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FLAMENCO '84

(Sent by Jeanne Payer)

Oon October 20, 1984 a happy, exuberant evening was en-
joyed by all when the Northern California Flamenco Society
put on the show, “Flamenco '84,”" at the Sunnyvale Performing
Brts Theatre. Dancers and musicians displayed their talents
with delight to the receptive audience. Although the even-
ing was a combination of dance, guitar and song, the three
guitarists, Anita Sheer, Luis Angel and Gliceria Mera held
the show together not only with their brilliant solo playing
but also by providing the live music so essential for
flamenco dance.

All pieces were authentically flamenco in spirit but some
had been influenced by Central and Scuth American rhythms
while pieces played by the guitar duc, The Touch, gave a
contemporary note. "Lz Despedida." the story of a pri-
soner's last farewell to his betrcthed was nicely choreo-
graphed by Patri{ Nader and magnificently danced by her and
Cruz Luna with the able assistance of Teresita and Deborah
Van Stone. A turnabout from this profoundly emotional

piece came with Cruz Luna's virtuoso soclec dance that left
the audience gasping in amazement not only at the seeming
magic of his steps but also at the beauty that his pace
and dynamics evoked. Beautiful Diana Alejandre danced the
farruca with such earthiness and good humor that for
moments we in the theatre were zall one in the high spirits
of the dance.

A big part of what made the evening so successful was
the feeling established between the performers and the
audience. Even though informative program notes were pro-
vided Anita Sheer and Luis Angel introduced the musicians
and made charming comments about the music itself which set
the tone of the evening as cone spent among friends. All
there that evening on both sides of the stage were true
aficionados of flamenco.

LEFT TO RIGHT: PAUL VASSEN, ROLANDO GARZA, ANITA
SHEER, LUIS ANGEL, PATRI NADER, CRUZ LUNA
(Fhotgs by Curtis Fukuda)
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LETTERS"
FRUSTRATED CORRESPONDENT RESPONDS

pear Jalea,

I couldn't agree more with Ronald Radford's letter
sugdgesting that performers take a more active role in re-
porting thair perfornances. Having acted as corraespendent
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
probakly 10 times more flamence activity in this c¢ity than
gets reported. A palnless apnd expeditious way to have a
furure performance reportad (although not guaranteed) is ta
phone your local correspondent or better yet, Jaleco directly
ag Ston as 2 performance date is firm,

Fon Spatz

COMMENTS FROM CONNECTICUT

[Bditor: Our appologies for the late appearance of this
letter.]

Dear Jaleo:

Thapks to David Alfoard for his interview of Faco de
Lucla in the Volume IXI-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
enioy jazz, but tlamenco is part af our soul.

To those Jaleistas that are beginhing to feel uneasy
about the slow evolution of flamenco, we point out two
important copsiderations to have in mind. First, flamehco
15 an ark only to the art-conscicus. To those that are
involved in it gdaily it's a way of life. Sacond,
"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 celekratign.

Thank you and regards ko all.

Sincerely,

José Ramdn Ramos
VYaleriano Ramos, Jr,
New Haven, CT

PACO PENA

“Live in Munich™

$14.95:s

Postage & Handling

US and Canada ~ $150
Other Countries - $300

5uitar Studios, Inc.

I lement &
San Francisce CA 4318

PUNTO DE VISTA
FLAMENCO GRINGO

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

This 1s what inspirsd me to submit this crank art.cle.
In fact this article x5 so nad that my wife said Jaleo
would cancel my subscription if I seat it in.

Insinceraly Yours,
Sadhana
Tucson, AZ

"FLAMENCC GRIGO"

While still inside her mother's womb, she learned to
master the complex rhythms of southern Spain. Her mother
was a profesgional cock-roach stomper from Tarrta, the
gypsy guarter of Seville. Her fathar was also a profes-
sional exterminator who, in spite Of his handicap of being
completely deaf, plaved 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: BHarlem, N.¥., Bast St. Louis, MO., South Side
Chigago, IL., completing her knock-out tour in Watts, CA..
Cceasionally, for economic reasghs, 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 wera off on tour through Mexico City and South America.

