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LETTERS®
FRUSTRATED CORRESPONDENT RESPONDS

pear Jalea,

I couldn't agree more with Ronald Radford's letter
sudgesting that performers take a more active role in re-
porting thair perfornances. Having acted as corraespondent
for the L.A. area for zuite a while, I have found 1t a study
in frustration trying to report happenings in time for
publication. I feel it conservative to estimate there is
probably 10 times more flamence activity in this city than
getE reported. & palnless and expeditious way to have a
future performance reportdd (although not guaranteed) is 1o
phone your local correspondent or better yet, Jaleo directly
a5 Soon as &2 perfarmance date is firm,

Fon Spatz

COMMENTS FROM CONNECTICUT

[Editor: OQur appologies for the late appearance of this
letter.]

ear Jaleo:

Thanks to David Alfard for his interview of Faco de
Lucia in the Volume III-3 1984 issue of Jaleo, What is
s important about this interview is that he asked the
right guestions and Paco answered like we wanted to hear.
For many of us, flamenco guitarists, Paco is a major
source of inspiration and we couldn't help being worried
that he would give up playing flamenco altogether. We
enicy jazz, but tlamenco is part af our soul.

To those Jaleistas that are beginning to feel uneasy
about the slow evolution of flamenco, we point out Two
important considerations To have in mind. First, flamenco
15 an ark only to the art-conscicus. ToO Those that are
involved in it daily it's a way of life. Second,
"ambiente" is essenkial for it not to become statlc and
non-dynamic. Under the proper traditicnal ambient2, the
desire for ewolution and fast change doesn't become a
concern. Qur advice 1s that we all participate in groups,
since flamencg is @ social event of the same pature as
any western celebratiagn.

Thank you and regards ko all.

Sincerely,

José REamdn Ramos
VYaleriano Ramos, Jr,
MWew Haven, CT

PACO PENA

“Live in Munich™

$14.95 s

Postage & Handling

U% and Canada - $150
Other Countries - $300

‘guitar Studios, Inc.

I lement &
San Francisce CA 4318

PUNTO DE VISTA

FLAMENCO GRINGO

I have been an aficlonado for 20 ygars and was delighted
o find Jaleo magazine. AT first I read it from cover to
cover, then the print kecame smaller and smaller and harder
tc read. FProbably this was to accommodate more Roring
articles, writtern second-hand, about-someonz I'Ve never
heard of whe studied with so-and-so and got good enough To
go on tour. Apd that's the end of the article, the article
reflecting nc perscnal experience with f£lamencc.

This 1s what inspirsd me to submit this crank art.cle.
In fact this article :5 so Dad that my wife said Jaleo
would cancel my subscription if I seat it in.

Insinceraly Yours,
Sadhana
Tucson, AZ

"FLAMENCO GRIGO®

While still inside her mother's womb, she iearned to
master the complex rhythms of southern Spain. Her mother
was a profesgional cock-roach stomper from Tarrta, the
gypsy quarter of Seville. Her fathar was also a profes-
slonal exterminator who, in spite Of his handicap of being
completely deaf, played the electric guitar., By tuning
various controls on his amp until his false teeth would
vibrate, the roaches would run for cover. That's when the
real stomping would begin.

Witk instructions from her parents she treveled to such
places as: Barlem, N.Y., Bast St. Louis, MO., South Side
Chigcago, IL., completing her knock-cut tour in Watts, Ch..
Cceasionally, for economic reasgns, they had to perform in
nightclubs which she detested, preferring the guiet life
in the day care center. But this was not te Iast, as
they wara off on tour through Mexico City and South America.

When In sane all roads lead to Ma-dread, where she
Etudied with Such well known names as; Truly Nelern the
Eiterninacor and Arnold Throw-a-dagger. She mastered such
dances as Bowling-reas at Victor Lanes. Unfortunately
she dropped a ball on her kig toe, which became infected
and was truly in ¢om-puss. This proved to be a Turning
point 1o her life. She took the stage name Surely Insane
and studied contour, both rough and harsh, with such
welleknown artists as; Cheeck and Song and Mario Escon-
Tar-o from Labraa, Ch.. It was the prts!

Today she is living i1n seclusion with har husband, Paco
de Taco, and theilr three peppy boys, Manny, Moe and Jack,
who are alsg learning the art of stamping. 1In clesiag,
ghe wants to reveal her secret of wrinkling up her face in
disgust when gooing a bug beneath her foot. Remember,
the French language is for "amore", Japanese is for Tech-
nigue, English is for business and spanish is for pain!
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FLAMENCO, POR EL AMOR AL ARTE?

by Frank Campbell

There is in Chile an old popular saying that anything
done for free, is done "por el amor al arte,” the implica-
tion baing that one could mot possibly expect payment for
something one loves to do anyway. Some crafty Chileans
sometimes stretch the meaning of this saying by postpaning
{or altogether avoiding) payment to their groecer, tailor,
doctor, or dentist. In the United States on the other hand,
where prompt payment for services 1s expected, cne wouldn't
dream of showing up at the local Safeway, Sears Reebuck, or
doctors office without cash or plastic in hand. Qur pre-
vailing ethics also compel us to support lavishly, some-
times extravagantly (wit the salaries of pre-foctball or
movie stars) those who entertain us, One group that tends
<> be a notorious exception to this rule is that composed
by "aficichados™ to the greatest art form in the world. How
many times have we witnessed outstanding flamenco artists
featured at various cafes and restaurants be dropped after
a few Says or weeks for lack of public? Qr even wWorsa, how
many creat establishments where flamenco was cffered have
been forced to switeh to "other™ forms of entertaimment, ar
even worse, close their doors for lack of patrnrnaga? While
we loudly decry the "lack of support" for flamencn, bleming
everyone “rgom the current administration to the Qil Cartal,
we fail to see that (paraphrasing Pogad the e&nemy is raally
"us", Witk a craftiness reminiscent of EM¢se Chileans I
alluded to earlier, we have expected flamencs artists far
toco long to entertain us "por el amor al arte."™ How often
did we sit 2t an establishment offering flamenco until
closing “ime nursing that one bottle of neer we crdered
upon arrival? How many tilmes did we fa:l tc patronize a
flamenco establishment because there Was a "zowver charge"
or dance, drink, and deo "palmas" all night long at a juerga,
only o leave the clean-up to sometne else, ¢r miss a
quitar or gance lesson for some feeble extuse without com—
pensating the teacher? I suggest the answer to these and
other such guestions may De "one too many timeg.® wWhile it
is far from my intention %o criticize Chileans (of which I
am cnel . I submit that when it comes to sypporting flamenso,
"el amor al arte"™ may have worked at one time in anothar
culture, but today, in our milieu, it simply doeen't, If
there is not "enough" flamenoco in our towm, or none at all
any more, we have no one wo blame Lut ourselves. Theaters,
restaurants, cafes, and orther such establishments are
simply not in the philanchropy business. In the final
analysis, they will book whichever artist or grour that
mekes sense in the cash register. I suggest each one of us
we maxe an honest appralsal of how much we really "do” to
support flamenco other than pay token lip service to the
greatness of its exponenis. After all, you get what you
pay for. That is the American way.

s Tt
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Solo Gudtarist
By Ken Sanders
©Copyright, 1384

Alone he sits or so i seems.

The salitary one,
Absarbed in Fis own little world.

In the midst of, yet separated from

The chaotic masses.

Whaose constant chatter tums into the roar
Of some imaginary 200 or circus,

A Dardel in the Den of Lions,

With the Guardian Angel of Mercy.

The first few notes majestically pierce the air

Like the rays of a new dawn.

Revealing o mystenious world of melodious beauty and wonder.
Past reflections skyrocket and explode

In a picturesque display of blinding speed and passionate fury.
Like the Arctic Northem Lights,

Feelings too deep for words blossom harmonicalfy,

Within poetic phrases of flaming musical expression.

Secret dreams and aspirations are wiveiled,

In o dumatic sound painting of spirit and émotion.

A fairy tale atmosphere of mystery and bold adventure appears

And same[y surrounds.

Soaring high above the clouds,

The spirit hovers aver, touches and awakiens
Sometiing of priceless beauty, value and worth,
Deep inside the soul.

Truth shines forth . ..

Fly on noble messenger.

Dance Espafol Ineorporated
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and could play better thap he. When she returned to San
Francisce, she told me about it. I got a big kick out of
it, and in a way it made me feel good, to know that we
can do a good job teaching right here. And that is the
way it is! Who ip Spain could teach bettar than a Mario
Escuders for example? Or Juan Sarrano? Or Juan de la
Mata? Or Rene Heredia? We have been here a laong time,
and understand the way it works best for people here,
whether they be beginners or advanced students.

I mave never seen a flamenco text book come Out of Spain,

have you?
Gopd onas no. Never have sean one. To tell ysu the
truth, it is very difficult to write flamenco music. It

was never written before, and the ones who want to write
it usually have to seek help from a musician, frequently
a2 planist who can write music. But that musician can't
play flamenco guitar, and that is a complication, because
the guitar is & very personal thing. To be able to write
music for the gultar well, you must be a trua guitar pro-
fessional, be a conpcart artist or a teacher who can think
of the student. A pianist can write chords that are
impossible to play without sreaking your fingers. The
same chord could be played perhaps in a different, puch
egasier, position. As an example take Tarrega, who was
not only a camposzer, but 21so a magnificent guitarist.
alil of his chords flow easily, one after the next,
effortlessly. 5o, if you want o write, you must write
your opwn material, yodurself.

How did you decide to write? Did you choose themes that
would be easy yet challenging to the student?

; well, I always tried to write relatively simple things.

although there is oothing really that simple, especially
if you are a beginner, Whern I started out in San
Francisch :n 1856, I had never written anything, although
I did study ousic. I began to teach by memory, but
quickly realired that 1 had to write my lessons. That
led to the idea of writincg a book =hat my students could
use at home. One thing led to another, and now I am
working on my fourth one.

Do all of your books have cassettes?

wo, the first ponk is now out of print, so right now I
snly have two, the first one, Flamenco Guitar, published
by Omk Press in Naw ¥York, and the secOnd cne I just
published.

Talking about playing rtechniques: Sabicas, Marin Escudero
and yourself use a foot stool, but carleos Montoya and
Paco de Lucia do not.

I always played without one, but when 1 began tno teach it
became more comfortable to use one. Sabicas was the first
one TO use one in concert. It is the same as the old

way to hold the guitar that you see in old drawings and
paintipgs, except that you use a stwool.

There have been only very few women who have achieved
notoriety in the flamenco guitar, why?

: The flamencd guitar is & manly instrument: it requires a

gnod deal of physical strength that most women do not
have, I think. But there are a few women whi are wvery
good- indeed, like Donna RAeyes for instance. She plays in
La Tarantela in Stevens Creek. Acd there are nthers who
are doing well, too, The flamencno guitar can be meliow,
but alsn energetic. In the 213 times it was more of a
masculine thing; nowadays there is more equality in
everything and there are some womer whi play quite well.
Donna keyes is the best one [ have heard., She studied
with me here and then went to Spain; she also stufied in
New ¥ork withk Mario Escudero. She hasz an excellent teche
rigue.

: How 2135 you happer to sectle in this area?

