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que llevan afios aqui} a hand painted T-shirt. The wvibrant
harmony of lilac and blue flowers on mine is 2 constant
reminder of the cordial atmosphere which, I hawve found, is,
as much as dance, z part of José de Udaeta's Curso Inter-
nacional de Baile Espanol.

copywright 19831 by Panla Durbin

L

JOSE DE UDAETA TO VISIT HAWAII

Jose de Udaeta will visit the Jones-Ludin Dance Center in
Honolulu, Hawaii, Howvember 1-19, 1933,

During his stay, he will give classes at the Center and
will visit ten public and private elementary schools as part
of the "Artists in the Schools Prpgram', sponsored by the
Department of Education and the State Foundation for Culture
and the Arts. A one-man concert, scheduled for Movember 18
arnd 19 at the Center, will give others a chance to enjoy

Udaeta's virtuosity on the castanets and his flamenco artistry.

The highpoint of his visit, and an important event for all
of danca, will be the gala "Dance Celebration' on Hovember 4
and 5 at Leeward Community College in Pearl City. The pro~
duction, directed by Bstty Jones and Fritz Ludin, will in-
clude as well the Halau Hula o Rukunackala, z group which
performs ancient Hawaiian hula, and the reconstructed
"Invention"., a modern dance masterpiece chareographed by
Doris Humphrey. Support for this last project, which will
feature Wew ¥ork artists and will be nctated and videco taped,
hes been provided by the Rockefeller Foundation, the Natiomal
Endowment for the Arts and the State Foundation for Culture
and the Arts,

Betty Jones and Fritz Ludin are highly respected, well
known modern dancers. Jones, for example, danced the lead
role of pesdemomnz in the world primier of Jose Limon's “The
Moor's Pawvane," and taught at ths Julliard Scheol for twenty
years. Their acgquaintance with Udaeta dates from the late
1850's when Ludin studied with him in Erefeld, Germany at
the Internaticnal summer Academr of Dances. Ties were re-—
newed years later when Ludin and Jones joined Udasta as
faculty members of the Academy, which by that time had moved
to Celogne.

In 1981, they introduced the Spanish dancer to Hawaii
dance students and spectators, wiom he delighted with his
professional pelish and engeging perscnality.

Those interested in further details on clapses and per-
Formances can call the Joneg-Ludin Dance Center ot 9493389,
For Jaleigstas who might be wisiting Honolulu, the Center is
located over the Golden Duck restavrant at 930 MeCully Street,
a few block beyond the hridge out of Waikiki.

—-paula Durbin
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THE FASCINATION
OF FLAMENCO

(from: El Pais, May 29, 1983; sent by Vicente Granados:
translated by Paco Sevilla}

by William Lyan

Duende, that indefinable something, can be described in
many ways. To Garcia Lorea, in his Teoria p juego del duende,
"el duende ama el borde, la herida, y se acerca a lcs satics
donée las jormas S€ junden en un anhela superior a sus €x-
presicnes visibles." [we leave the translation of Lorea for
the reader.]

Another passible descriptior, in this case anonymous, is,
"duende 1s wsually found in cld artists because, wher they
are young and good looking, they don't reed it!”

What is duende and who has it? Doe$ Motoo Ishiwa have it?
Motoo el Japonés, diminutive, guiet and inscrutible, was a
professional flamenco guitarist in his day and is now a
plumber and aficicnadc in Madrid. If flamenco came from the
Orient, then an criental flamenco likxe Motoo could very well
have duende; they say thsre is nc Spanish patent on it!

How about Maria Silver., a natiwve cof Florida in the 0SAZ
She was known as Maria la Marrurra during the frustrating
vears she went through trying to make her way zs &2 flamenco
cantacra in Spain (2ccording to one person who should know,
her style was similar to that of El Chocolate). She must
have had something like duende to try something like that.

If there is & foreigner who has gypsy duends, without a
doubt it is Maria.

and what can we say about Robert Pletcher, professianally
known as Flecha for, the lazt twelve years. Plecha, a quitar-
igt, must have gypsy duende; at least he lives like a2 gypay,
without fixed hours or pay and organization. Certainly. no
other foreigner in flamence has cultivated with more dillgence
the disorderly juerga life of the flamenco gypsies asg has
this former student of a private school in Australic; no other
has that philosophny of living for the moment that is so
essential if cne is locking far duende. Flecha has to have
duande.

YTou miat necessarily have duends to dance in the best
tablzo8 of Madrid as does Cherrie Hiederer from Mew Zealand:
no foreigmer, no matter how perfect the technique, could da
this without a certain degree of dyende. In fact, duspda
wonld be more important than technique.

what is duende, and wic has it?

"Onende is feeling, spirit. It moves you and affacts your
whole systam, all of your being. It is tha same thing that
is found ia some jazz artists. There are peopls who have it
and thase whe dom't. It i3 not something you can farce.
Juende is mystarigus!™ Moreen Sondra Silver speaks; Maria
la Marrurra, a tiny and fragile language teacher, secretary,
translator, and photcgrepher -- of the paparazza type Iln the
world of the famous and semi-famous. She knowsa what will
appear in Hepla, Semana, and Diez Minutoe [Spanish magazines]
almost before they came out; she collabozates with thase
publications and she has photos of herself with well-known
people like Martin villa, Fraga, tha Duke of Suarez, and even
the father of King Juan Carlces. [ne of two photos of former
minister Roson. is dedicated: "To Maria Silvez, profound like
her art, permanent &8 her love of life."

"In the United States during the 1970's I sang folk music
in the university,” ahe says now in an apartment in an
authentically Spanish sereet of old Madrid, “country music,
things of Joan Baez, in all lanquages. Thsre I heard
flamenco, when I saw Sabicas and Montoya. It seemed natural
for me to try to sing flamencc, although, at that time, it
was just another style of folk music to me.™

Iin 1966 she came to Spaio with her migband at that timae,
who was an aficionado and flamenco gquitarist from Califormia.
3he read a book written by Donn Fchren, an American autharity
on flamenco, and was even more inspired. She began to meet
the great aztists. Betwmen her classes in English, Maria and
her husband weze going to gypsy weddings and baptisms and
frequenting the flamanco bars of Savilla and Mordn de la
Frontera.
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"We spent hours listening to the tapes we had made,™ she
says. "I wrote down werses and asked pecple, always psster-
ing people, in order to learn more."

Finaliy she decided to try to sing -- and she did it quite
well! She even studied with La Miha de los Peines and
Fernando de Utrera. In 1968 she made a record for Movieplay
and later appeared several times on televisicn -- one bime
with Ifigo, cn "Estudio Abiértc” with singing and an inter-
view. But it didr't last long. "It was not my intentian to
compete with Spanish cantaoras. I realired that I was more
a curicsity than anything else," she says upon recalling
those years. "But it is also clear that I was not properly
promoted, particularly after my second record. My indivi-
duality was not adequately exploited.™

5till, she continued singing for a while, sometimes for
private fiestas in the ventas, but she realized that the
cther artists descriminated against her, or she was subjected
to sexual pressures. Little by little she left the cante
behind. 3ut, cnce in a while, Maria perceives what could
have been: A few years ago in a flamenco hangout in
Barcelona, she discovered one of her records in the juke-
box and she played it a few more times than the other
customers must have thought rormal; at times, music brings
back memories.

Did Marfa sing with dugnde?

"There were, perhaps, two or three times in wmy life when
I felt inspired and I thougkt I had duende -~ in spite of my
accent,” she says with nostalgia. "“Yes, a few times when I
truly hope that I had it:!"

Did maria la Marrurra really have duende?