When In sane all roads lead to Ma-dread, where she
studied with Such well known names as; Truly Nelern the
Exterminator and Arnold Throw-a-dagger. She mastered such
dances as Bowling-reas at Victor Lanes. Unfortunately
she dropped a ball on her kig tce, which became infected
and was truly in ¢om-puss. This proved to be a turning
peint 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 i1p seclusion with har husband, Paco
de Taco, and thelr three peppy koys, Manny, Moe and Jack,
who are alsg leayning the art of stamping. In clesiag,
ghe wants to reveal her secret of wrinkling up her face in
disgust when gooing a kug beneath her foot. Remember,
the French language is for "amore", Japanese 1s for tech-
nigue, English is for business and spanish is for pain!

*x % ox

THE FRAME STATION

The Finest in Custom Picture Framing

20% DISCOUNT
TO ALL MEMBERS OF JALEISTAS

1311 FORT STOCKTCN DRIVE OWNER TOM SANDLER
SAN DIEGC, CALIFCRALA {714 298-B558

tHillcrest/Missign i1l area)
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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 fyee, is done "por el amor al arte,” the implica-
tien being that one could not possibly expect payment for
something one loves to do anyway. Some crafty Chileans
sometimes stretch the meaning of this sayimng by postpaning
{or altogether avoiding) payment to their grocer, tailer,
doctor, or dentist. In the United States on the other hand,
where prompt payment for services 1s expected, one wouldn't
dream of showing up at the local Safeway, Sears Reebuck, or
docters office without cash or plastic in hand. Qur pre-
vailing ethics also cowmpel 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
mahy 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 woarsa, how
many creat establishments where flamenco was cffered have
been forced to switeh o "other™ forms of entertainment, ar
even worse, close their doors for lack of patrnnaga? While
we loudly decry the "lack of support" for flamencn, bleming
everyone “rom the current administration to the @il Cartal,
we fall to see that (paraphrasing Pogad the enemy is raally
"us", Witk a craftiness reminiscent of the¢se Chileans I
alluded to earlier, we have expected flamenco artists far
toco long to entertain us "por el amor al arte."™ How often
did we sit 2t an establishment offering flamenco until
clesing “ime nursing that one bottle of neer we crdered
upon arrival? How many times did we fa:l tc patronize a
flamenct establishment because there was a "Zowver charge"
or dance, drink, and do "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 feehle extuse without com—
pensating the teacher? I suggest the answer to these and
other such guestions may be "one tot many times.® wWhile it
is far from my intention %o criticize Chileans (of which I
am ohe), I submit that when it comes k0 swporting flamenco,
"el amor al arte"™ may have worked at one time in anothar
culture, but taoday, in our milieu, it simply doeen't, If
there is not "enough" flamenco in our town, or none at all
any more, we hayve no one to blame but ourselves. Theaters,
restaurants, cafes, and other such establishments are
simply not in the philanchropy business. IR the final
analysis, they will book whichever artist &r group 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 flamence other than pay token lip service to the
greatness of its exponenis. RAfter all, you get what you
pay for. That is the American way.

s Tt

Spanish-Cantinental Cuisine

6254 VAN NUYS BLVD.

SHERMAN QAKS, CA 91401 (818} 908-7337

Solo Guitarist
by Ken Sanders
©Copyright, 1984

Alone he sits or so it seerms.

The salitary one,

Absorbed in his own fittle world

In the midst of, yet separated from

The chaotic masses.

Whose constant chatter tums into the roar
Of some imaginary z00 or circus,

As Daniel in the Den of Lions,

With the Guandian Ange! of Mercy.

The first few notes majestically pierce the air

Like the mays of a new dawn.

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

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

Feelings too deep for words blossom harmonically,

Within poetic phrases of flaming musical expression.

Secrer dreams and aspirations are unveiled,

In o dramatic sound painting of spirit and énotion.

A fairy tale atmosphere of mystery and bold afventure appears

And serenely surrounds.

Soaring high above the clouds,

The spirit hovers over, touches and awakens
Sownztﬁing Qf151£5&55 BGGU{)G Vﬂﬁlﬂ ﬂluftvtﬂiﬁa
Deep inside the soul,

Truth shines fortf . ..

Fly on mﬁfemmger.