I liked Amer:ca, was married here and decided tn stay,
gsettling in San Francisc>. Here I started my school to
teach flamenco guitar and gave some cOncerts, both snolo
and with Other artists who were alsd in this area. The
first artist 1 found in San Franciscs was Chinin de
Triana, a "Cantanr por tedis lnos estilos,” withk very
gond compds. With him I did an album for Fantasy
Fechrds. I also did another solo one far Capitss. The
same Yyear Pilar Sevilla, a4 great danze and singing artist
came to tiwn. I worked with her several times. Ing 15SH
I opened a cabaret in 5an Frantisch called "El Patic
Andaluz.” Ir 1960 I sold it to devOte mys=1f fuall tire

1=

I b

to teaching the guitar, because that is what I like to do
mogt, and still do it today. I wrote my books wo help
those who enjoy playing this beautiful music from the
south of Spain. I give concerts octasionally. In those
Times there weren't very many aficionadis in San Fran-

ci1sco. There were &2 few of them, same very good
["fenomences"]. COne of the first ones I met at a party
was Mr. Ernest Lenshaw. 1 have nevar seen such an

aficiorado like him. He male castaiuelas and danced.

A truly remarkable man indeed. Another great aficlonado,
who alsc became my student was Earry Clark, who opened
the Restaurant La Bodega, promoting flamencd in San
Francisc® by giving private parties in his home. Thanks
tc these people ang others like them, flamenco has be-
cOme very popklar in America and, indeed, the world.
San Francisco, I alsno met Rosa Montoya, a great artist
whe has her own studio. I have worked with her. Other
dancers with whom I wirked in San Frapncisco are Cruz
Luna, Nemesio Paredes, Maruja Vargas, Rdela Vergara,
Carnlina, Diana Rlexander, Ricardn Orellana, Jaime
Valenzuela, Rubina, and Patri Nader. There are, nowa-
days, many Other artists in this area, dancers as well

as guitarists whe deserve admiratinon. I have taught
many students how to play the guitar in my 2H years as

2 teacher. Some of them have become professicnals, some
very giod and I admire and respect them, such as David
Jones {David Serva) wno lL:ives an Madrid as a professicnal
guitarist, Donna Reyes who plays here locally in Cuper-
tino, Fred Mej:as whc plays in 5an Francisco, Glicerio
Mera, Luis Angel, Robertn Dale, Tom Jshrnson, and
Cristobal. An interesting thing happened with 2 student
from San Jose in 1975, He came tn me to study with the
thought of pecoming a professional guitarist. He had a
wery poor guitar and he tols we he inktended to build
himself a flamenco guitar himself. He took some measure-
ments from my guitar and went ahead and made one for
hinself. The product was so good that I told him tno
continue making them. He has become an extraordinary
guitar maker, to the point where Sabicas plays a guitar
in concerts made oy this youny man, Lester Devoe, who
lives in San Jose, «California. I played in my last
concert one that he just finishad for ne. 1 really
enjoyed piaying it, and the public did too.

Tell us about some of your difficult students.

Cnce a man came tc me who wanted t0 study the guitar.

He had been 1n the KOreap War and his hand was deformed
hecause of an injury. I thought, if I am going two be a
teacher there will be no one who walks in through this
door whom I will turn down. And I took him on, and
taught bim several things in the guitar. Theze are some
nf the challenges and rewards of teaching. The chall-
enge, like the case I told you, and the satisfactlon of
sgeing results, Another time, a student came ™ me, &
VYietnam veteran whc had leost the middle finger of his
left bapd. He had tried to take lessons from a classi-
cal guitarist, who saw hio, got scared, and told him
theres was a fliamencoc guitar teacher who was pretiy good
and might be willing tc take him on. 5o he sent him To
me. BHe came apd £21d me he wanted to play very much,

at had a slight hapdicap, being wissing a finger. 1
told him "gue va!™, as long as you have four fingers
laft, or one, y>d'll play the guitar. SR I modified

scoe positions for him of caurse, and he learned, and
guite well at that. Be was very happy.

How many students have you had?

I horestly dorn't know., I am sOrry 1 never write down
their names, or kad photos of them, but I didn't think

of it at the time. Can you imagine how many I have had
in 28 years! Chinese, Japanese, nuns, priests, dictors--
Like you. Oncs I had aboet 15 docuors. oOme of them
used t> ask me for an aspirin every time he came! I

have & student who has a verv high position with Lockheed
kere in Sunnyvale, his came is Tom Pawelkno. He is an
engineer, Or physicist in charge of about 45 pefple.
is a great aficinonado who plays very well. He even
dances. Ee also teaches flying. We were talking abcut
how hard it is ©o play the guitar. I tnld him that what
he Soes as a scientist must be very hard indeed, and he
said, "Are you kidding? It's nothing! You can't cOmpare
iz with the flamenco guitart®

In
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knew how tn listen and was inflamed by the ancient ances-
tral ecn of the eternal "Nliflas" de Utrara, who achieved a
clamorous triumph. A& has becema traditional in these
events, it bagan 45 minutes lata.

Andorrano opensd tha night, accompanied by the guitar Rf
Juan del Gastor, with some cantes por bulerfas that had a
superabundanca nf compds and ability, although he wag a
little cold; we all understapd the difficultias involved
in being first on the program.

Riegquito de Mordn followed with his performance as a
soloist. Ha is probably the most representative guitarist
of tha dynasty, reminding us in many momeénts of the un-
forgettable Diega, aspecially in the toque he did peor
oulerfas.

Then it was Jaselera's turn, accompanied by his son
niggquito, and he sang acceptably por solaed, malaguela (as
he called it, although it saemed more like a cartagepara),
and closed with tango; Joselero sang with the flaver and
knowladga that the years give ong =-- he has 74 of tham --
demonstrating that they are also unforgiving.

Once agaln the Gastar guitar dynasky, this time in the
hands of Paca del Gastar who performed guitar solos por
solaa and bularias and had to perform an encire of the
latter dus to the insletence of the audience.

Then arrived the mement that all had been awaiting --
the turn of the eternal “Niflas™ de Utrera, both accompa-
nied by Paco del Gastor. Bernarde began, por bulerfa,
with bravura and complete fgarlasaneas, heating up the
atmosphera so that her sister could shine, par shled; they
finished with each singer por buleria. The audience was
aflams and on its feet; for many minutes they continued to
applaud, a ciear damonstraticn of their knowledge. It was
definitely a completa success that was harvested by theae
two gypsies from Utrara.

The crowning touch was the perfarmance of Faco Valdepefias
accompanied by Juan del Gastor. What a prafuse display af
artigtry! What elegance in all of his movements! As the
program said, he re@ally reminded us a great daal of
Anzonini.

At the end there was a fin de fiesta por buleria with
the participation of all the artists. Shows of this nature,
nagnitude, and gQuality are what makes fnr afiecidn.

Certainly Diego del Gastar, on this night that was
dedicated to his memory, must have besn crying with emotion
ard joy to sea how his nephews, his brother-in-law, and all
the other cancanres that he used to accompany, had craated
a raally splendid night of cante.

PASSIONATE COMEBACK OF THE "CANTAOR"

(from: El Pais, Ockt. €, 1984; sent by Brad Blanchard;
translated by Facc Savilla]l

by J.M. Péraez Orozco

.»-.Tha Bienel de Sevilla...[ls] fulfilling all of its
proposed cbjectives, the first of which is to contribute
to the general knowledge and meaning ef flamencn. The
presentations have bean sufficlently representetive,
although there gtill needs to be & justification for cer-
tair absences and preZences,

The arrangement of the "cyclas" [thematic programx far
each evening], as well as the artists within each af them,
hae been 2 complete success; they have grnuped different
themes so that sach is in ite proper placa with its own
pecple, where the artists can feel approval and giwe the
best af themselves. This has been aided also by the chaice
af diffarent sites far the concerte.

The *Triana® cycle ended with shows by twa different
generations, "La Nueva Triana" and "Solera,” which includad
artists that are assiciated with the flamenco style of
this barric--a pawsrful place--that has been qualified Iy
history as the crucible of cante, alluding to the Process
of fusion end purification that flamenco undergoes there
continuously. Thiz integrating attitude aof the misician of
Triana is clesarly desmonstrated in the performance of "pata

Hegra," an instrumental duo composed €f Ralmundc and Rafael
Amador, who are cursed by the conservatives of flamenco for
their musical incursions into blues and rock. Bubt it is
ilmpoesible to deny that their dlsabolic sense of rhythm
creatds one of the est compases por bullerfas tR be heard
today, a fact which you can demonstrate easily for yourself
if you listen to the guitar accompaniment on the firast
record by Los Montoya.

Tha athar dimension of Triana, mysterious and distinc-
tiva, was given by Farruco, who danced a 1ong time por
saled, in spite of the delicate state of hia heart. In
the baila flamenco, Parruce representa secrecy, tragedy,
rabellion, and the sublimation of all that into a radi-
cally personal art; he elertrified the audiance in a
numbar of moments with the greatest communicative tension
that has been experiencad in thae Blenal up umtil that
time .

Tha "Alameda” cycle began ln tha Plaza del Lucerw, with
a show callad "Musicas. del Sur,” where the ald Andalucian
folklore--La Algujarra, El Alesno, and the ancestrai bails
de cascabeleres--was brought together.

The other three roncerts that made up this cycle wera
the bast of the cora of flamenco in The Blenal. In the
first one, the perfarmance of Manolo Fregenal stands oub:
he had an exquisite taste in ths interpretation of his
fendangos and hularfas with an ancient but very facil
thread of volca. Tha married couple, Tomasa/Ples de Plomo,
performed saparately, he with some magnificent soleares,
she singing emotianally por siguiriya with cantes of
Manual Torre that she learned as a child seated on the
knees of the gimnkt, Chocolate; who also demconatrated his
quality, insisting on wery long tercios of slguiriyas.

"Lo gque ea Cddiz" was tha secaond of these concerts that
were nourished primarily by non-professional artists who
have the euthentic flamencn "stuff.™ In this, as ip tha
athers, there was a notable aiffarence between the indi-
vidual parfnrmances and those of the fin de fiesta [grand
flnale]l; this is understandable, not only beranse of a
lack of stage ewxperience, but because the fin de fiesta
often reachas the point ¢f being a staged version that
regembiay a flameaco gathering whare there are the bast
circumstances far the production of this art. Gracla
gaditana overflowed frnm Jinetn, Felipe Scapachin, Chind,
Curra, La Gamba, and Pablitas, among nthars.

"La Fragua de T{o Juani® clased the "Alamada®™ cycla on
the 25th... Tha firat Scen2 in tha shiw was a string of
ton&s and martinates by Tio Juani and his sans, El GCordo
and Mano de Jeraz, while they mades a metal tool on a
portable forge placed an the stage. Usually, with rmason,
thera is criticism of the drematic flamenco showa that
have been done in racent years. But we have here a
flamenco show af quality; the actaors are not pretanding,
becausa they represant the role that they live every single
day, where tha symbolic content af the forglng of metal and
cante flourishas all arcund them. The stark execution of
the martinetes trensports ue to the origins of flamenco.
For the first time, the strikes nf the hammer on the anvil
sound as authentic as the martinetes of the family of Tia
Juani.

If this raprasentatinn of the farge rafaras to the bhirth
of the cante, the postscript of tha second part overflowed
with demanetrations of the complexity, delicacy, and
harmony that flamenco has achievad today; it was a fin de
fiesta that the audiance--entranced--extended by calling
for the artists to cOome back again and again. There was
the ancient beauty af Tf{a Juana de E1 Pipa, the tremendous
sparceness of the cante cf Tfa Anica la Piriflaca, the
spendor of the dance of Luisa Tarra, the miniature and
tiny sbtaps of La Tita--to mentian just the older, venerated
aritata.

