the San Diego tourist scene plus juergaed-cut every
night.

* & ®

MAY JUNTA

The May Junta meeting was attended by a small nucleus of
Jaleiskas. Our financial state has improved slightly thanks
to a response by members wo cur editorial last month. We
are lggking to print our June issue of Jaleo on time and get
it out to to our readers.

The main topic of discussign was Jjuergas,
and how to rebuild enthusiasm and participation.
bring your fresh ideas tg the June juerga meeting.

juerga sites
Please

% B N

JUNE JUERGA

Hurray! We have a juerga site for June! Guitarist Earl
Kenvin has recently moved and has cffered his house for the
Jurne juerga. Let's all take responsibility for contributing
to the success of the evening soc that we may be invited mack
on a furure gegfasion. & self-emzplcyed computer programmer,

Earl, a self-empluyed computer programmer, has been
interested in and involved in music fgr mary years. He has
mainly taught himself guitar through booke -- everything from
classical, pop, country, and more recently, flamenco. He
will be atrending Faca PeFa's workshgs in Cordoba in July.
His bkome will lend itself pefectly to a juergs with several
dance areas including an outside wooden deck, the living-
tognm and & garage.

We will alsoc be holding elections at this juerga, 50 be
thinkiny about what dynamic pecple you think could in‘ect
some new energy into the wilting local crganization.

Satg:  Saturday, June 25th
Time: B PM
Flace: 3047 Chicago St.
Phgne: 273-1376
dring: Tapas w0 share and whatewer you wank to Grink.
{We will not ce selling wine necause of the large
waste problem, but spft drinxz will be awvailable.)
Directions: From I-5 take Clairmont Drive EAST (shkort
distance); take a LEFT on Decver o end and LEFT acain;

—ake a RIGET almost immed:ately on Chicago.

Donation: wWe are planning on purchasing and sealing some
new dance boards. For this purpose we are regaesting a

$2.00 dpnation Zrom members and $32.00 from non-merbers.

=

-wuara De Alva
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dark blue, . Williams == Bur Y. Har

CATALOGUE OF MODERN FLAMENCO RECORDS Biud., San pedvo, oh 50731 G19) Baioteenr. T

: CASTANETS IMPORTED PADM SPAIN -- professional guality,
A COLLECTION OF FLAMENCD RECORDS FROM THE MODERN brown granadille $25-$30, black granadillc and ebbny
ERA {1972-82), REPRESENTING MOST OF THE IMPDRTANT $35-345, fiber $55-$65, sizes 5-6-7-3, Student models
ARTISTS AND [NCLUDING A NUMBER DF UNUSUAL AND $11. Y. Williams, THE SEA, 305 N. Harhar Bivwd., San
RARE ITEMS. EACH RECDRD [S DESCRIBED IN DETAIL Bedrs, Ca 90731 {213} $31-160:
AND GIVER A BRIEF CRITICAL REVIEW. A TAPE CLASSICAL-FLAMINGC GUITARS -- student and orofessioral
LIBRARY WILL MAKE THESE RECORDS AVATLABLE. models -- Ramirez, Kano, Cantreras, Marin, Fleres, ete.

. -- Kenreth Sanders [714) 499-496]
SEND $4.00 TQ: PACO SEVILLA, 2958 KALMIA ST. ROSh MCNTOYA'S BALLES FLAMENCOS has been chosen to be part
SAN DIEGD, CA 92104. of the Calif. Arts Cguacil's Zence touring prograr 1983-

1984. Th= company canslists of ¥-10 perfgrmers and =rasents

both flamenenm &nc classical Spanish danee. Cgntact: cennie

Freeman [41%) B:4-8844 or {41%) 205-3154 -- 267 Teresita

8lvd., 3an Francisect, A 94127,

. ANNOU NCEME NTS GUITAR MISIC AVAILABLZ: Music of many tqp artists, botk
modern and 2ld style, transcribed by Peter Baime, 1100 W.

River Park Lare, Milwaukee, WI 53209.

ABABESQUE, a magazine cf irnternational dance, has becgme

Announcements with the exceptign pf classified ads are free America's favorite suklicatign gn ethnie dance. We cbwer
«f charge to subscribers. They will be placed for twg Spanish dance, as well as many gther aresas of non-wWestern
months if appropriate and must be received by the lst of the danze arts, The result is a glimpse six-tires a vear intp
month priecr to their appearance. Include phone number ard how all movement is interrelated, We gffer interviews,
area code fgr use in the DIRECTORY. Classified ads are £1.00 historical artieles, dance rews, practical articles that pus
per line (each 9 words) for each month they appear. Make you in tguch with the sthnic dance scene. 3abscriptions
checks payacle to JALEISTAS and mail to JASED, PO Bgx 4706, $.4/yr. Arabesgue, . Shermam SW, %22-F, Mew York, NY 10D23.
San Diega, Ch 52104. AROUEL PEITA SPANISH DANCE CD. in a program pf flameneo,
JALED CORRESFONDENTS regional and classical Sparish dance and music s now plan-
If yga wguld like tg assist JALED by acting as a corres- aing a 1984-HA5 cgneert tgur. I< there is a thsater, or