Dance Espafiol Incorporated

Proudiy Presents
The
Juan Talavera
Spanish and Flamenco
Dance Workshop

For
Beginner and Iniermediate

Dance Students

Please Call {213) 699.9855 For Desails
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Conversaciones con...
MARIANO CORDOBA

by Frank Campbell

Marianoc Cordoba, one of the best known exponents of the
flamenco guitar in the United States was born in 1224 in the
small town of El Vado, deep in the heart of the Province of
Castilla. The fourth of eight children in a family of
modest means, Marianc demonstrated great interest and talent
for the guitar at a very early age. When ne was ten years
old, the family moved to Madrid in search of better for-
tunes. His beginning in the Capital were marred by count-
less setbacks and misfortunes which would have easily dis-
couraged a lesser man. His early years are beautifully
described in & moving biographical account contained in his
book "Flamence Guitar" (Oak Publications, 1971), which 1is
highly recommended as a model of inspirational reading. The
death of his father and the painful years of the Spanish
Civil War proved tc be further tests of Mariano's resilience
and courage. His persistence f£inally began to pay off how-
ever, and in the early 40's his efforts began to meet with
some artistic successes. His budding career was interrupted
in a hitch in the Spanish Army, to be resumed a few years
later with ever increasing success.

Mariano Cérdoba is not cnly an cutstanding performer and MARIANO, CENTER FRONT AT AGE SEVEN HOLDING A
teacher, but an extraordinary human being .as well. He is an "BANDURRIA" (12 STRING LAUD-TYPE INSTRUMENT)
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individual gifted with genuine warmth, friendliness; humil-
ity, true concern for others, and a keen sense of humor.

It has been an honor to have him as a teacher, and a privi-
lege to have him as a friend.

We have touched upon a wide variety of subjects with
Mariano during the course of ouwr many conversations, ranging
from studying rtechnigues, compesing, performing in public,
to health enhancement. While much more could be said about
his amazing career, I have chosen to emphasize his role as a
teacher of flamence, his first love, and cne for which he is
particularly suited.

It is somewhat of a paradox to find this extracrdinary
flamenco artist living in the heart of the Silicon Valley,
the capital of American high-tech industry. Far away indeed
fram the Castillian countryside in more ways than one. A
glimmer of hope perhaps that high humanistic valuesz can
still exist in the land of computer chips and merciless
competition.

MARIANC: In 194% 1 was drafted into the military service,
being stationed in Morocce (then a Spanish possession) where
1 stayed For about three years. Before deploying, I .spent
about one year 4at a regiment ln Cdceres, west of Madrid,
then onto Morocco in 1946. I always had my guitar with me.
In Morocco, I was appointed as an aide to a Lieutenant who
happened to like flamence guitar, and was on my side on many
occasions when it came to liberty and special assignments.

1 also became friendly with some local Arabs and learned
something of their music. This undoubtedly had some influ-
ence and helped me capture some of their styles of music.
Arap music nas a strong influence on Elamence. After all,
they were in Spain for 800 years! vou'll find Arab themes
in soleares, and many other togues.

In 1948 when I returnsd to Spatn, I began to play for the
school of maestsyo Rafael Cruz, and from then on, maybe
Decause God nelps those who help themselves, the doors ww
success began to be cpened o me. Rafael Cruz was a disci-
ple of La Quica and Frasguillc, two famous flamence dance
teachers. While at this school, someons tome me about a CANTADR PEPE DE HUELVA, MARIANO AND BROTHER PABLO
company headed by Carmen de Veracrup that was looking for a CORDOBA ON THE DAY MARIANO LEFT ON HIS ARMY HITCH

Juirarist to replace the ane who had caught pneumonia. {1345)

This guitarist was Piatena Hijo, a great gypsy gultarist

#wiTh whom I eventually became gjood friends. I took his

place playing for Maria Martin and Paco Torres, 4 great

dance couple those days. In 1350 I =met the great dancer

Flora Albaicin and the famous cantaor Antonic Molina. I

worked with them in Barcelona for a year, where I recorded

my firsr albums for Qdeon. After that, Antonioc Molina

formed his own company, and Flora Albafcin and I were hired

to join the Ballet of Antonio, one of the greatest dancers

in the history of flamenco. In 1956 Flora returned to

Barcelona to open an Instituto de Baile Flamenco which still

@Xists under her name and direction.