The "Vanguardia" cycle has created the greatest argu-
menta up ta this painet; it is debatable whether thare ls
any connection betwsen the paths of some of the musicians
who wera included and flamanca. AR excepkion was the
performance af Totl Soler, whose guitar incorporates wery
diverse musical influenzes and then mglds them into a
personal sound, In some of his conpasitions there warae
percepcible flamencc meters or phrases that had been
learmed from the fountain of Diago 2l del Gastknr,

x Kk h
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THREE MEMORABLE SESSIONS

{from: Sur Dominical, Sept. 2, 1884; sent by Brad
Elanchard; translated by Pacc Sevilla]

by A. Alvarez Caballerc

Sevilla, Triana, and the Alameda. Here the art of
flamehoo wrote many pages of history that are not to be
found in any bock. The ITI Bienal de Sevilla had the
success--~one more amcng the many that should be recog-
nized--cf bringing cne <f its most emotional cycles to
the Alameda. The plaza of the Lucerc, not to be found
in any street map, was the site of three sessions that
I fael nc doubk in calling memcrable.

Yoems fe la Alameda® brought ue the cante af same old
names who ars almost forgotten today and were never regally
well-known. Manole Fregenal will go down wn history as a
sihger of a personal siyle of fandangos and nothing more.
with very little faculties remaining to them, theses
artists continue to sing in a manner very cifferent from
that of today, and they have their enchactment. The case
of La Tomasa and Pies de Plore, sarried ir real Life, is
different; they are examples of artists that the Jeneral
public does not know pecause they did net make singing a
professional career. The parents of Josd el de la Tomasa-~—
one of the mast solid of the young gengratidn of Cantacres
who are demanding their place--, Tonasa is the daughter of
Pepe Torre, brother of Manuel Terre and aisc a tremendsus
cantacr who was perhaps overshadowsd by the glary of his
prother: the aire of the siguiriya of Tomasa carries the
mark of the family, its aroma, and the version she gave us
was priceless. Pies de Plomo, a payc with Italian ancestry.
came ocut singing por soled to blow ymur mand and did the
same wlth fandangos de Carponerilleo and bulerias caracoleras.
In the same program was hntonio Nifiez "Chacclate™ with an
inspired pesrformance.

"Lo que es CZAlr" offered us a chance to gt to know
ancther graup of artists from that city, «hc are nst pro-
feasgionals. Here, art is manifested in an even mcre chemi-
cally pure form, with its imperfacticns, its nerves, but
with a captivating emoticnality. The "Fiesta del compds y
de la gracia" was an exceptional display =f this art from
Ccadir that is =zo subtle, so grand, without shrillness,
meant to be relished. There were people from the family of
L& Perla--her husband, Currc la Gamba, her son, J2ze Torres,
and her cister Manuela; there was alse Lali la Revoltosa, 2
great and refreshing woman whe reminds us in her way of
Juana la de Revuslo; and hlfonso de Gaspar, whe should not
have sung cuplés; there was also the brothers Pablito ani
Jineto, two bailasres with many yaars, much weight, and
muck art. The quitariss Miguesl Borrull did some dance turnsg
that had elegance, distinction and gracia--a marvel tc ses.
Ther. there was La Polverilla, a young girl with a veice and
a special touch jin various styles of buleria. "Lo que es
Cadiz" is...mucho CAdiz.

and Jerez...Jerez was too much! Just to sse those two
sld women on stage, those two ungraceful burn't cut hodies,
84 year old Tia Arnica la Pirifiaca and Tia Juana who iz
almost 8C, was a moving and teuching experience. Cheerful
and happy to see how they were received and acclaimed by
an entranced audience. Le Pirihaca, who came gut with the
aid of a cane, proncunced the first "Ay" of the siguiriya
and we were all struck speechiess, shivers ruaning through
us. S5She didc't sing long, she is ne longer anla, but she
still has the rajo, the echo of an art that is not much
more than a memsry in many volces Like hers. Tia Juana la
del Pipa alsoc 3id her thing, doing a few Steps to the
rhythn of bclerias produced by the gypsies winc were 2n
staye with her. These gypsies carry this art in their
blood; it is something thet can't be taught or explained.
The fiesta por bulerias that made up the seccnd part of
the pregram will g2 Zown in histery, because I dan't be-
lisve anvthing Like it car ever be repeated. It waz an
explosicn, a joy, acrunker argy of art offerad by thase
who are especially gifted for it: Manc de Jerez and his
fatker, Tio Juari, and brother, El Gordo, Marigazta sclaa
aks Tita--scisters of the much mourned Terremcro--Tia Juana

and her daughter, Juana Ferndndez, Maria Burra, daughtar
cf the recently deceassd Tic Gregcric el Barrico, El Mono,
La Curra, Luisa Torr#, Loli Carpio and the guitars of
Moraito Chiec and Carbonerc. And, for we and all of
those who had the privilege tc find curseives there that
night, the memcry that will remain ferever in cur hearts
is the image of scme little steps marked with the aid of
& cane, while the other hand lifted the dress--the duende
and infinite gracia of Tia Anica la Pirifiaca. Mucho arte!
Mucho arte!

il  —

MODORRA Y SOPORRA
FESTIVALERA

from: El Zorrec de Andalucla, July 24, 1934; translated by
Pacs Sevilla)

by Bmilic Jiménez Diaz

The basic def initicn af the word “modorra" given hy the
Royal Academy is ™...a heavy and dazed drowsiness." It
ignores whether this word was invented with an eye on the
future, toc be include2 in the abundant lexican of the summer
flamenco festivals, in which the public becomes sleepy froo
boredom on not a few of the long nighrs.

Clearly, thers are mary aficionados who are attentive to
the artistic development of the program, but it is alse true
that, in these artistic celebraticons of the long Andalucian
summer, the bored "medorrss” exist and far out number the
stcic "cabales" [kncwledgeable aficicnades). It is not
necessary to call a fortune teller, nor use a magic crystal
ball, nor 2ven be especially intelligent to figure cuz zhe
cauges that sc 2ften produce this falling of the eyelids and
people wandering in the aisles, because it is clear that the
principal rezascn is boredom, boredom produced, ne doubt, by
lack of imaginaticn ¢n the part nf the artists, wha do not
renew their repertoire, dec npot change, and continue with the
same program for eight, ten, or twelwe years; 20 scme

~occasicons boredom is produced by a2 poor combination of

artists, or all the singersz decing the same styles —-
festeros, or from the Levante, for example -- wher the ideal
would by, if possible, to pressht a variety; borefom --

vhy not -- due to the length of the events, making it impos-
sible for an audisnce to remain attentive, wWhile sitting in
seats that are normally uncamfortable, for sixz to eight
hours 2 performance.

hnyore who possesses 2 minimum capacity for observaticon
will have been able %o contemplate the signs, werthy of
being captoresd by an esxpert camera: mouths hanging cpen,
eyes that oper arnd clzsse intermittently, legs that cross and
uncross, sigraling an unusual nervousness, chairs that move
as the occupant looks for an impossibie position of confort,
atc. Thos is the "zodorra" and, as we said, there are many
"modorros, " conguered by boredom.

A few days ago, scme organizers in a town near Sevilla
gave testimony to what I write today, saying: "Es que ne s2
pJé aguantd, es que siempre 1o mismo, lo mismo y lo misms,
es0 si, mencs gl caché" [It can't be put up with, izs al-
ways the sam2, the same, acd the same, that's how it iE,
except for their pay!]

So let the artists at least change their repertoires:
they must have samething new to sav through their cante!
Becansge there ar: “"modorros" whe start right away, during
the =zecond or third cantasr; othere-start about two or chres
in the morning, and scoe -- such as the mayors, authorities,
and invited guests who havs no theice but to put up with it
and show a false satisfaction all throughk the right, with
their obligatory ear-to-sar Soiles -- begin o zarry cut
their special function almost at the end of the festival.

The worst that will happen if the festivals continue ic
this "moderrerz" line, is that the general drowszness will
pass Lnt2 stupor, that worbid and unforgiving state of slesp.
From "modorra," dear reader, to “soporra" [stusor]. Tha sum
Will not permanently go down with the summer flamencc festi-
vais, but perhaps, due to the lack of imagination, horadom
is the Zanger waiting in ambush. Sodom and Gomorra.
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ANTONIO MAIRENA

INTRODUCTION FROM THE TRANSLATCH:

Antonio Mairena died a little over a ysar ago, and during
this year, flamence circles in Spain have heen inundated
with posthumous articles, records, etc. I chose Lo trans-
late and send this article, criginally published in the
Granada newspaper El Ideal in Novembksr 1981, and xepub-
lished in a special jissue of Sevilla Flamenca dacicated to
Antonio Majrena, because it givas a vary desp and personal
logok intw the decadant years of the ocpera flamenca - wWien
the flamenco we hear taday raally had to strudgle to
survive — and for its unique lock intc the cauldrén whera
flapenco artists ware - and still are - born. Also, in the
anacdste of el Piyays, substance ig given ts an Spinign T
have often heard in spain - that Antonic Mairsna was a great
creator of cantes who humbly pegged onto his creations the
oythical names ©f artists from the past.

"1 WAS AS STRONG AS A HORSE"

[subzitted and translated by Brad Blanchard]
by José Delgadc and A. Ramos Espeia

The door of czur office has been opened by Antonia
Mairepa, entering and taking off his hat. He wears shoes
with silver toes, a shirt for fiestas, and the Fharsah-
like composura @f 72 years of living and of first-class
art, His hands while talking, stretch, shrink and twist
to give reverence to the words. HMairena is the genjus of
the Andalusian expression galled cante. His biparaphy,
recitals, records and books axe of a chiid in a biacksmith's
shop in Mairena de Alcor, Seviila, who takes 2ff singing,
doesn’'t stop, and flies thxough the world which inspires
him and crowns him with Liaves de Cro del Cante Flamenco:

"Syer since I had use of oy reason, I was a blacksmith,
My father and grandfather were hiacksmiths too. All 2f my
grapdfather's brothers wers blacksmiths., When my fathar
warried he ppened his shop. I was the sacond child, be-
cause there was a girl cldar than me who Zdied almest when
I was born. Then I remember, as a tot, working at the
smithy fire."

--50 you traded school for tha shop. ..

“Because my father aesdsd we. After school he had me
punp the fire. I went th schbhgl scome days and sometimes.
Sonetimes I went o the state schocl and other times to
private cnes. I never went more than 4 days. I had to
help my father. First in the shop, and when I was 13 and
could do moxe. I did other jobs. And like that until 1822,
when they had the lst concurskh da Cants Jonde in Granada,
and I was in the shop singing whiia I worked. And my father
became enthusiastic hearing me sing. But te come here ta
Granada at that cime was a moenstrous trip [un sefler viajel.
My father zouldn't come and e didn't have mcney. In the
puealn they were telling him, "Why don't yPu take tha boy
tc Granada?™ I was excited. But we had to stay hame.
and lock, the first zime I came <o Granada was pacause of
a zan I'll never forget. I met him in Sevilla because ha
was a ene-gf-a-kind aficionade. This was in 1936, the
yedar 2f the Civil War. I met him in a big flesta. I was
reaily in bad ecoromic shape. He had me go ko tha fiesta,
and gave me a ticy amount of money. And I said, "You're
goirg tR Granada, no?™ and he said yes. And then I asked
him if e could do me a favor in Granada and that man tpld
me, "Within 5 days you'll go to Granada."” And he had me
hera, like a king."

~-Who was that man?

"Prasquitoc Yerbabuena.
also a prother of mice who was on the frant.
pensién benause I was sarning less than nothing. He book
me gut of there and put me in the Motel Victoria. Later,
in the zarly sixties, I came to the Pestivals six years in
a row as a star."

HEe took me to many places, and
I was in a

--Let's go back to the beginning, to the blacksmith shop.