pondent fqr ygur <ity, please contact our 20 Bgx and let us amiversity in  your ar=za that might be interested, cortact:
Xnow. We need to have an update at leas: every twg months. The Raguel Peha Spanish Dance Cp., 4801 N. 2th St., Arling-

ton, WA 22203, Tel: (703) E537-3454.
updates sen

FANADERDS FLAMENCDE by Esteban Delgado recprded by Pacp d2

Lucia -- accurately ngtated sheet music; $2.75 in USA, $4.52

LDbS AKGELES USDATES: Ckez Carlos Dez Peru is now "Cafe de la foreign, Southwest Waterloo Publishing Cp., 6708 Beckett
Paella," the Central Esparcl is back in busiress as “Sevilla Rd., Austin, TX 7B749.
Restaurant,” E1 Pasen Inm pn Olivera Strest has flamenco JALEISTAS BY-LAWS AVAILABLE to all memoers upgn request.
entertainment on Saturday nights. Flease send a large, self-addressed eavelcope with your
recuest.
GUITARISTS AND CUITAR STUDENTS WelLCOME to accompany daace
concerts . classes, San_ﬁieqc area, (Call Juana 440~5279 bhefore Ba.m.

BACK ISSUES E JALED AVAILABLE: Vol. I ng. 1 to 6 $£1.00 each.
Vgl. I no. 7 to 12 52.00 each, Vol. II, ZII & IV no. 1 te 12

%2.00 each, and Vol. ¥ ard V1 issues S52.50 each. {Add S51.25
Ior owverseas mailicgl)

TEDDORO MDRCA has been invited again to participate in the
Program at Jacob's PFillaw, July 17-22, and will present a

workshop and concert July 26 at the University of Maryland.
RODRIGO AMD PACC SEVILLA will be perfarming flamencg solos
and duets Sunday, Jure 5, and 29th at Spm at Drawsy Maggli's

};;:E;lsn;i.l:m. 3lst and University Ave. in 3an Dieag, CA. Tel. D'RECTORY

THE FDURTH AMERICAN SPIMISH DANCE FESTIVAL will be held from
Jurne & ta 30 at the Northeastern Illinois University,

Chicago. Ewvents will include dance seminars and classes in ausfra|ia

classical, regional ang flamencp, films from 3cain, perform— FLAMENCO ENTERTAINMERT

ances of Ensemble Espanol, special cuest arEists anc mare. Cosmos Inn iAdelaide] DS-51-32287
For infgrmatign write or call Ensemble Espanal, c/o North-

western Illinois University, 5500 K. $t. Louis Ave., Chicacgo, canada

IL ECB25. Fhone 312/583-4050 Ext. 575, DANCE INSTRUCTION

LAURA MCYA SPANISH DRNCE COMpANY PERFORMRNCES: June 25, 23:00 vaximilianc (TDrante) 463-824R
PM, Flagstaff Pestival of the Arts, University of the Arts,

University Union Aud.; July 9, 2:00 PM, Gammage Auditgrium, spuin

Arizcna State Oniversity; July 24, 7:C0 PM, Sympaony Hall FLAMENCD SHOES

Fops Concert; Wov. 1B, 8:00 PM Xerr Cultural Centre; Hov, 4, verkes {(Hadrid) 232-1036
(n® date set) Glendale Community College. FLANEKCO CDSTUMES

MAAIMILIANO AND LCS HISPARICOS will e appearing at Canada's 4. veckes {(HMadrid} 232-1036

Wanderland in Torontc for their third season from May till
mid-Cet., every day zxcept Weds. on Interraticnal Street.

The =ight dancers wiil be accompanied by guitarists Harry u.s.a.
and David Owen. Lead female dancer Lima Moras is in Spain
on a $5,000 Canada Cruncil Granst but will be feartured from

June till Qctober. new york

FLAMENCY ENTERTARINMENT

H Chateau Madrid (Lexingttn Hotel)

CldSSIhEd La Mancha {Brcoklvr)

"FIRE AWD ICE," a apvel with a flamenco Gackoropund. Order El Rincgn dz Espara 212/354-53223

from M. E. Stiles, 5282 100th Way N., 5t. Fstersburg, FL El Castellanc (fueers) nt phane

33708; enclose $3.50 check or M.O. DANCE INSTRUCTICN

MANTDNCILLAS (SMATL WECK SHAWLS) FOR SALE: Spanish made, Bsteban de Lecn 2l2/724-4913

criangular rayon shawls 46" x 19" with 24" fricge -- £20 Jtlaranell-hche]_. 215»’225‘453?
Wictgrio Ebrisan 2172/927-7220

and @6" x 19" crece with 22" Iringe -- 322 !red, hot pink,