We asked Donn Pohren. If anybody knows about duende, it
is Pohren, a tall, thin grandfather who carries his 52 years
well, in spite of pericdic attacks of gout and a kidney sacri-
fized ta his excessive love of Spanish food and wine. Pohzen
came tc flamenco in Mexicc, among exiled Spanjards,and has
been studying its roots in Spain for more than a quarter of a
century. In 1957, with his wife Luisa, a bailacra from
Madrid, he opened and played the guitar in the first tablao
flamenco in the United States -- near San Pranciscc. Sewven
years later he opened a private clup for flamenco purists in
the bagement of Los Grabieles in Madrid; for two years, some
=f the most renowned flamencc artists performed there.
Pchren has puklished three books on flamenco. One of them,
El Arte del Flamenco, translated into Spanish in 1974, was
awarded in that same year, the Fremic Nacional for the pro—
motion of flamenco by the Citedra de Flamencologia de Jerex
de la Frontera.

For eight wears, the couple directed the Finca Esparterc
in Mordn de la Froontera, where, until 1972, aficicnados
from arcund the world came to learn the cante, baile, and
guitar at the feet of such legendaryy figures as Diego del
Fastor, Antonic Mairena, and Juan Talegas. Today, Pohren
makes an annual tour through the United States with Luisa
ta give lectures-recitals in the universities. I anybody
knows about duende, it is Pohren.

"Hombre," he anewers, "at times it is difficult to deter-
mine who has duende. I believe there is wery litkle left.
before, the flamenccs lived a very different style of life
=- bohemian, impractical, and completely non-materialistic.
We would put a few bottles o the table and, socner or
later, the mystery would appear. Diego del Gastor could
go an that way for days, without eating. He was ktremen-
dous. "

But now, laments Pohren, that approach has been lost. Due
to growing prosperity, many so-called flamencos go for securi-
ty, practicality. The same thing has happened in bull-
flghting; there is excessive commercializaticon.™ Although
meny of the professicnals preserve flamenco in its pure
forms," says Fohren, "today everything is toc cerebral and
lacking in emction; evern in the Jjusrga they den't live for
the misic apnd the moment. Without duende, flamencoc does
not have meaning.*

Put Mariz la Marrurra -- did she have duande?

It seems that this is an indiscreet guesticon. It seems
that few flamencoe want to give an opindion about the lack
of such a disputed quality. “Wombce," answers Pohren,
"duende, that whick is mgant by duernde .. now, we can say,
ghe knows a great deal about flamenco, that she sings with
great knowledge."

On the street called Amor de Dios, the foreign aficio-
nados get their £ill of footwork in the search for that

evasive gypsy duende. The students of RAmor de Dios, on
one of those narrow strests that were walked by Cervantes
and Lope de Vega, are the center of flamenco activity in
Madrid, both for professionals and aficionados. Ewven be-
fore you arrive, you hear the zapateadc that rescunds like
a machine-gun against the flgors and mixes with the end-
less lament of quitars that are held in the underground
rooms, most of which are in a terrihle state of disrepair.
The place pulsates with a contained and nervous energy,
and there is a humid odor of Bweat that seems to come from
a boxing gym twe floors up.

Almost all of the students are women, and there are times
in whizk half of them are foreigners. Somatimes they study
gix or sever hours a day, generally with the obijective of
beccming professionals someday .. something very few will
achieve. And freguently, these foreigners, can be heard
discussing duende, what it is exactly, whe has it, and
more specifically, whether a foreigner can have it.

To the pretigicus dancer and teacher, Ciroc, it is per~
fectly possible for & foreigner to perform with feeling.

"It seems that, initially, the foreicners have tc breaak
through a certaig cultural barrier, but they can do i, "
affirms Ciro, and he names a2 few whao have dore it. "It is
a matter of digging deep enough.”

0Of course, the degree of success will depend, in large
part, cn duende, "a gift, a macic touch, ¢ specizl gracia,”
as Ciro defines it, "eitker you have it or you don't!"

Prisca Maria vaon Delft, 22 years old and Zrom Holland,
has studied flanence for four years. &She agrees: "It is
more difficult for a foreigner to be profournd in flamenceo,
because we come from a different culture, but 2 foreigner
can express nimself in flamenco. These are universal
feelings. "

Acgording to Julia Horn, a blend American, 22 years cld,
wio has recently come to Spain to study flamenco guitar, much
cf the foreigner's okbsession wich duende is poorly fecused.
"Duende 1s soui. All of the great guitirists have it," she
regognizes, "and, £ur the most part, the duende of a persan
depends upon what he has felt, what he has suffered. The rea-
son most foreigners do not have duence is that they are nct
playing their own personal music. They try to express the
music of gthers, to achieve Sparish duende, and that is
ridiculous.™

ane of the foreign balasras who most seems to have
achieved this, and who i5 most admired among the students of
Amor de Dics, is Cherrie Keiderer. Geographically and cul-
turally, Cherrie has gome to Ilamence from almost the greatest
distance possible, from Whakatare, ap agricultural tosnm in
the north of New Zealand. Eec greatgrandmother was Tahitian
and her Swiss grandfather edited a free-thinker newspaper
cailed The Anti-Christ. Her mother is a descendent of the
mutineers of the "8cunty”. After studying languages in the
university ~— she apeaks Japanese well -- Cherrie jcined the
rodec Circuit in Australia for a while.

"I always liked to dance. I have known Scottish and Irisgh
folk dances since I was very ycung, and when I met a Japanese
preresscr who played flamenco guitar, the sound fascinated
me,"” says Cherri. "I don't xnow way, but I decided I wanted
tz dance.”

She began a long pericd of wandering in crderx tc learm
this art of Zgreigners and Spaniards: MNew Zealand, Austcalia,
Britain, and Zinally Spain. And because there was always the
need ko pay for her studies and to earn a living, she worked
as a guide for Japanese tourists, as a secretayy, waikress,
and Erglish teacher Zor foreigners. During 197%, her small
groum of English and Scottish performers managed to live ex-
clusively from flamenco, performing in Spanish restaurants in
London, worker's clebs in northern Britain, theaters, and in
benefits for »1d pecple and the handicapped.

"cf course, it wasn't the purest way to develop,” Cherrie
reccgnized, "but it was immensely userul +technically and pro-
fassicnally. At the same time, I began to assimilate the
rhythm and aire of the Spaniards I met, and in visits tc Spain
I was able tc abserb the gypsy and Andalucian atmosphere: the
way the street wvendors in Cadiz sing their street songs, or
the relaxed and proud way a young girl walks through a pueblc.
T began to really feel flamenco, to understand my own per=
sanality and feelings.™

Three years age, by then known as Charo, she finally began
ta work in Spain, in a ballet, in a nightclub on the Costa
del 501, a luxury hotel in the Canary Islands and then, bafore
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a more knowledeable audience, in the tablace of Madrid --
Café de Chinitas, Los Canastercs, and presently, Arco de
Cuchillercs. one night Ciro went tc Arco de Cuchillercs and
spotted, "a girl whe had a gripping quality, technique, and
duende. When they introduced me to Chare, a foraigner, I
wds astonished ,”

Cherrie is more medegt. "I can't imagina life without
dancing., I want to reach a certain artistir lewel where I
feel satisfied with my exgressive capacity. I balieve I
have something to say with my dance,®

"In certain beautiful moments, " Cherrie contimes, "you
forget yourself and suddenly form part of a harmanious
vibration that is created between the guitarist, cantaor,
and bailaora. The three becomg part <f a much greater
feeling that, somehow, everyone identifies with."

Is this duende?

"I won't ¢all it duende,” she answers, "to give it a
label would limit it."

But wait 2 minute! S5top! Go no further! Duende does
not emist! There is no such thing, Flerha says, "I hawve
been in this for twelve years and have never heard a prefes-
sional say the werd. "Alre,' 'agarre,' or 'pellizco’, I have
heard, and it can be said that ome has sung. played, or
‘danced, ‘cen mucho corazon,® but ‘dusnde, ' never:"

And the Australian -- the nickname is a strcke of genuis,
the precise way the Spaniards had always proncunced hias last
name -- has arple knowledge to justify an opinion. He has
played his flamenco guitar in eleven countries, from the
United Kingdom to the Scviet Union, from Israel tg Brazil,
2nd, perhaps mgre important, he haz lived flamence from
within and at full thrcttle, te the point that his more
worldly friends have giwen up trying to get Flecha te put
his life in order -- a life of practicing far hours and
heurs, of talking in a flamenco har until dawn, of playing
fcr Zenoritos in private fiestas, of wine, women, and
juergas.