"Well, back then I used te sing in tha baptisms, at
weddings, or when scma shew came to the pusble. and I
didn't stop doing family fiestas until I was good and grown-
up. My fathar, whe had a lot of authsrity osver ma, would
take me to Sevilla for Semana Santa to listen te sastas,
to hear Manuel Torra, Nifis la Glecria. I always wankt avery-
whera with my fathsr. I remember that the first tlme he
put me up &n stage was in carmena. My father had a friend,
alsco a flamenco - and a cattle-trader too - and he had a
sister who performed in tha café cantante in tha pusblo.

My father made me go up thara with the guitarist. I sang
for the first time in my life way up thare on the tablao
stage. This must have besn in 1323, In 1924 my fathar
tooX me to 2 provincial-lavel concurss during the feria in
Alcald de Guadaira. And that year I won first prize,
awarded to me by Joaquin el da la Paula. Ona hundrad
pesetas for first prize.”™

--Did you think then you would bacome famous?

"I don't know...And in 1925 Mancle Caractl, who had won
the 1922 Concurao in Granada, participated with me. And
they had to give us two first prizas - 100 pesatas each -
ona for Manolo and one for me. Tha Concurse in Granada in
1922 was one happy idea of artists, intellectuals and
musizians. Bacausa the cante was in the most pitiful
state and to earn money with it, zera. Thers wera some
wonderful artigts, but the art itsalf was in horribla con-
dition. And those men in Granada realized what thay had

to do, as oome of us are doing now. Df course they didn’t
have the means of difusion that we hava now. I alsc caw
how, laker, they took ajdvantage of that same concurss to
exploit...I saw in the Riena Victoria in Sevilla how they
hogtad Antonis Chacdn and Nifa de los Peines. My father
covered his face with his hands, like a good aficionadg,
when he saw how the public reacted bafore such venerable
artists, befocre the knowledge pf Chacdn when he sang his
caracales and the public hoorad. And the new singers
entering tock advantaga of this situation. I asked my
father why the public hooted when thase vanerable artists
sang and later went wild when someqne sang the two or three
littie things that were coming out then - flowery fandangos,
"la Hija dg Juan S5imdn," one and another flowery gquajira...
that genre that lasted fifty years. Because then, when I
started to earn a liwing irn sevilla, I didn't have hny
authprity, but I was as strong as a horse, less inteiligent
than teday, but I saw that what was happaning to the others
was happening to me: my cabte 3idn't have a marker. Because
I was formed in the pelting-pot ©f the pure cante, and I
could never feel that other style.”

--The business people saw you weran't worth their time.
"Exactly. Mo "opera flapanco" wantad to give me a con-
tract because my cante didn't work for that. Not sven one

of the bulerias that are sung teday could go up on stage.
Then when I wouid go to a fiesta £illef with drunks, I had
to icok at what kind of people I haé before me, and I had a
couple of cuplés I practiced 50 I could get by and earn
spmeéthing. That's how I earned a living."

--How have you managad to maintain that straight line
faithful tz tha cante?

"There are a lot Bf gopd artists in the same situation
as I. Manuei Torre died in poverty. Tomds Pavdn died in
poverty. all of the artists, the daocers, came here in
1922, iike La Macarrona...they ware true geniudses and they
dded and wera buried in Sevilia, in povarty. And we young-
sters whe loved that kind pf art saw what was waiting for us.

Whent he war was over, Sevilia want downhill and sverycne
went te Madrid where therw was life fnr this art. And it
wl§ necessary o go. Thers, there wera the cplmacs, the
ventas--soemetimes you'd find a fiesta with some drunks for a
few pesctas. Everyone who wasn't in tha operas flamencas
went thera--the gquitarists, singers and dancers. I almosi
diad then from the tind of lifa I led. The years Went by
and I nevar saw the sun. And drinking--I drank everything
thare was to drink. And I feli sfck in bad in a pensidn in
Madrid, apd when X didn't have any more money to pay the
peasidn, T said to myself 'Where am I going? I'li have to
ger. put of hare to earn a living.' Then they locked me up
to go abreoad with a ballet, with Teresa y Luisillc. They
p2id me whataver they felt like. And I left foxr the 2,500
French franks that they gava me. I want as part of the
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graup . But that got me out OF the life af drinking and
staying yvp all night, from that life that cauld've killed
me. hnd many things happened. I wasn't treated with
impcrtance; I was like an adornment For tha dance. And I
alsa sang far Pilar Ldpez two Ar three months in Madrid,
far Carmen Amaya, far Pastfra Impsria far a long time in
El Duende, until Antaniz realired he nesded me for his
bailet flamenzn, I was guod far him. And it was lucky far
me. The cante Still didn't have a market, but in the ballet
I started ta become knawn. They renewed my contracts and
doubled the salary. 2decause the press was saying that
hntonio had a great cantanr. And ten years went by and
flamenco thrived as it never had befare, in the Cpera de
Vierna, en la Escala de Mildn, And I was ccancomically
made ogver again."

--And you became independent.

"That's what I wanted. And in Hadrid I started with the
tablans af pastara Imperio, Gitanilla de Triana...1 started
gaing inta the tablans apnd saying that this could be the
thread of salvatian for el arte Flamanco; it would get the
artist out of the ventas and the cnlwaos. In the tablaas,
the artist finished at three in the worming, he was paid in
a dignified manner, and he was free to go o bed. That's
now it started. And the public came to listen, the good
aficianadas. So the artists started disappearing from the
ventas and the colpans to enter in the tablaos, with a good
salary, and every day toa."

—-And later, dan't you think the dog has bitten its own
tall, that the tablacs have beacome what the wentas were,
that the “flamenca de jusrga®” that yau wanted to eliminace
has ended up there?

"Yes, yes. Berause those benefitting from this have
never kncwn how to do the necessary work, as Far example,

I have been dolng for sixty years. But the degeneratinn
camg. Because the public was in a situatinn where it nzeded
to he educated, and of course, the artist was the persan who
zauld do it

--Why did the public need to
bad image that it had...?

"VYery, very, very bad. And everything they had heard was
terrible. They didn't go farth far the gnod things. Trying
to educate the public has been and still is negative. Be-
cause the tesacher is the artist; the arcist should be in
command and tell the public what is posivive in the cante.
My job has been ta gc against the antli-cante."

~—-And what ie tie secret of your knawledge?
learn!'

"1 listened to the geniuses af that time, and it stayed
in my ear. When I listened tc cne aof thnse geniuses, a
genius af the soled..."

--The flamenca mentality af that time was differsnt fram
now, because bere, far example, we had in Granada,Juinilla
el Gitana, and no one would put him on stage. And haw that
man sang por sclea’!

"Marvelausly! I met Juanilla in M&laga. That was before
the war, Pegause I used to try to earn a living in Milaga
Ln the summer. I met E. Piyayo there in Milaga in the

" Pasaje Chinitas. It was the first year I went T Mdlaga,
and I greeted the dawn drunk ic E1 Pasaje Chinitas. And
they introduced El Piyayec to me in ¥dlaga an cone of those
early mnrnings when we ended up drunk, a man with a huge
beard, gray hair, gkinny, skinny, with a wide-brimmed hat
and a little old guitar, using an cld clothesline for a
gtrap. He would play his tanguitcs and his verses, very
pretty. I was drunk in the early morning and they intro-
docwd him to me...I had only heard of El Piyayc. He was a
poor man who begged in the little bars and they's give him
a few pennies. A man with sandals, half-naked, with a
little plate far his begging. I gave him 5 pesetas (a leot
af mengy then). When he sew thar I'd given him 5 pesetas,
he started: Ha, Ha, Ba, Ea! And he started kissing my
hands. 'Sing that zong again,' I asked. And he stayed,
s5inging me his verses; I kept those things of El Piyayo.
When I started recarding, no cne knew about EL Piyayn and
I put his things into tangcs malaguefios. It wasn't exactly
what he did, which was scwething very simple, and I had to
stretch them, 9ive tham mare clarity and hreagth, so their
mosicality woeld be more understandabis. The verses were of
El Pivayow. What I did was 9ive Mdlaga saze tangos, which
many malajueiios know today.®

be educated? 3ecause af the

Haw cid you

--And why is that? Why dar't beginning aficionadns know
about Antonic Mairena's creaktive cap2city and always attri-
ute your songs to singers from the past, when they really
are yaurs?

“Because ane can neither sat, nar swallow, nor destroy
history. If we didn't have histary, what would we be?
Becauge I wanted the name af E1 Piyay® to cantinue, and
For Mdlaga to remember it tomorriw.”

~-#hat have the gypsiss put inta the cante?

"a few branches of gypsyness [Unas ramitas de gitanar.[u]
The gypsies have put some shades into the cante af Andalu-
cfa. I'm not saying that what gypsies sing is better.

1 like everything thet is well-sung. And everything well-
done has emctinn and duende. Now it's true that when &
qvpsy from this Andalusian geography sings por siguiriyas,
and another non-gypsy sings the same, Tthe objective changes.
The music can be the same, but the abjective changes.

The gypsy whe knows haw tn sing doesn't pursue beaury.
nor call the attentian nf the public to whether the cante
is well nr panrly done. The cante gitano hurts. It hurts
like when Sameane pinches you. Ope thing is ta not know
what it is...The nin-gyspy can even do it tachnically
better, but the gypsy has anothar viewpoint. Of course,
this is anly in the superb gypsy, and how many come aut in
Baja Andalucfa? when will thers be anather Paetara, Niila
de lans Peines, wha was born last century? Right now we
can't see from where. HAW many more ceRturies will pass?
We have Ln history Mercedes la Sarnsta, with her very
strong persenality; like Tamds el Nitri, who was given the
Llave de Ore. But that key was given ta him by a tribunal
af geniuses in a golden age, like Juanela, Las Caganchos
de Tirana...who were all in a fiesta for three days and
they tnld him: 'Maestreo, you have the keys cf the cante.’
That's haw thart award was given."

--¥nu were gpegking about the suffering af the gypsies.
What scEfering do you feel when yau sing?

"It happens tn me in certain maments, when the dusnde
is with me. I don't see the public applauding ar cheexing
we. Uatil that peint, I don't turn an. There are artists
whe are always dependent on the public, laaking ta see if
their faces are cantent, if they are tocanda las palmas...”

--#Hawever, the most faithful followars oF your schaol
arg nan-gypsies, like Menese and Calixto Sanchez.

"Exactly, exactly."

--Dn yau think that we are advancing on the reoad of
creativity?

"Everything is already created in flamenca. Flamenca is
in an endless enclasure, where thers are millians of shades,
fvariations] waiting far a hend ta pick them and develop
them, to take them up and make them known. That door hasn't
been openad. Scme go tc it and immediataly clnge it.
Everything is already created. Like in Triana, where many
shades of cante are buried. Now, they do something and call
it the cante af the patters. A littie cante, nnthing more.
And thaz's it, And that in Triana, the greatest empire, a
bottomless well. And I say that thase variatinns areg spin-
ning through space, walting far saomeans to grab them."

--Tzoday Triana sounds more like flamenco rook.

"That's true, that's true, ha, ha, ba."

--hAnd who is going to take the Llaves de Ora that you
possess?

"There are some muchachos wha are in gond form.  Because
of the positian I ofcupy, I am prohibited from printing
them nut. The material is spinning arnund. The great
artists have been human beings. Chacdn was; Juan Breva
was. I'm nat supernatural. 1 don't think this will end;
it will exlst while there is a warl

--¥zu said at the beginning thart you had the strength
af a2 horse. Now that you have the knowledge nf a genius,
how are you going tid centinue this work of the master?

"By toyimg to be as facthful as possible to the art.™
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"Within flamenco there are big problews beginning to
appear. There is a recard by Chick Qorea, "Bspaia da mi
CArazsn," that nag a scled, siguiriyas, and a whole bunch of
flamence themes. Cdred i3 a jazz musician and he has
achizved a truly marvelous product; there you have a problem
cn the table that will have to be resclved in time.