JALEQ: Who was your first formal teacher?

MARIANO: My beginning was with Manuel Santos and Eusebic

Diaz.

: Who taught you to read music?

[ can't remember, when I was learning the rhythms...it

was difficult in those days, much more so than now. Today

you have records, TV, but then it was different, I went

to 2 teacher then--I believe he played with the Orguesta

de Magrig--and learned "solf2e," which was one of the

be things I have doae to further sy musical educecion,
to read and write ousic. It helped se tremendously to
write my books. I wouldn't nave been able to 4o it
stherwise. I had been playing the guitar for fguite a
while though before I learned,

Ji Did it change your technique or abllity to play?

L]

M: Yes it di1d, since 1 was able to play some classical
preces. There were to sisters who taught at the Sevilla
Musical Conservatory. Their hames were Espana and
America. I think thelir parents had been in America and

named them thusly. They were classical guitarists,
Espafa lived in Madrid. I can't remember where I met
her, but she wanted to learn flamenco, so we exchanged
lessons. Yes, that did helped me...to know the chythms,
to tell the difference between a half-note and quarter
note, ta be able to play some classical pisces that are MARLIANO IN THE SPANISH ARMY WHILE STATIONED IN
Aice. I would recommend it Lo anyone studying the gul- MOROCCO (1945)
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GRAN VELADR OF CANTE FLANENLE

PEPE DE HUELUA

nrival por tader los cantse, somsiderado en Madrid sueva figurs
iones por slegriss ¥y balerias, ssempadade a ls guitarra par

wniillsia
-

Marianito Gordoba

el emal hord varias rshiblolenes de gmitarss.

Marianito Condoba

we wim dude alguns ¢| guitarrciste mis
joven em ln artualidad.

M deje wted de ver g [ux Lan aplandldm arthlas

PEPE DE HUELVA

Marianito Cordoba
EXITO - FXITOD - EXITO

Lp st TOHIEIIAS  Mrasis Surdlo. b Telel 02100 - Mailnd.

MARIANITO CORDOBA

1940

POSTER FROM MARIANO'S FIRST CONCERT
TOUR WITH CANTAOR PEPE DE HUELVA IN CASTILLA
(AGE 16}

tar. To play by ear is fine, but sometimes your =ar can
trick you, and it is good to know music. But it also
depends where you want to go in music. If you want to
go far, and perhaps some day teach, it is very lmportant.
If you only want to play for your own enjoyment, then it
is not so important. But if you want to become a pro-
fessional, then you must know music.

Who are the best students? The ones with a classical
background? Jazz?

Difficult guestion. It depends. The fastest learner
will be the one who loves flamenco. Maybe a classical
guitarist may want to dabble in flamenco as a whim, but
if he is not really interested, he will not go very far.
A good student may have any background, but is someone
who really wants to play flamenco. His background will
help, and he'll advance guickly. Studying is essential.
Like if you want to play in front of the public, you
must know your music 300% because your ability will go
down in front of an audience. If you think you are at
100%, when you appear in public you will be down to 25%.
you must study well...with strength. When you study the
guitar you must study with strength, especially tech-
nigues must be done to perfection, paying particular
attention to hand position. Each position has to be
correct, otherwise it will show. It is easy to forget.
For example, when you play with the thumb, the rest of
the fingers must be firmly placed on the "tapa," with the
index barely touching the first string, but this is easy
to forget, and if your hand position is poor, yod will
play weakly. I would recommend, yes you need a compe-
tent master who will teach you details. Teaching is
difficult. It is more than telling a student, "Let's
play por soleares" or whatever." No, that is not the
way to teach. Teaching has to have rules, and Jdisci-
Building blocks. Then true teachers of rhe

pline.