“This thing about duende, among foreignerz, is perhaps
a product of a lack of knowledges absut Spain." affirmz
Flecha, "af some idealized colcepts. Instead of looking
for it in beoks and records, these foreigners who talk so
much about duende would dc better to luok for it among the
flamences and gypzies."

Is he trying to say that, in kheir search for duende,
these foreigners are pursuing a chimera? Many lives dedi-
cated toc a myth? Is there anyhody who would like to be
responsible Zor such a statement?

Yes there ig! Althcough scftly, tranquily. with affectien,
inscrutibly -- ag Mgtcc Ishiwa seems to de everything in
his life. He is a veteran guitarist who has dene tours of
nightclubs in France, Greece, and the Sosta Brava; he is also
somewhat of a guru to the many Japanese who come to Spain to
iearn flamenco,

"These foreigners, many times guided by teachers who are
somewhat mistaken themselves, focus too much on the technique
cf flamenco," mays Motoo, “espdcially the Japanese, perhaps
due o Ehelr excessive respect for authority, and they spend
hours and hewrs imitating records cr dancing in frant of a
mirror. But, instead of belping to express what they have
inside, an excassive technigque can actually prevent it.™

Motee continues, “"sut, besider that, thesSe foreigners are
set an imitating in-depth something that, due to cultural
differences, is not theirs. Their cnly escape weuld be to
expre s5 their owr. personality, their 'duende particular,' if
yau wish, but very few know how or dare to do this. So,
while some can reach & Certain acceptable level, they will
rever be great artists."

Ferhaps that is why Motoo left professional flamenco. He
worked for a year and a helf as an apprentice t¢ the master
guitar builder, Arcingel Fernandez, in Lavapi®s, Later, he
learned the profession of plumbing, How he lives a tranquil
life in Madrid with his wife and two children. But flamenco
has taken root in Motcc and eackh day he plays for 2 few hours
in the ¢lasses of Amor de Dios.

What Motoo gays is confirmed by Chris Carmes, recently
returned to Spain after 3ix years «f preaching the evangel igm
c¢f flamenco in California and Hawmii. And, imagine this -
is the world not a emall place -- it turns out that Chris is
the fermer husband of Maria la Marrurra! “We get along very
wall," he says., “she tells me when there will be a juerga
-« she knows Bverybody."

Chris gets to the point: "Fiamenco is like a glass of

wine; the gypsies are in the glass and the foreigners cnly
approach the glass. But too many foreigners becoma too
involved with the technique of flamence, with toc much
purity, and they don't allow flamencc tc go its nmatural
way == the glass of wine. You may hawve noticed that the
gypsies never have formal teachers, while the foreigners
2lways de."

And duende?

"The true flamencos never say that, nor do they think
about it,” he answers with that ptrange Califcrnian atti-
tude, pomewhare batweenl bravado and innocence. "1t is e
mach a part <f them that they are incapable of defining it.
The cnly ones who speak of duende are poets and foreignars."

Very well, but, although it isn't named, can a fareigner
duplicate it or create it?

"I have done it, as have others, Maria, for example.

I have seen a roomful <f gypsies crying with emotion upon
hearing her sing forgotten st¥les that are like jewels."

Then that was duende?

“Yaal!"

And Maria hag it?

"Yezt"

What is duende? Who has it?

El Oido

NEWS FROM QUR MEMBERS

Washington State: Tec Horca has been appointed as a member
cf the Washington State Arte Cormizsion. (from Teo Morca)

San Franciscc, Ch: Rosa Montoya is co—gponsoring the filrst
FESTIVALES DE ESPANA including: muejc end dances of Spain,
wine and cuisine tasteings, an exhibition of stulpture by
Pepe Lecn, literary exhibiticn and more —- October first.
{fram Rcaa Montowa)

Los Angele€, CA: Juan Talavera, artistie direcror and
cherecgrapher of Juan Talavera Spanigh and Plamenco Dance
Spactacular has just terminated a gummer schedule of concerts,
lectures and magter classes. He celebrated by quest starring
with Lola Montes at Sterngrove Park in San Francisce, on July
3lst, Talavera immediately set sails far Santa Barbara, Ch
for his ldth annpal appearance at the Lobero Theatre for that
city's 0ld Spanish Days Fiesta. {(frem Juan Talavars)

Sanka Monica, Ch: Lupe del Ric presented a new work in
the Spanish dance wecabulary for “Choreographers in Concert,
1983", a program of dances by selected Los Angeles baged
choreographers on October 8 &€ %, (from Carclyn Burger)

Phoenix, AZ; The Laura Hoya Spanish Dance Company pre-
sented a concert in July at Symphony Hall wikh gquest artists
Oscar Wiato, Paco Vera and David DeRlva. The pPregram, titled
"Flamence and Felklorico" was presented in conjunction wikh
the Ballet Folklorico Azteca. (fram Laura Moya)

Lgs Angelas, Ch: Jose Luis Esparza 15 giving classes in
Escuela Holera and Joka at Dance Qircle in LoB Angalas.
(Sunset Blvd. at Poinsettia) on wadnesday Eves. at T*.OOpn}.
Josd has studied with Mariemma and Azorin and Pacika Tomas,
among others and the c¢lass is a delight. It's a resource
I'd like to see thriving in this aresa. (from Rubina
Carmona ) ]

Los Angeles, CA: Lourdes Rodriquez and Francine Ruaselle-
ChasambaliZ hested a Flamenco show starring LOURDES and
featuring DMININ OE TRIAMR and BENITO PALACIOS on Tuesday
evening, October 4, at The Fez Wightclub en Vermont Ave.
on August 30, Rodriquez and Chasambalis hosted the first of
these events at The Fez. The evening hancred visiting
Flamenco star Manclo Marin, who was in ScutheIn California
teaching master classes in the art ¢f Flamencr dance. Also
on skage at that event were Antonito, Antonio Duran, Marcas
Carmoha, Pepita de sevilla, Robina Carmona and Lourdes.
Thare will be a series of Flamsnco Evenings at The Fexz
scheduled for the first Tuesday of each month. The Fexz
features live Cabaret entertainment on Friday and Satur-
days, an Arabic Folkloric Night on Thursdayz and will scom
have a Greek Hight on Wednesdays, (from Francine knsselle-
Chasambalis)

-~ e -
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LA MERI

An Interview by Patyicia Mahan

Lz Meri, a warld rencwmed ethnic dancer and recognized
expert in the ethnic dance field for many decades, was born
in 1B96. She came to Mew Yark City in the early twenties
and toured the world as a Spanish dancer before branching
out to other areas of sthnic dance. She travelled exten-
sively performing, and eventually studying with teachars who
were famous In their field. She went on to writa seven
boaks over her araa of expertise (particularly Spanieh and
clasgical East Indian dance}. There is hardly an ethnic
dancer in the field today who does not know her reputatiaon.
Throughout her long and fascinating career, she has besn
rozponeible for the excallent training and development of
many well known Spanish dancers in this country. Artistic
director of her own company, Ethnic Dance Arts, for many
yaars, 5he also collaborated with Ruth St. Denis in a school
they founded in the early fifties in New York Ciky.

La Meri's thorough knowledge and expertise in Spanish
dance enables her to elucidate on such topics as were dis-
cuzztd recently in an interview done at her hame in Cape Cod,
Maggsachusetts this summer.

P: From your first hand experience, how has spanish dance
evolved since you began performing it on heTican Concexrk
stages?

L M: Patricia, you're talking about &0 years ade. Spanish
dances in the early btwenties and thirties were of four pri-
mary groups: kthe regional dances, neoclassic, flamenco, and
the ballet Espafiol. ©f the regicnal dances, very few actn-
ally made it to the concert stage. The jota aragonesa was
the most populav; nearly every Spanish dancer has a nunber
built on this dance in his ¢r her program. It was not
really until L& Argentinita came aleng that they were in-
corporated into theater dance. Having studied in every
region of Spain, she put these dances on to the stage in the
form of “bosquedjos" or dance eketches using the traditional
music, Costumes and Steps, drawind from humorous or camic
themes.-

Valencian dances were introduced to the stage early in
thig century. More recently, Nana Lorca (Jese Greco's wife
and partnexr} herself valencian, created elegant suites of
Valepncian dances for the concert stage.