"The problem of evolution, of leaping forward and break-
ing mclds, is scmething that has always produced distur-
bance in all areas, bath artistic and gocial. Within
flamenco, the things that have been left for posterity have
been, many timms, the result aof accident. Before, the
intallectuals scorned or ignored flamenca: now, Some of
them have entered into cur little world and, without stopping
to understand it, speak as if they know the absolute truth
and with an authority that permits them to write in a news-
paper, publish a beck, or be self-appsinted spokesman-~but,
certalnly. thers is an encrmous need ts save the purity, the
genuine flamenco, and free the art from the great contamina-
tien it has suffered in recent decades?

"Bien! But this business of the impurity, the adultera-
ticn, the prestituticn of the art of flamenco is samething
that has cot been clearly explained, has not been treated
objectively. It is the same az when they say bhat there has
never been so little talent in Spain as in the present
epoch. We don't have a Veldzques, a Falla, or an Albéniz,
but we have other artistic personalitizs. What you can't do
is to put the gemnuises of completely different epochs in the
same package, which is what happens a little in flamenca.
¥You have to lock at what existed befnrg--El1 ¥itri, los
Pavoges~--3nd what there is now. You can't ccmpare twency
ye&rs in the present with two hundred years of history."

--In flamenco, as in any other arcistic world, a key
question involves knowing when to abandon an evaluticon that
leaves behind ics well definad raogts in erder to inccrparate
glements that are fareign, that dilute the essence and per-
sonality of the artk,

"I agree, but whao determines all af this? Flamenco is
very complicated. I have spent all of my life zccompanying
cantalres--5ince I was thirteen years old--and the cantes
have never had an sbsclute rigifity, have neter been written
down so that it can oe said that they should have a certain
farn. Flamence has an aral traditien. Each cantasr, even
thcse considered greac, did the cantes differently sach
time. Those wers the true creators. Chacdn created a
number of different style of malaguefiag, not fust cne, and
Antonico Mairena has campiled the historical cantes, but he
stamped them with his nwn perscnalicy.

"There are cantacres who find it absclutely impossible tao
upltste others. This ig the case with Camar®n; he will nEver
be akle tC ilmitate anybody eise’s cante because his perso-
nality is so large and styong that, whatever he doces, he
makes his Own. The same thing used =o happen with La Niha
de los Peines. Everybody trespasses into the world of these
people who have such strzngth. The imitators are indivi—
duals who lack persanality.

Something similar happens in Lullfighting., Not in the art
af bullfightipng, but in the art within the arr. Let me sz=e
if I 7an =xpliain. A persan <¢an be a worker ig an art and
not be an artist; he may lack artistic seasitivity. How
many bullfignters sre there who do two hundred passes and
don': make you feel anything--they lack duende. Flamenco is
not just a musical form, it is a way of feeling; you can't
tell me that something is alien to flamencce if it makes me
feel. For example, those cantss that El Chagueta use? to do,
where ne tcck papular scngs of aAntonlc Macnin that covicusly
were not flamencco and gave them a feeling, an interpreta-
tian, thaz brougat them into flamenco."

——Yes, but El Chaqueta hai it inside of him, in every
corner of his being, bDecause he had been nurrtured and raised
on flamence. Today, people do not live as El Chaguets Zid
in nis infsncy and youth. With the progressive rultural
environment in whick we live, there is the danger that =agh
artistiz "parcei" will lose, lit:le by little, its awn
characteristics, xts identity. Surely, today, not every-
body has ~he interpretive style of El Chacue:ia, that fla-
menco feeling to the core; they take songs like you men-
tioced, try To make them flamenco, and eni up with a
"porqueris™ [Mtrash"].

"Tae problem lies in decermining who hss the capacity
to carry through a task or be in charge of it. The profes-

sicnal demonstrates it te the poblic, but in & relative way;
that is nct trustwcrthy means of ewvaluating whether he does
it poorly cr well."

—-Hombre, there is a whole ssries of comnmercial nechan~
isme thatv influence the judging cf the professicnal--pressure
from the reccrding companies, promotion...

"Ther., who tells me whether I am doing poorly cr well,
espacially in regard cc the sublject we are discussing, be-
cause flamenco is a reflecuion Af life, a way of viewing the
warld. Flamencc has always belonged to the minarity and
has not been understcod by the general public., So how can
vou establish the truth about 1E? There are psuedoflamencc
artists who attract more pecple than anysne. Who can tell
them that they dan't know what they are dcing? They will
always have the cammercial recourses to justify themselves,"

~~The problem, if you daa't have an elitist canception of
art, Iie ir establishing a oonnectinn between the size of an
audienct and quality, because, under the circumstances in
wnich we live, it is clear that good art ls not necessarily
popular art,

"Exactly! But, without wanting to be elitist, when you
are moderately intelligent, and you spend twenty-four a day
living for sowething and everything around you is for thac
purpose, you end up creating a filter that separates you
more and more from the people who applaud you, people who
conzern themselves with this for maybhe an hour a month.

*Rithout wanting to glorify in the slightest the artist,
I have T2 tell ¥ou with absclute sincerity that I, as an
indiwidual, hawve a perscral need to create, to express, that
wnich may not be comprehensible to cthers. If I do socme-
thing new that I like and you do not, who is right?"

~~-But, don't ¥You believe that the specialized artist
should be bound to the public and contribute to the sleva-
tion of this callective cultural level?

"Ye3, of coarse! I don't bslieve flamenco should be for
the chosen Few, Dor have its quality lowsred to make it
oore popular. I have compized music far quite a few
regerde; in some, my flamenca structure and development
can be jdentified, while in others, it cannat be sgen =0
clearly. But even in those latter, those of which I am nat
3¢ proud, there 15 some music where it can be szeen. Of
course, the artist should contribute to the development of
the public and, I stress agaik, the artist himself.

"My pusic searches for what is within, feelings--and
I'm not talking about "EL cabalic Negrc,” nor the records
that have earned mcney for me; I refer ta the reccrsis that
haveg't earned me a nickle. That is the music thst has to
be listzned ta with cancentration and felt. But there are
pecple who are incapable of t2ing inside themselwes, those

-whao prefer everything that is "farclillc y feria" {"festive

lanterns and fairs"). Thst is why, in the same fiesta,
there are thnss who gon for the horsss apd the rowdiness and
these who sit in & caseta, with thewr glass af wine, and
listen =a the guitar."

e P e

LA CHUNGA DANCES
WITH A GYPSY FERVOR

[froz: The Ssr Dizgs Tribune]
by Lvnn Carrier

Madrid, Spain ~ La Chunga, the Gypsy Flamenco darcer,
began performing barefoot at the age of E becavse her Family
kzd no money to buy her szhoes.

Eer unigue ability made her famous, and today, the bare-
fort gypsy has earned the admiration of flamenza fanciers
aroucd the worlg.

She has dances at the Cafe de chinizas, a2 Flamenco dinner
club, since it cpenel ir 19692 at 7 Toriia S$¢. in the base--
ment cf an 1Btk-certcry palace. The lobby, adarned with
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THE SHAH SPEAKITH

[¥2u ask me what "Ask the Shah," and by impiication what
my artistic name "The Shah of Iran® has ro do with flamenco.
Good question. To the reaers of Jaleg, 1 am already known
and recognized by this appellation. It is the name of an
artist whe iz profoundly seriocus and superficially Ziippantz.
The name is an expression of a strong, well-centered man
whe is humble when appropriate ard proud when pride is
justified.

What has "earthquake"™ to do with flamenco? ask "El
Terremoto. de Jerez.” Wnat is the connection betweern beans
and flamenco? Ask Sabicas, "al nific de las habicas."
“Overcoat?" Ask Chaguetdn. Quesn? Aszk la Faracna. As
for "Shah" and "lran:" what of the spuricus references to
Egypr and pharachs in which rany gypsies indulges themsslves?
I am completely within Spanish tragition and Flamenco spirit
using this name, which is accepted with good humor in Spain.
There, I aw El Shé, here, the Shah. Ipn France Le Shah, ecc.

I purposely do not affect a sezitus Spanish name because
I wish to be judged by my azt alone. I do no: depend on a
nape to confer “Spanish authenticity™ upon me. Nor the
“traje cartc" nar my physical sppearance and airs, nor wedia
hype, nor boastfui inventions]

o x

PART THE FIRST
Wherein a group of fine Spanish artists doth
appear unannounced in New York, perform
clandestinely, and then absquotilate.

The New ¥ork Times review (published in the last issue
cf Jaleo) is complimentary and persuasive. I it powarful
ensugh to fill many seats in great copgcert halls, to ig-
press the names of artists on the pubiic, te advance the.r
careers, and Ko promote the art of Spanish music and dance.

It did none of thase.

This encomium did not attract a single body to any =f the
five concerts. It did not sel: a single ticket. Los
Montoya, Morente, Serranito apd E1 GUits deparzed Kew York
as ananymously as they had arrived. Perbaps 2 total of 500-
000 people in & metropolis of fifteen m:llion saw their
art, apd this over Five performances. Nct a soul was
converted to the cause. A capstellaticn of bright stars
Elashed fAr a sechnd and dicappeared, dissolved inta black-
ness. The blackness of stupidity, of igncrance - far this
review appeared after che Final performance, and wnen the
perfarmers, bag and baggage, were on Heir way back tc
Spain, Congratulatinns, ladies and gentlemen, on a job well
done!

The viilage Voice, a very complete and respected gquide ta
entertaimment cPntained only the barest advance mention of
these events, buried among the listings fAy the various
films, plays, colloguies, etc. of the “Festival Latine.'
New Ynrk Magazine did not betzray the secret of these Per-
fArmances. El niarig, the Daily News, and the New York
Posc, all pitiful extuses ¢f jourralism pnor fit to wrap
fish in, command a very numezous readership. They made no
mection, to the best of wy xnowledge, oF rhis ewvent.

{see photos page 31)
T r

PART THE SECOND
The S5hah visits certain of these artists dwellings
in a public house, joins their revelry upon invitation
and is accorded scant hospitality.

The scene in the Doral Motel was a chapter straight from
Saravillo de FRrmes. Great was bthe talk about Egod and
zating, but talk as they might atout supping, no Pne was
dzing much abAur it. A& certain exaltsd member Bf the troupe
complained of indigestion. I volunteered to go arnd fetch a
zenedy. I returned with a roll of Maalcx tablets which was
Frooprly intercepted by anorher memzer of the troupe wha
averred that be wbuld tender them bo rthe intended zecipient.
I recognized this incerloper as the gentlaman wha, the day

zefore, had attempted to sell me a "silk shirt," one of
two such dingy, wrlnkled specimerns thac hung in his closet,
and wnc Jpaor seeing me ever after, never tirsd of singing
the blues about his financial difficulties. [ had to
campe’l him to deliver the roll to its destinacion. While
these negotiations were proceeding, another member of the
troupe appeared, and beholding the Mazlox tablets with
large hungry eyes, inquired, "Is it a large roll?" I
quickly explained tha:t the ssbhlets were not candy, but
medlsing. The affected cohe chewed a tablet, pronocunced its
flavor awful, and the entire assembly quickly dissipated,
leaving him to saver the remainder of his palliative.

Great was El Giite's gratirude, and I was invitad to join
his group upstalirs in a bull sessian. I did sa. & hottle
of purluined scatch was broughc forth. I spent btwo hours in
the company of these imbibing gentlemen without being offer-
ed s0 much as a drop of 1lt. Poverty of the pocket is some-
tines inescapable. Poverty of the spirit is always in-

axcusable,
L

PART THE THIRD
The reader cbserves, the reader reflects.
The weak and villainous are admonished.

I asked their tour manager ~o account for the chaos and
misery suffered by his grogp. He explained that they all
had Zeen “deceived" by the organizers in Spain. Gentlemen,
there is no deception possible where specifics are fixed in
a contract, I could £ind no sympathy for these misguided
inmacents who strecched a weak excuse thin to cover their
own deficiencies. How 4id this manager and his artists
reach the age of majority without being plastered against
the pavezant by a car?

Hor are Guito's people the only good Spanish artists to
came to America to stacve and leave behind no impression on
the non-flamencs Amezrican public. They are just another in
a iong string of commercial failures who betray their art.

Consider instead, the example of José Grace, peace be
upon him. Aside froam arguments on whether he is a “tzue
flamenco artist™ or a showman, he is a success. A financial
success, a respected performer. His mere name wikh the spe-
cifics of whep and where he is o perfprm will suffice to
fill a hall tpn.the rafters. The results of his fame are
stacks of green that are described by numbers written in the
blackness of ink.

Artists of Spain hehhld! Learn! If ypu all can't organize
and conduct your awn affairs to advantage, there are plenty
»f qualified, henest pecople who can. Hire ene and leawve off
biaming others f£or your own shortcoamings. #s the Bazd of
Avon states, "the fault, dear Brutus, lies in ocurselwves, and
nzt in the stars, that we are underlings."

* X W

PART THE FOURTH
The Spanish artist is enjoined either to
repert or to lament.

I pen <hese lines, harsh perhaps, out Eruae and necessary
to the best of my ken, with the certain knowledge that they
will offend no sne whomsoever. None of the artists mentioned
>y alluded wo herein will object to anything we write. We
could even go so far as £ discuss the puricy...

Why? Because not one Bf them reads Jaleo,

They know us, of course, because this writer has naver
wasted an Opportunity ©o bring Jaleg to the attenticn af
Spaciards, and to eniist their participation. The Spaniard
will show some slight curiosity and speak of "your magazine,"
and occasifnally send, or cause TP be sent some article
extolling his own glory. But rare is the Spaniard who will
subscribe or contribute to Jaleo. Rare is the Spaniard who
will lowe his art more than his vainglorious sgo.

The American, the Japanese, the Eurgpean are destined o
inheri: and internationalize this beautiful art. Ths pra-
cess 1s already in evidence., Spain will always prodiuce good
individual artists. The fareign non-Spaniaré, howesver, will
assume leadership BE this art, will provide the arganizatiorn,
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ipnfvation, creativity and pedaghgy that will assure the
survival nf nur art. The Spanyard stands in jecpardy of
becaming nc mAre than a paid performer nr an artistic serf,
a lackey in the service of thase whn are better nrganized,
more devoted to art than ega, and intellectually sharper.
Would that it were not sa.

*x X X

PART THE FIFTH )
In which the Shah speaks of things to come and wheére Lo
seak out havens of flamenco.

Bismallah;

Flamencos of Hono Yawk, rsad and rejplcs! The greac
ANTUNIC GADES! and company are scheduled th appear at
City Center Theater for thres weeks, beginning January
29, 1985. Fureher details ara not available at this
writing, but should bechme awvailable soon. Readars and
other intarasted parties are anjpined to comtaect City
Centsr for furthar information.

As if thls news weze little, irn May, enshallah, Pacao
Pefia and Chanp Lobatc are scheduled th appear at Carnegie
Hall! Guitarists note: Paco will be nffering mester
classes! Details are pzesently incompleste, but can be
supplied by the venarakble American Institute Af Guitar,
as they become available.

To our fine reader whe Wwrites dispairingly of flndlng
flamenco in Mew York disjointed from its announced sche-
dule, or of not finding it at all, and unto all visitors
to the Hub of the Universg, wha f£ind themselves simllarly
bewlidered, fret no more, put do this:

Hotfootr it to Fazil's Dance Center, which is New York's
answer to Madrld's Amor de Dins. Seek out any Spanish
teacher or similar "enterac™ that you may find skulking
about. He or she will quickly inform you as to who is
doing what, and where. Alternately., take a short strell
to the American Institute of Guitar. You will be receiwved
hospitaply and assistad in a cardial, satisfacvary manner.

Addresses of all inftimtions mentioned in this artigcle
will appear at the end.

How we address the estaemed reader who asks in frustra-
tion (and possibly prastration) "What's wrong with thoss
New Yorkers, anyway?™ This New Yorker replies in ohe
word - "plenty." HOwWever, were wa TO angwer this question
azply and with the degree of emotion the problem requires,

" issues of Jelea from Bangor to Bangkok would self-incinerate
in the hands of cur fackless readers. We shall spare the
reader the hsarthrezak of singed nails and eyebrows, as well
a5 the inconvanience of swabbing scot from the cailing and
iavite, instead, cthar YWew Yorkers to indulge in a bit pf
seif-review and to make known its resulcs =o Jaleo. HNo
mature adult will shrink from tha chanece of self-improvement
that good self-criticism offexs. Thnse New Yorkers who
have reached a state of sublime perfactlon will be exemptec
from this exercise. Hy thair own accounts, there are indesd
some such walking amangst us mortals.

City Canter Theatar

Box DEffice 131 W. SS5th st.
M.¥.C.

(212) 246-8983

Carnegie Hall

381 7eh ave.

q.¥.C.

Box Dffica: (212} 247-745%

Other Information: {212 903-9600

American Instibtute Df Guitar
204 W. S55th St.

H.Y.C.

{212] 737-3255

Fazil's Rehearsal Studico
743 Bth Ave.

N.Y.C.

£212) 245-3524

PART THE SIXTH
In which humble comments are ctffered on e, once again,

ravived ghost.
CARMEN

Bizet's Carmen, diracted by Francesco Rosi; wrltten by
Prosper Merimee, produced for Gaumoat/Productlon Marcel
{Faris) and Opera Film Produczione (Roma) .
Chereagraphy by Antonic Cadss; Spacial participation nf
members nf Gades® troupe and Enrique sl Cnjn, as well as

gypsy locals., .
Carmen. . . . . . . . . . . Julia Migenee-Johnsan
Don Jnse, . . . . . . . . . Placide Domingn
Mlcaela . . . . . . . , . . Faith Esham

Escamille . . . . . . . . . Ruggara Raimondi

The anvy of a ciowder nf cats is the unfnrtunate gYPSY
nf Seville who has died sno many times in these past
hundred years only tn be revivsd again and required to
gush a strong stream of blood ang wilt at the fest of -
Don Jnse. Just when we wers satigfied that Laura and
Gades filnally had laid her to rest for a while last yaar
in their excellent flamenco rendition nf this classie,
we find Carmen back loving, singing and dancing amongst
the living, thanks ta Mr. Rosi.

The opera is presented as a mavie and the result is
Very appealing. The “stage sat" Ls therefors tha actual
terrain nof Ronds and Seville, with thelir actual inhabi-
tants and structures, their vegetation and animals, all
as they were in the 19th century. All traces nf the 20th
century hava been eliminated and supplanted with curiaus
antiques from coaches ta baby walkers.

Early on, the movie pravides us the sarendipitous
chance to witness a Holy Week procession for which Ssvllle
is famous, and ta thrill teo the accompanying saeta.
beautifully dore, but alas! truncated. & bit afterward,
the vlewer will behnld a grxhup af women fluktering their
hands in graceful filigrees. & short, stout, beld, elflne
character will join them in some beautiful braceo. Note
him well - this is the only opporpunity most Anwricans
will have to lay ayes nn tha greak and genial Enrigque =l
CojAt Hi €cjo and his dance have moved aundiences to states
of high emation throughent Europe, South Americs and
Japan, but he has dsclared that he has "never had any
desire to come to the land nf the skyscraper." Thera is
RO arquing with personal tastas.

Those viewers familiar with the dark, rich mezzn-
soprano of a Grace Bumbry or a Marilyn Horne iR the rnle
of Carmen may miss this dramatic lowsr register. This
Migenas-Johnson is a sopranc, not a mezzo, and signs
accordingly. She sings wery well apd is beautiful, a
delight tn the ayes. Her gypsy impersanation would
convince most people unacquainted with authentle gypsies.

AT timas, however, the funky, knifae-wielding lowlife

Carmen of the mateh factory appears to have graduated the
Fingh School, Briarly and Byn Mawy., Exposure

of flesh does out egual sensuality, and movement guggested
if more geduccive than outright demanstration.

Plicido Dominge performs Don José the same way he per-
forms mast roles - like a singing stick of wood. FPortu-
nately for Domingo, this is & perfactly acceptakle
intarpretation for this rnle, and his singing is superb.
Ruggiero Raimondi and Faith Esham sing Escanills ang
Micaela respectively, and acquit themselwes very well.
Lncal gypsy women handle chorus rBles superbly, and why
Ant? - they were dubbed. nRancing featured in group and
tavern scenes could have beern better, as far as the
flamenco artist is goncerned (thank you Mr. Gades), bat
quite sufficient to the use of the general public.

This opera-flln is a pleasure, and well worth viewing
should it ever come to the viewers metropnlis, hamlet,
oaslg or bivouac., Film presentat:pn and particularly
video film presentat.pn should be considered serinusly by
the aspiring flamencn artist as an interasting and effec-
tive alternative to the usual cafe, street fastival, con-
cert hall presentation. Film is cost-effective, permits
retakes and aliows a much mare elaborate presentation in
the form of staging, orchestration and theme. And jts
potencial audience is vast. The pen, having written, moves

a . L, . Firis
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... Sobre e bhaile

SOLEARES--ARTE GRANDE

Crne of the giant foundatiols of flamenco is soleares.
This is true baile, togue, cante grande, the essence of
arte grande, the essefce of flameNco. Cristabal De Los
Reyes. one of Spain’'s finest flamenco dancers, sald at ane
time, "I do not dance scleares because it 'has +too much
art’," {English translaticn). I am sure that he was
being a bit modast but if there is a degree of difficulty
in artistic conguest among the many flamenco dance forms,
sclearss is way at the top in its total expression.

At this point, I want to say that the very fact cf
patting down in words and writing, the feelings of this
art, oake this articie a bit analytical, but any verbal
expression of artistic feeling, emotiqn, or techoigues
wake for a kit of analizatisn.

Scleares is often called “the mother of flamence sang."
Soleares could alsa be calle2 the mother of Elamenco dance
and flamenco music for indeed it {s a very specisl form
held in universal high gsteem for the soleares holds many
cf the possibilities of high art and expression in the
worid of flamenco. 1t could be a life time goal to ex-
press soleares in all of i+s potential and a true search
of ones individuality in flamenco, There are prcbably
forms clder hut solea (as it is often called) :s artistic
galaxy after artistic galaxy. It is =he ¢cean, egndless,
calm, stormy, thumdercus, powsrful and deep, caressing
and thrashing iixe giant waves on a rocky coast. Sgleares
can lull or frustrate you. Studyinc soleares is a primary
study in control. When it is played and sung slowly it is
the vltimate lessan in flamenca dance to capture that slow-
ness with control, energy, dynamics, higness and interpreta-
tian ¢f yourself in honssty of mood. It gives you that
time.

Of course, slow is relative oo what we mean and feel
about slow and fast. It is slow of almost clinging ta the
notes, the compds. Not letting it go oo soon. A savoring
of this jewsl of a compds..a compas in 12 counts that you
want To go an forever in slow but powerful climawes. The
marking in ssoleares can be sensuality in its purest form.
In the movie Flamenco, that came ocut in the 50s, the gypsy
girl dapcing in front of the ranch of Juan Belmonte was
gensuality from the earth in all of her simple pasecs.