The beet known of the regional dances was and is of course
the gevillanas of Andalucia. This dance, an putgrowth of the
gseguidillas, has been the inspiration for the nec-classic
forms. Neo-clagsic refers to a form of dance created and made
famous by La Argentinita, khe interpretation of the Spanish
carposers (Albeniz, Falila, Turina, etc.}. There was great
controversy when it first came out, even among the Spanigh,
as khe composers, it was generally believed, wera to be
cistened to and pnot Japced to. Ik this dance form, La
Argentinita created her own dances, making wisual, in her
words, the interpretation »f the music. with neo-classic
zhorecgraphy came compositions that respected air, floor
and music dasign in one and were very much grocmed Zor the
theater. The mood that inspired this style was felt at the
beginning of each piece, and the dance then was created in
the clear memory of that mobod. The castanets were played in
counterpoint like a second melody to the music.

~he flamenco style up until the early Ewenties had a
sharply defined technigue for men and wemen. Simply, defined,
wemen Used kheir arms, men Their feet. The dance of the arms
was considered highly femirine and passionate. ZAa Cuenca and
farmen Amaya were the first women to wear masculine clothes
ané dance in that all-male style. The use of ¢astanets began
in the early thirties. Before that, they had been used onl-
in the danres of folk origin (sevillanas, cachuchas), and men
never used them at all. InTto the thirties and early forties,
flamento was not routined, but rather improviszed an a fomm or
mood .

The "Hallet Espafiol,™ choreographed with Spanish (not
ballet) technigque, was seldom Sean in this country prior to
the forties. It was an outgrowth of the Spanish zarzuelas

{operetas) popular in the middle of the 19th century. These
little operetas grew in popularity and can be compared to our
ownl musical comedies of the 'd0's and '50's. The Madriad
Baliet, c¢ollaborating with poet Federick Garcia Lorca choreo—
graphed many famous works, including E1 Amor Erujo and Cafe
de Chinitas. Using many of the famous composers of the day,
thase dances were chorecgraphed to tell a story, usually
using a plet of love and intrigua.

P: Having worked with audiences for most of your life, what
typas of Spanish daace programs in your opinion work best
with Ehe American dance audience of today?

L H: I have seen performance after performance that bored
the audience silly by the very end, becauSe it took too much
of a good thing and milxed it dry. I feel the authentic
dances are wonderful and we all need to come from that per-
spective, but we can also build upon what's been done and T
think that needs to start happening now. As Leonardo de
Vinci once said, we don't destroy what's bsen built, rather,
we build upon it. What I'm touching upon is the need to go
from a mora authentic to a were creative choreography drawing
upon one's own lLife experiences and even envirdanment or cul-
ture in which we live or come from. One must be, of course,
wall versed in the traditional art form bafore attempting a
more creatively abstrace interpretation of it. I think tha
ravival of the 'bosgquejos' of dance sketches using comedy or
humcrous themes would be an excellent idea for a more varied
program format and mora self expression in the danca form.
The old nep-~classic ocbra wag a composition for group using
abstract dance to project a strong mood, generally with psy-
chological overtonas nok telling a story as much as a dewel-
oping z theme or conceptional suggestion comparable to works
of modern dance chareograghsrs. This has been done to Some
degree by Some notable Spanish dance companies, but could be
far more developed, drawing fram the rich source of Spanish
literature, modern day themes, which could be just as walid
a presentation if done with a sense of good judgment and
arcistry.

1 stand convinced Patricia that any art form =stagnates if
it doesn't evolve in some way, but we must always come from
a regspect for itz traditcion.
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INTERVIEW WITH MARIO ESCUDERQ

This jnterview with Mario Escudero was done ¢n radio
skaticn KVOD in Denver in 1978. The program is called "In
The Square" and is broadcast daily arnund one o'clock in a
retaurant called Café Promenade. The interview was the
second half of the program and began right after an inter-
view of srephanie winsteon, author of a book titled "Getting
Crganized,"

When transcribing this interview from the tape, I decided
to bype ik a5 it appeared, without correcting the grammar.
The questians of the interviewer, John wWolfe, are nok khe
anes I would ask.

For those rot familiar with Mario Escudero, he is one of
the mest brilliant guitarisks to come gut of Spain. His
arrival here ir the United States in the early 1930's was
heralded wifh appearances on many television shows such as
Skewe Allen ancd ATthur Godfrey. Later he hegan an 1llus-
trious recording career presenting flamence gquitar tc the
world. {5ee April 1982 Jaleo, mage 20: The recordings of
Mario EZgcuderoc.) Mario continues to ccncertize, and may be
contacted at the Ame@rican Institute of Guitar in New York
City for eXpert inskruction.

Johnt wWglfe: Marie, let's telk something about you. I
said before we went on the air that I fert that musicians
were perhaps the most arganized people that I've known, and
I didn’t really mean it when I said that theatre people were
among the most disorganized, I think artists in general,
whether they are actors, muslicians, dancers, I think simply
by the nature of vour art yow are organized people. waould
you agree with that Maria?

Marin: Well,..
Jahn: You're very disciplined I think.
Marin:; Yeah, I think, well, I am crganized concerning

my, how you S8y, I am organized concerning my profession.
But in hormal life I am not crganized at all. (Laughs)
Johr: What is your background? Are you one of the
genuine gypsy flamenco quitarists?
Mario: Yes, I play the guitar all «y life, and the
gquitar and the flamenco is part of the tradition of my

family. Then. of course, iz cuming natural in Ty, how you
Fa¥.-.

Jobkn: In your dewelgpment.

¥arin: Right.

John: At what age did you start plaving?

Mariz; Well, I started tc play with seven years old, and

cf zourse. I start to be..,., I'm sorry, my Zaglish bad.

Jchn:  That's all right.
Maric: I start professional with 14 gr 15 years aold. I

started t» play with Spanish companies, groups, big groups
like Vicente Escudero, Carmen Amaya, and hntonio, dancers,
and Jcse Grecc tod. And then afier I have knowledge of
accompanirment of singers and dancers, I start to be a soloist.

Jolin: wWaere is your homa nDow?

Mario: Well, my hame is in Seville, gut I come very often
o New York and I have an apartment there because it's my
second home.

John: I had the pleasure two weeks ago of talking with a
countryman of yours, a classical guitarisc, Harciso Yepes.

02 vou know Marcisa?

Mariao: Oh ves, I Kaow (him} for years, many many Yyears.

1 know Mr. Yepes from his town when he was rot Bo famous yet.
ard then I know for years in maestro.

John: That's a fascineting instrument he plays, the ten
string guitar.

Mario: Ten string guitar, right.
Joehn: You say you gtarted playing professionally when youn

weTe 15 years of age.

Mario: Right.

John: When were you really accepted as an accanplished
flamenco quitarist? Do you know what I mean by that? By
your contemporaries, or by your elders in Spain. Ian't it
a difficult thing for you to be accepted ag an accomplished
misician?

Mario: Really, I don't understrand the questian.

Jochn:  Well, how else might I say ik?

Stephanie: Mayhe, when did you become famous, or very well
known? _

Mario: Famous, I don't know I am famows. [(all laogh)

John: Mot really famcus, what I'm wondering is when your

teachers, when your elders, when did they raally believe that
you really had arrived, as we might say in this Gountry,

Mario: Oh, tc he a profagsianal?
John: Yes.
Marin: That I can't say becausse, we think sSometimes we

are ready, but Scmetimes wa are not. It is very hard to say.
I thought I was ready to be a professional when I was 15 years
old, I can't tell vou if I am gure in a real way or not.

But of course my first teacher was my father, and alsoc Ramon
Montoya; he was the patriarch of the (solo) flamenco guibar.
Ramon Montoya is uncle to Carlos Montoya. He 18 very famous
guitarist in this country. I think you know mavbe.

John:  Oh yes.
Mario: wWhen I take lessons with Ramén Montoya, also my

first kxnowledge in classical, I take lessens with Danial
Fortea. He was one of the last gtudents from Francisco
Tirrega. And of ccurse in this bime, when I take leassons
Mr. Fortea, he was 70 or 75 years old. I mean I don'k know
how long he lived; probably he disd many years agoe. And I
live more my youny age I was in Madrid, and I know many many
good teachars. 1 was in ambisnce constantly, in amblence of
the guitar, and I know I have much knowledge, very good
knowledge in classical. Even if I am not considered a ¢las-
sical guitarist, I think if T play something in clagsical,

I am sure it's correct.

Jaohni: Do you incTude clasgical works in your concert?
Marig: Someétimes, but I try to dec them separately from
the program, Pecause I want to play strictly flamence concert,
and I take the opportunity to show my knowledge in classical

in the encores.

Johpn: I had a terribly astute question that I was going
to asgk, hut it just left me. What wag that? As far as what
I was asking you befare when you really have, as we might say
in this country, arriwed, the nice thing about your art, I
think is, you never have really arrived. You're always
grawing, your art is always growing, is it not? I mean the
concert you're going te do tonight is probably going to be
better than a concert you did last week.

Mario:; uWell, every time we try tg do the best we can,
right? But who knows. (laughs frem both)

John: But don't you feel that you are better this year as
a guitarist than you were 5 years ago?

Haric: well, aIl the time. I think, every day it is
possible to learm something new., Ewvery day!

John: Of course. You talked about your debut when you
were 14. That was a rather auspicjous debut, wasn't it?

You appeared with Maurice Chavalier.

Mario: Well, with Maurice Chavaljer it was not really my
debug. But I tel] sometimes because a funny things happen;
my father and mother. and my aunt, they play in the show with
Mr. Chevalier who has a big company. Then I was in the room
with my father and mother, and I tell to my father: I want ko
play in thke stage. Anc my father say: "Be Quiet, what is
this?" Then I start to cry, vou know.

Then Mr. Chevalier is coming from the corridor, and he saw
e to cry, he say: "What, what the boy is. . ?"

"Oh, don't worxy Mr. Chevalier, he wants to go stage."

“why noti”

Then he take me by the hand and he ictroduce me to the
stage. Of course I play ome little song, and in this time
I have short pants because that is very usuzl in European
country ir this time. Then this my firsk experience in the
stage but it's really not professional yet, and I come later
when I was I4 or 15 years old to be really professional.

John: Where are you concertizing now besides the United
States? Do you have dates throughout Eurcpe?
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Mario: Well I have same offers to go to Canada and the The anly way tc learn to play the guitar well is by
Soviet Unjon, and I think I am going to UCLA in Pebruary, many hours of diligent, concentrates practice. Listening
and California some other places around Los Angeles; then and observing other gquitarists also serves as a great source
you know, many many places. of new ideas and different approahces tc mastering the

John: Wonderful. Well, I'm sure You're going to have a instrument.
full house this evening; let me remind our listeners that Arpeggios, like scales, should be practiced lpudly, full
amazingly enough there are a few geats left for this even- volume. This way, more power is developed in the right
ing's performance at the Arvada Center, that is at 6301 hand. By practicing arpeggiocs loudly, they will still be
Madsworth Boulevard, And have you been in the Arvada Center strong and powerful when plaved softly, according to the
vet? Have you seen the audicorium? dynamics, phrasing of your solo, accompaniment, etc.

Mario: Yes I was once two Years ago, One practical way to practice arpeggios is to move

John: Well, as you know it's @ fine auditarium. Every- through a simple chord progression in time with a metronome.
ane can hear every note you play., Mario Eacudero, a final A simple progression allows mare time to concentrate onm
question. HWhat happens on the dey of a Soncert? Do you right hand techpique. Late¥, more advanced progressions
prartice today before a cancert this evening? can be incorporated, and for the guitarist who takes the

Mario: DUswally I practice, of cowrse, before a concert. time to read music, there are many excellent technical

John: Do you ever miss & day without practice? arpeggic studies available in print. The geal is to have

Mario: Scmetimes it happens to me. When I come from some exercises tc warm up With, that also serve to develgp
Takyo, and I need to play in San Diego, then the plane is technigue. This way, you learn to handle the arpegyio sec-
come late, and I need to take & car from Los Angeles to tians of your concert piece or accampaniment a lot faster,
San Diego. Then I have a hard time to find a place where Haturally, common sense tells us to spend many hours prac-
I play. Then I arrive 15 minutes before my concert and ticing the pisce itself,
just afrer a long flight, then I need to play right away. The following is a simple chord progression and four

common arpeggios Used in flamencg. These examples are all

--Guillerma Salazar
played free stroke.

X_ = Each tick of the metroncme
(to keep the arpeggio even}
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"Plamenco seems difficult when you first play the guitar 3 o -
& maided Bn

and see all there is to learn. But keep working at it,

at your own pace, diligently, sincerely, and one day,

after many Years of practice and experience, it will =7

seem like the easlest thing in the world...." o —
-- Benjteo Palacioc

ARPEGGIODS
&

The execution of arpeggios played agcurately in compds is 2 D
another step in magtering technique. Most arpeggios are done
free stroke, Some incorporate the rest stroke, Wwith the "a"
finger to bring forth the melody, or rest stroke with the ::ﬁ—:-q = T + i
thumb to emphasize the bass line, etc. A wise preparation for & L ; ; !-_ l l =
arpegdios is to warm up with scales, using "i.m.", "m.a.", — 32— e o T CA— 3 E
and/or "i.a.", combinations, rest stroke and free stroke. i — e £} o =l it =
[For more basi¢ information regarding scales, refer to pre- 4 - 2 ~
vigus "Tips on Technique" article, Rarch 1983 Jaleo) . ra cd

The executicn of the arpeggio i1s similar to that of the
Eree stroke used in scales. The movement comes from the
knuckle of the right hand, with the second joint of tke finDer
bending encugh To clear the next string. The powel comes
from the knuckle. After striking the string [for arpeggios),
it is as if ypu were attempting te pull the finger into the
palm of the hand. Some instructors advise to strike the
fitring using a Eraction of an inch of flesh from the finger-
tip, rolling off the fingernail. Using only the nail pro-
duces a brittle, "tinny" sound, and too much flesh results

in a "thuddy" tone. Some classical guitarists carry the 3

issue of tone production to an incredible extreme, but E:\F 1 2l

by studying with an experienced profegsional and experi- Triae S Rl { L% el &
menting @n your own, moving the right hand closer to the je=—6— -t S ——a— R =]
sound-hole or away fram it, one can find the appropriate + C = "a’z = .

tone. g B
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If these examples are practiced on a regular basis, in-
corporating the suggesticns menticned earlier, (finger
curling forcvefully into the palm, pull from the knuckle,
etc.), you will discover your arpeggios improving tremen-~
dcusly. By practicing all the time with a2 metronome, the
arpeggic becomes round and even.

As usual, practice slowly at first, and then, when you
can hit all the notes clearly and smoothly, in correct time
with the metroname, gradusally increase the speed. This
alsc applies when tackling the arpeggio secticnof your
concert pisce. Increase the speed only when you are confi-
dent and comfortable at a faster tempo. Don't be afraid
to push yourself, etc.

The whole purpose of these articles is to suggest a way
of developing stromg, powerful technique, sc the guitar will
be easier to play. Ome of the greatest joys is toc be akble
to pick up a concert piece by Sabicas, Pacop de Lucia, or any
of the great virtuosos and be able to play it, without
having to sweat, strain and struggle so much, because of
weak, undeveloped technique and potential. You dan't get
discouraged as often and can feel the composer's inspiration
coming o you. You also begin to understand their styles
and how much these great musician-composers have given,
througk their music, to the art of flamenco and the warld.

If vou wish to contribute samething additional, helpful,
ete., Pro or ccon, please responé to this article. That's
how we all learn and benefit.