Scleares is an exciting search and study apd it is best
at times to let its difficulties find you, nct you search
for its difficultiss in technigque and mannerisms and pro-
found interpretaticns. Xuck of the keys to enlightenment
of what flamenco is, is tc be found with sSoleares. I have
heard dancers say that, "they have soleares.™ 35 if it
can be crystallized, as if you can crystallize moods, your
lifes feelings, your daily moods put irte stone, Soleares,
like bulerias, car be experienced oore fully when left open
at a few znds so that the feelings of the moment can skire
through w.th realness, =zincerity, integrity and freshness
the split second that you are dancing. Again, there is no
one lesson fcr this soleares enlightenment. It comes
through open-ninded study, listening, digesting, absorb-
ing the ambiente, the lezsszons, the music, the sipging as
much as possible. There is to end to this study, so there
is great satisfication in the life long’ search and awaken-—
ing and the ioy of learning and the joy of bit by bit
enlightemnment of this great art.

For &ll beginning studants of flacenco Qance, it is very
important. to start learning the ways of soleares;for it

truly is a life long search and discecvery ard I say this
with not a bit of over dramatization. I feel about solieares
like Pablo Casals felt abour the music of Bach., He said
that each morning he would play a selection cf Bach Preludes
ani each «ime he would hear and learn something new and
different in the music. Some technical approaches that
might help in practicing scleares (which by rthe way :s cne
=f the most wersatile compds to move t3 for total technigque)
is tc move for example doing braceo. Take the Zull compis
for a movemeRt, then the same movement in half and quarter
compas, walking and marking in 3s ard 2s and then on each
beat, alss turning in full compds the halfs and gquarters

and then mix them. Move also to the base rhythos of 2.,6,8,
10,12 and 123,6,.8,1C, ard 1,4,7,%,11 and then intermix

them in movement and then move within the rhythm. All of
this soaking up of the basic compds structures will help
you get beyond the compds to the music energy, the flow, the
melodic ifterpretations, the dypam:cs of moving in feeling
with the singer and with the various techniques of the
guitarists music. Even though there are many l2 count
compis, soleares can be the longest most lyrical of all
compds. IF you can control, moving slowly with energy and
knowledge and understanding, you easily move with relative
speed. If you can do adagioc and you can master alegro. If
you can meve big, (I mean giant movements, full movemants
encampassing the maximum movement of your bedy in relstion-
ship to the compds) then you can move small and subtly.
Soleares can belp vou experience your fullest movement
potential. These arg just some examples of solgares move-
mant ideas. Footwork explorations in scleares are epdless
and a beautiful challenge to get past the "cne to the

right, one to thg left repetitinus chiresgraphic menfvality."

Getting pasT the base compds is when eniightenmen: starts
to happen in soleares footwork exploratinn. Just one
exagple if to do intense footwerk and what could be consi-
darad double spsed while the musac is very slow and simple,
slow footwork when the music is faster. Alse working in
movement and footwnrk on the sdge of the compds as if you
are almost slightly ahea? or beh:ing the heat. This creates
a very flamenco tension and I feel and excitiog sXploration
in musical interpretation and is very much in lin® with the
Serious apprach to soleares. The intense study of scleares
makes Sther compas more wnderstandable in movement Sxperi-
ence. Soleares iz probably the biggest challenge for the
guitarist when it comes to performing with dance and, of
courseg, with a singer alse. It is mainly in energy and
dynamics and I do not mean just staying in compas, I mean
maintaining an energy levsl that is egual to the inter-
pretation of saleares when it 1s marked well,

My articles are hopefully to greate thoughts and think-
ing an flamenco dance. I try nct teo deal with too many
abzolutes for it iz stimulation of thcughts and difference
of opinicn that are part of the life blood of ipdividuality
in the search for art. As I have mentioned in previcus
articles, I am often agzxed how long it takes To became an
accomplished flamenco dancer...I often want to say, "Wher
you can dance soleares and make it say something." When
you can move yoursel?, be moved and mpove others. Soleares,
La Madre, ar hornast lable to a form of flamencso that an-
compasses what flamenco is all ahout; feeling, ewmoticon,
art, life, life force breathing life force, human creativity
in its essence. I admit that I love good cliches and sc I
will use the one that is attributed te the Chinese: "The
longest journey begins with the first step," and for. sericus
flamenco dance students, soleares should be one of the
first steps in discovery of what flamenco is. The study of
soleares can also help get rid of the clicke that fiamence
is a stiff, stamp the fleoor dance form. The fluidity of
movement in soleares can be Interpreted as beautifully as a
cat, a stalking black panther. Scleares is but one journey
ir flamenco but a Journey with many rewarding adventures for
the sericus study of this Serious art. In modern temms,

"go for it." With intense joy, discover the airs, the arte
2f being Alone with solgares, La soledad, La Madre...
~-=Tex MOrca
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beginning of the sixties, when Sian Carlo HMenotti offered
him the positicn of choreogrepher 2t the Rome Opera. From
there he went cn to cherecgrapk Zor the Pestival of Twe
Worids in Speolete, Italy acd attain international fame, He
has cherecgraphed acd guest-starred with Rlicia Alonzo's
Eallet Naticnal de Cuba, appearing here wirh that company
in 1878 at the Metropolitan Dpera House.

Among the many ewards that Antonic Gades has received
are the Paris "Prix de la Critigue," the Madrid Fine Arts
Circle's Gold Medal, The Hscudero Frize and the Gold Medai
of the New York World's Fair.

Bailet Antonic Gades' Wew York engagement ls part of &
North American tour whick iccludes Dttawa (January 13-15),
Montreal (January -7-13!, Washington, D.C. (January 22-27])
and Wiami (Febrvary 20-23:. o

=D
RECORD REVIEW

EL TOQUE ACTUAL

Enrique de Melchor: Sugerencias
Zafiroc MPL-179

[from: El Pafs, August 12, 1982; drawn out of y2 Spanish
by ye Snah ¢f Iran]

by Angel Fernandez Caballero

What has been lacking is a sclo recording by Enrique
de Malcher, one of the true masters of present-day fla-
mence guitar. Son of the unforgettable Melchor de
Marchena, Enrique had in his Swn hbuce an exemplary model
to foilow, and this iz cbvicus. Despite his thirty-one
years of age, Enrique has not mairtained strictly what he
learned from his father, but rather his uneasiness ané that
of others of his generaticn, lead him to incorparate in his
togue that which iz appropriate to their age.

For, certainly, flamence guitar, as well as cante and
dance, change with the times. and cowadays it wouls be
unthinxable to produce a reccrding anchered in the togues
of Razmén Montoya, Javier Molina, Nifio Ricardo, or even
Melchor de Marchena. I shall not speak of technique, zn
which the change has been radical, but rather of the "screl"
with which today's guitaris: approaches flamenczc,

As a creator, Enrigue de Melchor shines here 1n extra-
oIdinary procinecce. We knew him well as 2 tocacr accom-
panying balle ani carte, but not so much as 2 concert
artist. Developing this zspect with his own composition,
Enrigue offers us a splencid exercise, wonderful and of
rare beauty. It is certain that some of those Compositicns
are easier than cthers and - why not admit it - more
comzercial. But nexXt to them are a rondefa of unusual
greainess, sgme Very emctlional granainas dedicated to his
father, some tangos, a zagateade, and some bulerias whese
flam=nco accent is clearly audible.

The commerical concession is in this ictreductian in
which figure, in addition to the guitar of Hnrigue de
Helchor, a series of instruments foreign to flamentw. With

FLAMENCO DANCE GCLASSES

NEW BEGINNER CLASSES
FOR CHILDREN AND ADULTS

ONE BLDCK OFF 3DTH
NEAR FWY 94 IN SAN DIEGO

CALL JUANA {619) 440-5279

Hay, not 0.

thecs, the togue cccasionally seems strange and, ohe might

canclude, adulterated, with so much adornment and strange

clothing that the flamencan essences disappear from sight.
Even if we dicount the other sounds and
remain only with the guitar of Enrigue, our beloved togue
jondo is there and remains alive in all its grandeuvr.’

—
REVIEWS

MARIANO DOES IT AGAIN

by Frank Camphell

The renowned interpreter and teacher of flamenco,
Mariano Cérdoba, appeared one again’ on August 17th at the
Deuglas Beach House in Half«Moon Bay. Playing to a
rather large, learned and appreciative audience, Mariano,
"un mAestra de maestros," demonstrated the selid and clear
s5tyle that has been his trademark for nearly half a century.
This particular performance had a very special meaning for
Mariano as, seated in the first row were several members
of his immediate family from Spain, same of them vigiting
Califeornia for the firgt iime. Mariano was visibly moved
at the cpportunity te play for them, and this feeling was
reacily perceived by the audience, who shared in his en-
thusiasm. The first part of the concert tonsisted of
solos by Mariano, sach preceded by a2 brief explapation on
the origins and meaning of the piece, which greatly
heightened the appreciaticn by an already musically sophis-
ticated audience, The second part of the concert included
dancers hdela Vergara, Jaime Valenzuela, and Ricards
Crellana, with supporting quitarist Robert Dale, for a
performance that brought on wild applause and many e€ncores.

hs it might be expected, the quality of the artists,
and the setting in which the concart took place resulrted in
a highly gratifying evening with the best flamence the Dld
and Hew Worlds can offer. The Douglas Beach House has be—
come a recognized haven for the best of the best in the
world of classical, jazz, felk, and flamence music. I am
certain that wany leovers of El Arte will be awaiting with
a good deal of anticipaticon Mariano's next appearance at
the Beach House.

MORCA DOES IT AGAIN

by Carel Jans Bangs

Teoc Morca has doge it again., His 19684 all-Flamenco
Workshop was an wungualified success, demonstrating to
those not already familiar with Morca's "method flamence"
that this iccredible teacher kas net only penerrated the
mysteries of this arcane art form, but has mastered the
ability of passing oo his incredible knowledge to those
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lucky ancugh to study with him. Readers of Jaleo are
familiar with Teo's thecries, his ipsistance that the
mind, bedy, and spirit must work together before tha
"dancer becomes the dance.” What rgaders of his articles
may not know isg chat he has actually developed a method
of instruction (and provided a unigue context) in which
every dancer, professional or novica, comes closar to
that flamenco ideal.

Tha annual All-Flamenco Warkshop in Bellingham,
Washington, is true to its name——oniy flamenco danca is
taught--no Spanish theater dance, Andalucian folk dancs,
no jotms or escuela bolera. There are no castanets, mini-
aal discussion of costume and stading, no elaborate accom
paniment. What chis workshop emphagizes is flamanco in
its moat pure forms. along with attantian to the bedy,
mind, and spirit necessary to bring that flamencs to life.

Equal time is devotad to classes in technique and
rapartoire. Each day’s technlgue class builds upon that
of the day before, introducing new pasos while critiquing
and refining the scyle of those taught previcusly. fThe
shaer wealth of paterial presented is immense; Morca holds
back nothing. The Sequencies and patterns taught are those
he usgs in his own chorecgraphy.

In most cases, steps are shown in several varlations, or
adapted to different cowmpases so that students will not
get "locked into® using certain pasos only for scleares or
for siguiriyas, but will Degin to see how these same steps
can, with shifts of emphasis, be used in soled por bulerias
or alagriag, or sven in a four-count compds. Braces varia-
tions are emphasized and students are encouraged Co practice
all variations so that they can easjily choose ofie or ancrhar
while improvising.

Horca himself is a fluld dancer, in tha traditicon of
Antanic, and he emphasizes the development of axciting
upper body lines and bracec from the very begioning. Foot-
work., he insists, comes after one has learned to hold the
body properly and to keep the body working as a whole. The
footwork taught in the beginning-intermediate class is al-
ways elementary encugk that students will not be distracred
away from the dance as a whole. When more camplicated and
sophisticated fcotwork is taucht {(in zhe intermediate-
advanced class) it is well worth waicing for. Morca is an
acknowledged master of exciting, original esccbilla and the
patterns and variations be teaches owver the course of two
weeks would provide any Sancer with the raw material for a
tifetime of chorecqgraphies.

The repettoits class is no less challenging. In two
weeks gach class learns two complete choreographies. This
year the first level class learred garrotin and alegrias

{with a little rumba thrcwn in for good measure). The ad-
vanced class wor<ed on a rmasterful siguiriyas and a sequence
of pasos, llamadas, and desplantes for bulerias. Morca

emphagized that the lLattsr was not meant to be a set dance,
but to give students a "bank™ of material upan which to
draw when setting taelr own darnces or dancing por fiesta.
The amount of material presercted 1s more than even the
most experienced dancers can hope tD master in two weeks.
Most go home with a tzaucus k2ld on the sequences. copious
notes, and an amaptated tape recording of Morca perfarming
the dances they've oeen taught. It often takes months of
practicing and palishing at home before bne really feels
one has reached that stage of "pecoming the dance," if
wrly for a few moments. When it happens, you Know you have
earred it.

During the workshop itseif the effort to learn such a
zuantity of new material places a certain stress on the
students-~a benefigial stress. Other concerns are laid
aside and for :wwo weeks the stufents live in a world
totally dominated by classes and practice sessions. The
practice studio is nearly always filled with students re-
hearsing the lessons of the morning's technique class or
reviewing sequences of steps for the arfterncon repertoire
chass. ALl this dancing damands a lewel of fitness and
flexibilizy nor always pursusd by flamencos. A multji-
faceted dancer himself, Morca offers a 45 minute jarz warm-
up each morning and most of the students choose to begin
their days with this series of stretches and strengthening
exXercises.

Evenings at the flamenco workshop are devoted to explor-
ing other aspects of the art; there are sessions on music,
palmaz, history of flamenco cante, as well as films, con-

cert videorapes, and informal discussians in which all
aspects of flamenco ara exploraed apd students have a chance
to share their quastions and eXperiencss. Many of these
sesslons are held jn beautiful waterfront parks or other
locatjons which take advantage of Beliingham’s pleasant
Summer weather.

Because most of the workshop studencs are housed in
rooms and houses hear the studio, a spirit of Cammunity is
encouraged: many evenings the informal fiestas continue
well into the night, with visiting guitarists, singers, or
dancers showing up to join the fun. It is indeed a total
saturation in flamenco, one unparalleled anywhere in the 1.5.
and, for that matter, one not easily available in Spain,
except for those lucky encugh to have expert guidance and
plenty of time. One dancer flew to Morca’s 1984 workshep
Qirectly from a thrae-week workshop in Spain. By her
account she had learned more after the first week in
Bellinghaom than during the whole Spanish workshop., The
level of intensity, she said, was so much greater here.

This was oy third year at the All-Flamenco Workshop.

The first time I attended I was an cut-of-shape aficionads
wirth a lot of intsrest and two left feet. In three years
I've learned basic *framewcrk chorecgraphies"™ for scleares,
tangos, rumba, farruca, soled por bulerias, siguiriyas,
alegrfas, and bulerias. I've found muscles I neyer knew I
had, I now feel tomfortable dancing at juergas or informal
parformances. MNok only have ] learned more than I ever
dreamed pcssible, tut my enthusiasa for flamenco has spread
out among my friendgs in the Korthwest who have begun to
seek out flamenco ectertainment and to learn more about
this art form.

Most cof the workshop students are oore experienced than
I. They return from the workshop 1o their own flamenco
trouges, to their owrn students--in Waghingron, D.C., Qhic,
Massachusetts, Canada, Wew Zealand. From that unlixely nub
of pellingham, Washingten they spread out like the spokes
of a whesl, keeping “lamence alive, bringing to many more
recp.e the fundamentzls of flamenco —echnique, style, and
spirit. Ans one by one they maxe plans o retdn again tc
this special place and this special teacher. Any dancer
would d3 well to join them.

* 4 *

FLAMENCO AT THE GOLONDRINA

A reviecw by Ron Spatz

when relatives visit Los Anpeles, they ave usually herded
to Disneyland, Universal Studios, the Queen Mary, ad
nauseum, and just maybe..... hlvera Street.....the oldast
street in the city of the Angels. Rmong the taguitos and
sombrercs, there is a resteurant knowr as the Golandrina.
The inszde houses suck Spanish trappings as white stucco,
brick, and wrougkt iror railings. Performing there recently
were Marcce and Rubina Zarmona, along with Angelita, Ambar
Ganzoles, Fredrico Aja, and Faco Vera. The show was lively
and fast moving, however, the accustics were disappointing.
Anyone wishing to cateh a flamencc shaw there would be wise
to check first as the performarcce schedules are somewhat
erratic.

TS S 5T P TN e e S e P (W]

i!EE;::jgi]lcvnmuaaanurnurmsntxnu»aznut&ulﬁ|

(Bl GuitaP\rshp

20 GARNET - SaN LIEGQ, Cﬂl
égjog §14-272-2171

P ST i T ST ST P ST (=D

== <2

RIEIREENE

WELAASE SN ANEZASS)

























PAGE 38

JALEO - OCTOBER/NCVYEMBER/DECEMBER 1984

Shopping Center. Performers as well as observers are
welcome. Call (40B) 723-0354.

MICHAEL ERUSER appsars Mon. thru Fri. 5-7 p.m. in "The Bar"
at the 5t. Paul Hotel, 350 Market St. and Sun. from 6-9 p.m.
at the "Caravan Serai" at Finehurst and Claveland in
Highland Park area of St. Paul, HN.

flomenco calendar

DECEMBER '8y

1-Z BOMALD RADFORD Flamenco Guitarist in Concert, Elk
City, OK, United Methodist Church and Country Cliub
{3 workshops) Infao: 405/225-7261

7 PACO PENA In Concert, Northridge, CA, Cal. State
Univ., Info: 818/B85-3093

24 NORTHERN CALIF. JUERGA (See "UPDATES" fnr details.)

26-1/3TEC MORCA DANCE WORKSHOP DENVER, CD for Clec-Parker
Hobingon Co.

31 SAN DIEGO JUERGA

JANUARY 'B5

TED MORCA WORKSHOPE OR CONCERTS

14-19 ALBUQUERQUE, NM - EVA ENCHIAS

24-26 DETRDIT, MI - Music Center Guest with Gudonov and
Stars of the Ballet

28 NORTHERN CALIF. JUERGA (See "UPDATES" for details.)

FEBRUARY '85

7 TED MORCA COMCERTS - WASHINGTON

24 HoNALD RADFORD FLAMENCO GUITARIST IN CONCERT
SAN ANTCNIO, TX - Juisan Montessori School (Master
class Feb. 25%) Info: 512/73%-1673

25 NORTHERN CALIF. JUERGR (See "UPDATES" for details.}

MARCH '85

26 NCRTHERN CALIF. JUERGA (See "UPDATES" for details.)
31 RoONALD RADFORD FLAMENDCC GUITRARIST IN CONCERT
Saint Charles, MO - Lindenwogd, College Chapel.
Info:r 512/735~1673

APRIL '35

3-5 RONALD RADFQRD FLAMENCO GLITARLIST IN COMCERT
BLYTHEVILLE, AR - Mississippi County Community
College S workshops & mini-concerts, Infor
301/762-1020 .

29 NCRTHERN CALIF. JUERGA [(See "UPDATES" Ior details.)

13 MARIANG CCHRDOBA IN COMCERT BERKELEY: CA - 2320 Dana
5t., B P.M.

classitied

For Sale: Santos Hernandez 1934 Flamenco Guitar,
Beautiful tane $3,000. Contact: C. Urysdala, 9308
Parmingrton Dr., Richmond, YA 23229, Tel: BU4d/74U-0712.
CLASSICAL/FTAMENCO GUITAR FOR SALE: Padro Maldanade 1970,
Pearl Tunars, very low price §700.00. Jack G. phringer,
1727 Fern Place, Vallejo, CA 94590. 707/642-5424 evenings.
CLASSICAL-FLAMENCO GUITARS =-- student and professional
models -=- Ramirez, XKono, Contreras, Marin, Flores, etc.

-— Kenneth Sanders (714) 435«4561

GUITAR MUSIC AVAILABLE: Music of many top artists, both
modern and e¢ld style, transcribed by Peter Baime, 1100 W.
River Park Lane, Milwaukos, WI 53209,

FOR SALR: Muaic by Mario Escudero and Sahicas, plus complete
Tine of quitar supplies (strings 1/2 price). The 3lue
Guitar, see ad for leocation,

PARMADEROS FLAMENCOS by Esteban Delgado recorded by Pacc de
Lu:za-n-accurately notated zheet music; $2.75 in USA, $4.%0
foreign, Southwest Waterloo Publishing Co., 670H Beckett
Rd., Austin, TH 7B745.

JALEISTAS EY-LANS AVRAILABLE to all members upon request.
Please zend a large, zelf-addressed envelope with your
request.

GUITARISTS AND GUITAR STUDENTS WELCOME tc accompany dance
classes, San Ulego area. Call Juana 440U-5279 before Sa.m.

BACK ISSUES OF JALEO AVAILABLE: Vel. I nc. 1 to & $1.00 each.

Vol. I no. 7 to 12 %2.00 each, Vel. II, III & IV nR. 1 to 12
52.00 each, and VWol. ¥V ard VI issues 52.50 each. (Add 51.00
for cverseas mailing.)
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TLAMENCO ZNTERTAINMENT
Cagmos. Inn (Adelaide)

canada
DANCE INSTROCTION
Maximiliano {Torontao)
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FLAMENTUO SHOES
H. Menkes {(Madrid)
FLAMENCT CUSTUMES
E. Merkes (Madrid)
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new york

FLAMERC(D EWTERTAINMENT
The Ballroom

El Castellano (Queens)
La Mancha [Brooklyn
Hesa de Espana

Meson Asterries {Queens)
Restaurant Espana 46

El Riancon de Zspafa
DANCE INSTRUCTION
Ballet Hispaniceo Schocl of Dancae
Loretta Celitan (Zong Island}
Mariquita Flores
Victorio Korjhan
Esteban de Zean

Bobby Lorca

Melinda Marques

Jerane Michel

Jose Molina

Liliana Morales
Estrella Moreno

Jorge Navarro

Carmen Rubioc

Caricta Santana

GUITAR INSTRUCTION
Maric Escuders

Michael Fisher (Ithaca)

new jersey
DANCE INSTRDCTION
Yolanda Fernandez

pennsylvania

FLAMEWC) ENTERTA IMMENT

Mesan Don Quixnte

GUITAH IMNSTRUCTION

Carlos Rubic

UANCE INSTRUCTION

Camila Erice {Harrisburg) ¥.M.C.A.
Julia Lopez

Y
virginiq
UANCE INSTRUCTION

¥aria (Virginia Beach/Norfolk)
Ana Martinez

Raguel Fena (Sranish Dance Center)
GUITAR INSTRUCTION

Paco de Malaga
Fernando Sirvent (Spanish Guitar Center)

‘washington d ¢ area

FLAMENCO EWTEHRTAINMENT

El Bodegan

Tio Fepe

JUERGAS

Charles Moeser

GUITAR INSTRUCTLION

Mariquita Martorell

Paco de Malaga (Arlington, VA
Carlsos Rames (Arlington, VA)
Fernandc Sirvent (Spanizh Guitar Center)
Torcauto Zamora (Silverspring, MDY

OH-31-2287

*63-894H

232-10386

232-1036

212/244-3005
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212/489-5708
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212/556-6335
BC7/257-661%

201/861-8316
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