—--Ken Sanders
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FLAMENCO IN CONCERT

The down cycle of the popularity of Spanish dance has
often been blamed on flamenco. Either too much flamenco in
& concert or not enowgh classicsl, regicnal or othar form
of Spanish dance has been statsd cver and over as the reascn
for the demise of Spanish dance as a popular art form, an
art deserving its past fame in today's age of dance, an
age which in toto has been called "the dance explosion.”

Almost every article that I have read and discussicns
that I have had covering a myriad of opinions cn the sub-
ject have vsually been cn a2 negative note, ddrectly or in-
directly blaming some facet of flamenco for its own destruc-
tion and the destructian of Spanish dance in general as a
popul ar copcert attraction. FWRecently I read a guote in 2
magazine from a quote in another magdzine that said: “Some
of the century's greatest Spanish dance performers have
attribubed the recent decline in popularity of their dance
form to poor teaching and bad technical performances that
enphasized cnly flamenco while ignoring classical and
regional dances."

This article is not so much a rebuttal to this often
brought-up subject as it is another gpiniom. I am a2 very
positive thinker when it comes to flamanco, as I am with
every other art form and all facets of the arts that the
human races express as 2 creatlve part of themselwes. I
am not positiwve just to be positive, but to also state some
facts that can be thought over without a sense of simplis-
tic, flippant emotionality.

Flamenco is not regponsible for the demise of Spanish
dance as a popular art form. There are good teachers and
bad teachers in every art form, yet other arts go on in
thelr natural cycles of popularity. Flamenco is high art,

a camplete art form that can stand cn its own two feet and
can easily £ill a concert on its own if it meets the “basics”
of having, good talent, good programming, good interprets-
tien, good professionalism, good staging, costumes, eto.

Does a symphony orchestra have to play jarz or other styles
of music to rake a full, varied and popular performance? No!
Does A& Chinese restaurent have to serve Mexican food to be
popular? HNc! Does a ballet company have to perform tap,
modern or flamenco to have a fullfilling evening of dance?
Again, a big no! Each facet of art, and that goes for
restaurants toc, is unique and complete con its own.

If someone wants to do & varied evening of all types of
Epanisgh mizic and dance, finer But classical Spanish is one
thing, regional dances ancther, flamenco another, kheatre
composition ancther. They are each an artistic expression
on their own and do not necessarily need the support and
variety of the other if they meet the basics which I men-
tioned previcusly.

we are talking art, not politics, and there is so much
variety in the art of Andalucia that, if done with sensiti-
vity, would fill many evenings of concer:t without needing
dances of other regions. We must realize that flamenceo is
expressing flamence, not all of Spair., There is a public for
good talent and exciting art forms and flamenco is one of
+“hem. It has never heen responsible for the demise of the
popularity of Spanish dance.

As I mentioned before, there are good and bad teachers in
every art form. Yet if the public is in a cycle of that art
form and wants it to be popular, they will find the good
teachers, the good artists, the professisrals with class,
integrity, talent, showmanship, promotion, ete. There are
many great artiets who became famcus after death. They Lived
in poverty and lacked recogniticn hecause the public wee not
ready Zfor them. Sponsors who buy talent and basically repre-
sent the public in dance, music and other arts, logk far what

sells and they look to the public for evidence of popularity.
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This is a basic generality, but a strong fact of the performing
arts. I do not even pretend to know the answers or solutions
to the stimulation of flamenco's popularity as a performing
art. I do know what has worked for my company for 25 years
and is still working as far as bockings and repeat performances.
I put great emphasls On programming, presentation, interpreta—
tion, first glass promotional materials, complete professlonal-
ism petween artist and sponsor, the flexibility in programming
that tha paying public comes to see, working with the sponsors
and tha facilities that theay have without being pretenticus in
your needs and wants. There should ba 2 balanced program of
works that flow amcothly from number to number, without worry-
ing about giwving too little. It is bast ko leave the public

2 bit hungry and not try to show all of your works. Meore
flamanco concerts have been ruined by too much of a2 good

thing, not too little. A full range of feelings and theatre
works, along with a cuadre, is very suwcessful, I da ngt get
inte, "what is cante or baile chico of grandeg," for thgss
labels, to me, are too restrictive and cateqorical. There is

a2 full range of hrman expression and emotion in flamenco, so
this should be reflected in the chorsographies presented, A
cancert usually lasts around two hours, which means flamenca

is put into time and spgce and it should be uzed wisely, like
alanning a beautiful menu for vour favorite friends.

If Carlos Mohtoya, Sabicas, Paco Pena, Paco de Lucia, Mario
Escudera and many other fine flamenco artists of the quitar
can do a fullfilling, exciting and rewardingly popular all
flamenco concert and do it year after year from Connecticut tg
Californiza and back, then, fgr sure, an all flamenco dance
concart dene with the basics, with class, style and good
taste, can develop the sama success. A person who has truly
bagn Litten by tha bug of flamencg, wants to make it part of
his life, and wants to grow with it and perform as an artist,
will =zeek out the teachers who will halp him and by-pass the
ones who are not teaching what they need as individuals.

I have gqreat faith in students, for we are all students, all
gf cur lives, and mugt continue to stay sensitive to the
learning process and cantirmuously study. Theare is nothiog
worse in the arts than someone that thinks that they have
arrived at some sort gf an anding, a finished product, so to
speak. That is when the art form suffers and loses populari-
ty and interest due tg thie sort of stagnant apathy. Water
that stops flowing, stagnates, and artists whe stop searching,
learning, and grawiog, stagnate.

Flamenco, besides being a performing art that has been in
existence for many years, is also an idea that has grown with
many different artists and pecoples adding to this idea. This
idea, this grgup of artists, past and preasent, this art form
past and present, is a good idea. It feels good and is good
to feel, It can be felt in many ways, in many pleces, in
many ambientes. Flaménco can he enjoyed by artist and aFficio-
nadn, performer and public, It can move and be moving. It
can give birth to joy and sorrgw, frustration and laughter.
Yes, flamenco ia and will be, for its roote are deep and its
branches ever growing. In its brightest moments, it can
change lives. Yes, I am positive, for flamenco has been good
ta me. But most gf all it is good in itself, I hope that
some af this century's greatest Spanish dancers take another
iogk at fFlamenco for what it is and ses what made them feel in
the first place. Let them continue to rise above this blame
and perform the art of flamenco and inspire gthers to do the
samg. Than, for sure, by the very natural cycles of life it-

self, there will be good flamenco with a good public.
~=Teg Morca
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WITH FANDANGOS
TO THE MARTYR

{fram: Hoy, December 1982; sent by Brad Blanchard; trans-
lated by PFacao Sewvilla}

[Note from the translator: In the July 1980 issue of Jaleco

I wrote about the fandangos de Santa Eulalie and admitted
to some confueion concerning the proper name for these
fandangos: Santa Eulzlia, Santa 0lalla, or Almonaster.

Most Spaniards call them fandangas de Santa Qlalla, but in
print they are most often ralled fandangos de Santa Eulalia.
The following article sheds same light on this matter. The
fandangos come fram Almonagter, eso fandangos de Almonaster is
a proper name. They hgngr the saint, Santa Eulalia, so Fan-
dangos de Santa Eulaliz is also prgper, but they are usually
called fandangos de Santa Olalla (either a corruption of
Ecvlalia, or referring the the town of Olalla, near Almomaster,
or ko something I don't yet understand.}

Several hundred towns in Spain have celebrations for the
Martyr Santa BEulalia de Mérida. In all of them, they sing
with dreat devgtiagn and, time and time again, they express
the tenderress and love that these pecple feal for the Martyr
whe was born in Mérida [Badajoz]. The greatest tradition is
that whick exists in the town of Almopaster la Real in the
province 2f Buelva. There, they have written fapdangos in
nonor of La Santa “emeritense” [fram Meridal. The following
are fandagos that have the Martyr as a Thems and were takan
from the Church publication Olalla,

In Almonaster, besides the celebration of December 11,
there exists the custom of the typical and popular "rameria™
[a "pilgrimage” cr caravan to a holy place, witk mach festi-
vityl on the third Sunday in May. This romerfa staps in the
sanctuary of Santa Eulal:ia anc spends the nigh:=. These are
fandangas that refer tc the dawn of the third Sunday of May,
when the pilgrims wake ugp after having passed the nignt se-
neath the pak trees:

Hay una antigua costumbore
para ir a tu Funcidn;
irse a lavar la cara

sin toalla y sin jabon
al ric de Santa Eulalia

Mo hay cielo como aquel
cielg de Santa Eulalia
ni ric camo el Cdiel
dorde me lavo la cara
en un bellg amanecer.

In honor gf a visit that was made to Mérida by a group fram
hlmonaster, they sing angther fandango that says:

Ahora se dan un abraza
Mérida y Almonaster:

Santz EBulalia es5 el lazo.
Mérida le did el nacer

v Almonaster sus fandangos.

[Now they embrace each ather --
Meridza and Almonmaster;

Santa Eulalia is the bond.
Merida gava tha birth,

and Almonaster the fandangos. ]

The desire to arrive as sggn as possible to the fiesta also
has a verse:

Dile a la jaca que anda,

que elegue pronto a la ermitas
que tengg una £ muy grande
en Santa Eulalia Bendita.

[Make the pooy gg Faster

3g we will reach the shrine scon;
I have a great faith im

the blessed Saint EBulalia.]
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The concert, "Fuegs Egpaficl", is being presented by
Teresa Cullen, Director of "Teresa y Las Preferidag", resi-
dant of Spanish dance company of the Ridgeville Cultural
Aarts Center of Evansgton, and Lila Dole, Director of the
Spanish Dancers of the Northern Illinics Repertory Dance
Company, Rertherr Illinios University. The two campanies
are collaborating in a performance of Spanish regional,
nas—classical and flamencc danre.

Mr. Korjhan has performed as soloist with the Metropoli-
tan Opera Eallet in New York and the Boston Symphany. He
has directed his owm Spanish dance coampany and toured Eurcpe
with them, and has chorecgraphed for United Artists and
Columbia Films. His style catapults tc a level of the highest
state of the art of Spanish dance. Dynamic cencrasts of
lyrical attitudes and staccate heel work leawve audiences
breathlessly wanting more.

Tickets are $5.00 for adults; $3.00 for students and
senlor citizens. Group rates are available. FPor tickees
or informaticn call Teresa Callen at (312) 869-5640,

e SR S —
REVIEWS

PACO DE LUCIA:
A PRECOCIOUS MUSICIAN

(Prom: E1 Dia, May 12, 1983; submitted by Victor Gutiérrez;
translsted by Paco Sevillal

Paco de Lucia, camposer for the film by Carlos Saura,
“sarmen", that is being shown in the Canne Film Festival, was
a precocicus musician who was playing the guitar at ten years
of age.

The music of Paco de Lucia permeates the film, whose prin-
ciple actor is the dancer, Antonic Gades, drenching it im an
arrogant and emotional sound.

His potent and expressive sound awakens in the film, which
was shown privately in Madrid, a strange passion and strength
rthat lasts until the end, but which would be impossible with-
put the admirable combination of image, dance, and scenography.

Paco de Lucia has never performed as an actor. As usual
with him. he quickly abscrbed everything he was taught.

"When I was about ten, I was taking in great guantities of
Nino Rirardo’s musgic; ho used to visit my father in Algeciras",
says the Andalucian maestro. "Nifio Ricardo was a maestro with
one ot the most reckless techniquas to enrich the flamenco
guitar. Finally, I ended up possessing his music, feeling the
fury it contained. 3efore that I studied for hours with my
tzther, doing my first finger exercises under his approving
cye. Inside, he was happy that my brotkec, Rambn, and I
would make cour living by embracing the gquitar, and not just
due to his love for rusic, but berause, in that way cof lire,
would be less difficult for ug than it was for him."

Paco de Lucia made the music of Hino Ricardo speak cut
loudly, for his own music and technique often express rage,
passion, delicacy, and indignaticn as well as deminaticn and
autherity. His technigue, which gives him the domination and
authority, has brought to the Adalucian gultar a complexity
and language that it previously lacked. &and, although born
of eold traditicns, his sound is the fruit of many hours of
searching for a new lanquage.

At eight years cof age, he was called "el hijo de la
Portuguesa" [the son of the Portuguese mother], cince his
mother was from the scuth of Portugal, but cnly a short time
would pass before he would be known as Paco de Lucia.

"I went to ¥orth Amecica as the third quitarist with the
Spanish classical ballet company of José Grecc. On that trip
I met Sabicas and Mario Escurderc——it was they who encouraged
me to compose my own music and not just repeat the themes of
Nific Ricardo. I stayed in that group foT two years, travelling
through Europe, the Philappines and Australia, finally becoming
the secomd quitarist, It was on my return from that trip that
I made a record with Ricards Modrego, since I still didn't
tave the nerve to make cne con oy own.”

In those times, he was already known as Paco de Lucia. In
mig hands, the flamenes togues began to sound different, full
af syncopaticn and nervous energy. They were expressed in a
more melodic ianguage, without detracting from the expressive
strangth.

"Improvisation was a constant element in the group organized
by Paco Rebes. In cur shows we were always supported by great
artists, like Camarcn de la Isla, Juan Lebrijano and Paco
Ceparc. We moved through Europe, always on traing or in
"censionas” [boarding hkouses], sometimes in a hurry, others
with a horrible fatigue from the night before. But it was
cne of the happiest periocds of my life, professionally speak-
ing" {this was in 1969].

Afterwards, he began to play scle and hear the first high
acclaims. He began to be popular, famous, almost a mych. It
€as ir 1970, ip the Palacic de la Musica in Barcelona that his
gquitar first created an impression.

IR
PACO DE LUCIA UPDATE

From: C{orrespondent, Ken Sanders

Paco de Lucia reccrded part of the soundtrack for a new
movie, “"Carmen”, by Bizet. The movie is now showing in
the cinemas of Spain and has already won an award., The
magstro has also been spending time in the studic working
oh a new album with Cameron de la Isla.

Pacc, alony with John McLaughlin and Al DiMecla will
begin a three-month tour of the U.S. in September. The
tentative concert at the Greek Theatre July 13th, as well
as other previous dates, were cancelled due to Al DiMecla
suffering a shoulder injury, Pace commented that he played
one of his first quitar sclos ("Malaguefia" de Lecuana) at
the Greek Theatre when he was 12, appearing with José Greco,
and would like tc play there again.

Paco also hinted that he may be bringing his own group
to tour the U.3. around the spring of next vear (1984).

* % %

MUTED SPANISH STEPS

[fram: The Washingten Post, Sent ancnymously]

Iy Alan ¥, Kriegsman

Rumor, somehow, isn't the first quality that springs to
mind when cme things about Flamenco dancing, yet it was a
humorous piece — a witty variant of the "Red Shows" motif -
that provided the first real highlight of a curicusly muted
evering of Spanish dance at the University of Maryland last
night.

"El Zapaterc y Las Botas Magicas" was a solo with gquitar
accompaniment for dancer-choreographer Tecdoro Morca. It's a
cencise fantasy in which the "botas magicas" — magic becks -
Joad a bored cohbler inte a merry, dizrzying bout of dancing,
anly to lose their spell as suddenly and mysteriously as
they acquired it. Morea went to Zown with the mirthful
transformations: brief as it was, the dance made a complete
little comic playlet.

Mcrca's tourpe - the Morca Dance Theatre — consists of
Morca, his wife Isabel, and guitarist Luis Campos. The croupe
has toured internatianally: since 1975, they've resided in
Bellingham, Wash., where the Morcas have aestablished a sizable
school and studio.

Their program at Tawas Theatre last night seemed designed
te exhibit the range and diwversity of Flamencs, and in this
it succeeded. First came a couple ¢f works (all the choreo-
graphy was by Morca) set to warhorses of the classical con-
cert repertoire - Saint-Saens' "Introductisn and Rondo
Capriceiose," and Bach's D Minor Toceata and Fuqua {in a
harpsichoed rendering). There followed, along with a few
Juitar solos by Campos, three dramatic pieces on different
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SUITAR MUSIC AVAILARBLE : Music of many top artists, bath
Updules modern and old style, transcribed by Peter Baime, 1100 W.

WORKSHOEP IN CANTE FOR PEGINNERS will be offered by Rubina
Carmena in 3 parts in Los Angeles. Part ¥ Friday B-10 p.m.
on the 29th of October, and will cover jaleos with palmaa,
Part II 3-5 p.m. Saturday the Jdth, covering the type of
makerial that can be applied immediarely ac juergas, such
as gsvillanas, fandanges, etc. Fart IIY will be held the
pame day at B~10 p.m. and will show the supportive rela-
tionships between Lails and cants. The cost for all three
parts is $40, or $15 for single sessions. Rubina has 15
years experience at cante and baile both in America and
spain, She has studied cante under such greats as
Eernarde 6l de los Lobites and Josslern de Mpron. Anycne
interegted in attending or wishing more informaticn may
reach Rubina at {213) &60-3065.

concerts

ZORONGD FTAMENCO will be performing in the La Zambra room
at "Geprge is in Fridley" at 3720 East Riwver Rd. on Oct.
7B, 248 15, 21 & 22, 2B & 29, The show which also in-
cludes criental dancing begins at B:30. Call 781-3377 for
reservations, $5.00 cower.

ARTE FIAMENCO DANCE COMPANY with bailacra Dianz Solano and
cantacora Faly de Cadiz and guitarist Jose Sclano will per-
form on Hov. 4 ax the Peprtland Art Museum, 1219 SW Park,
and NHov. 26th at Lincoln Hall Theater, Portland State
Univeraity, 724 5W Harriacn, Portland, Oregon. For info
call Diana Selanc at (533} 647-5202.

RODORTGO AND PACO SEVILLA in concert, Thur. Jck. 13, 7130 at
the HMathis Comminity Cultural Center, 247 Sp. Kalmia 5t. in
Escondido, CA. cCall (619) 741-46%1l. They may also be
heard at Drowzy Maggie's, 31at and University in San Diego,
Choon OcT. & & 23, {619) 298-B524.

GENE ST. LOUIS FLAMEHCO GUITARIST will present & concert of
classical and flamenco pieces at Carnegie Recital Hall

154 west 57th st. in New York on Oct. 10, 6:00 p.m.

SABRICAS in concert Jct. 14 at the Town Hall, 123 west 43rd
5t., Wew ¥ozk City-

FUEGD ESPANOL, a Spanish dance toncert, will be presented
Sun. Ject. 30U, at 7:00 p.m. at the Weinstein auditoziom of
The Maticnal Cecllege of Education, 2840 N, Sheridan Rd4,,
Evanston. "Tezesa y Las Preferidaa", resident Spanish Dance
Company of the Ridgeville Culkural Arts Center of Evanstom,
and "Lila Pole y Spanish Dancera" of tha Morthern Xlliniocs
Repertory Dance Company, Nerthern Illineis University in

De¥alb, ¥llinios, will perform a program of Spanish regional,

neo-classical and flamenco dance. Also appearing will be
gpecial gquest artist, Victorio Korjhan. Tickets are $6.00;
$3.00 for swmudents and senior citizens. Group rates are
available. For info call 312/B69-546Q,
MARIC ESCUDERO in concert Feb. 3, 19B4,
123 west 43rd St., New York City.

at the Towm Hall,

classified

WANTED FLAMFNCO RECORDS! Call or write M, Sherbanee, 5329
Horwich Awe., Van Wuys, Ch 91411, (213) 7B3-1453.

MANTCHCILLAS (SMALL HECK SHAWLS) FDR SRLE Spanish made,
trlnngular rayon shawls 46" x 19" with Y 24" fringe ~~ $20
d €6" x 19" crepe with 22" fringe -~ 522 (red, hct pink,
dark blue. green) ¥. Williams -- THE SEA, 305 N, Harbor
Blwd., San Fedreo, Ch S0731 (213) B31-1g94).
CASTANMETS IMPORTED FROM SFPAIN -~ professional gqualirty,
brown granadille $25-%30, black gramadille and ebony
$§35~545, fiber $555-565, sizes 5-6~-7-B. Student models
511. ¥. williams, THE SEA, 3D5 W, Harbor Blvd., S5an
Fedro, Ca 90731 (213) 531-1654

CLASSICAL~FLAMERCO GUITARS -~ student and professional
models —— Ramirez, Kono, Contreras, Marin, Flores, etc.

~= Kenneth Sanders (7141 499-4961

ROSA MONTOYA'S BAILES FLAMENCOS has been chosen tc be part
of the Calif. Arts Cpuncil's dance touring prograr 1983~
1884, The company conesists of 7-17 performers and oresercs
poth flamenco and class:cal Spanish dance. Contact: Connie
Freeman (415} B824-B844 or {415) 2B5~-3154 ~- 267 Teresita
Blvd., San Franciszo, CA 34127,

line of gquitar supplies {strings 1/2 price).

River Fark Lane, Milwaukee, WI 53209.
FOR SALE: Music by Mario Escuderc and Sabicas, plus complete
The Blue

Guitayr, see ad for locatiom.

PANADEROS FLAMEWCOS by Esteban Delgado recorded by Faco de
Lucla -- accurately notated sheet musit; $2.75 im USA, $4.5C
foreign, Southwest Waterloso Publishing Co., 670E Beckett
Rd., Rustin, TX 7B7459.

JALEISTAS BY~-L&WS AVAILABLE to all members upon regquest.
Please send a large, self-addreseed envelope with your
request. ’

GUITARISTS AND GUITAR STUDENTS WELCOME to accompany dance
rlasses, Gan Diego area. <€all Juana 440-5279 before Ea.m.
BACK 1SSUES OF JALED AVAILABLE: VoI. I no. 1 to € $1.00 each.
Vol. I no. 7 to 12 $2.00 each, vol. II, III & IV no. 1 to 12
52,00 each, and Vpl- ¥V ard V1 issues 52.50 each. (hdd $1.00
for cverseas mailing.)

DIRECTORY

australia
FLAMENCC ENTERTAINMENT
Cosmos Inn (Adelalde)

canada
DANCE INSTRUCTICH
Maximiliano (Toronto)

spamn

FLAMENCD SHDES

E. Menkes {(Hadrid)
FLAMENCD COSTUMES
H. Merkes (Madrid)

l\_'l
[ 2
03

J&=-5

463-B94E

232-1036

232-1030

u.s5.4a.

new york

FLAMENCD ENTERTAINHENT

La Mancha (Brogklyn)

El Rincon de Espana

El Castellanc (Queens;

DANCE IHSTRUCTICH

Loretta Celitan {Long Islandl
Mariquita Tlores

Victoric Korthan

Eszeban de Ledn

Eokhby _orca

Jerame Mirhel

Jose Molina

Liliana Morales

Estrella Morenc

Carmen Rubio

GUITAR INSTRUCTIDN

Marie Escudero
Michael Fisher

212/344-5228
no phone

516/724~6638
212/582-3350
212/5827-7220
212/724-4913
212/666-5107
212/222-4937
21272459504
21Z/472~1345
212/245~9504
212/563~0186

2.2/5B6-6335
{Ithaca) £37,/257-6615
new jersey

DANCE INSTRICTICH
Yolanda Ternandez

201 /B61-83116

pennsylvania

FLAMENCO ENTERTAINMENT

Meson Don Quixote

GUITAR INSTRUCTION

Carlos Rubio

DANCE INSTRUCTIDN

Camila Erice (Harrisburg) Y.M.C.A,
Julia Lopez

215/925- 1888

2.5/732-9610

215/325-1889
1 Ll -

¥ l'gl nia

DHSCE IXSTHUCTION

Haria [Virginis Beach/Norfolk)

Ana Hartinsz
Ra .uel Pena

804/467-1509
iQ3s911-0324

[Spanisk Dance Center) 703,/527-3454