flamenco guitar are few. For example, in the US, in a
country of over 200 millicn people, there are maybe & or
7 that I know of. Maric Escudero and Juan de la Mata in
New York, Juan Serranc 1n Fresno, Vicente Gomez in LA,
René Heredia in Colorade, and myself here in the Bay
Area. In Spain the same situatien. There are many good
guitarists indeed, but you need great patience Lo teach.
Rafacl Nogales is eone of the best and still teache
Madrid, Calle Gémez 42. Eugenio Gonzdlez was another
great teacher, but he died 5 or 6 years ago. Many of
the famous guitarists we hear about are great, but they
are not teachers. They may give a lesson every now and
then, but a teacher knows what he can teach you. Some-
one who is not a true teacher may ask you "what do you
want to learn?" "Well you'll say, I like seguiriyas or
soleares very much, or granainas." "Fine he may say.,
sit down and grab your guitar, let's play some siguiri-
yas." But that is not the way to do it. You must have
the basis. How can you play siguiriyas well if you

in

don't know verdiales, fandangos, or sevillanas. You
must have a lot of patience to teach, and not
My lessons are always fun.

everyone

has it. I like it.

MARIANO WITH "EL POETA GITANO" BARCELONA (1951)
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: What is the greatest reward you have as & teacher?
: The greatest satisfaction is to help psorle, and to see

them advance. It doesn't matter how well they play.
what matters is that they enjoy it. Also, 1t is re-
warding to see students become professionals. T have
had a few, Not that you taught them everything they now
play, but you pointed rthe way to them to learn more. I
have been fortunate to have trained 7 or B students who
have become professionals.

: 15 it better to hawve just one teacher im the beginning,

or several?

: It As better to have one, if the teacher is a competent

one. Not all the time necessarily. But if somecne is
studying with more than one teacher, he'll become con-
fused in styles. It is better to stick to one teacher.

: How can you tell if a teacher is good?

J
M: You can tell.

vou can tell if what I teach you is good,
whether it is in compas, if it nelps you play better, if
it is useful to you. It is better to learn the basics
with one teacher. 1I1f there is someone else you like for
his solos or whatever, you can gog to him, but with some
pbasics from where to build. But not at the same tine.

: 1s it possible to learn flamence well from a book?

J
M: No it is not.

(L=}

1= 0= | =
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There, they alsc charge about the same.

Bocks help. In the old times, there were
no books, radie, TV, or electricity. Music was a form
of passing time. People worked and there was music, and
those were the times when masic advanced the mast. In
the 16th century, classical and flamenco developed.
There were no other forms of entertainment. 1n those
times they needed no books. They did music all day long.
But in modern times there are many distractions, like
TV, radio, news, papers, too much noise, Cars, nervous-
nesa, fast life. We do not have as much time available
to us to spend three or four hours at the guitar. You
need other ways to learn. From a teacher and a book.
You need both. Listen te records too. Concerts. I
don't think that a bock can teach you e=verything, but it
will help. Technigque pointers you may forget you will
find in a bock.

Why are your books written in English and Spanish simul-
tanecusly? Are many of your books sold to Spanish
speaking students?

: No. My idea in writing them in Spanish and English was

that, besides my being Spanish, I wanted to convey a
certain feeling that only the Spanish language can
accoaplish.

How often do you travel to Spain?

About every three years, and I stay for a month.

Do you get any ideas from what is going on in Spain?
Sometimes, especially from my old tescher, Rafael
Nogales, who is like a member of my family. You don't
come back with great ideas, That is all done today on
recordg, but it is your soil and nice to put your feet
on it once in a while.

: Where dc you £ind the best flamenco in Spain, Madrid?
Andalucia?

Madrid, because it is the center of spain. The flamencos
come to Madrid because there are more opportunities. But
it is unpredictable. Maybe you go to a cabaret and hear
nothing but rumbas and bulerfas, "mucho ruido y pocas
nueces," like they say here "a lot of smoke and no Eire.”
There were a couple of very good places, El Corral de la
Moreria, and El café de Chinitas. There is where
Serranite is, but it may have been closed, or 2o I heard.
I1s there much difference in the way they teach in Spain
or here, in their technigues or philosophy?

I think that it depends whether you £ind a competent
teacher. There are many good guitarists in Spain, but

it is not necessary to go there to learn the guitar.
There are many good teachers here, not only with the
experience in the guitar, but we have spent at least 20
years playing on stage before,so we have the experience.
I have heard

that in Spain they do not explain as much. These of us
who are here have become molded to the American ways.

Americans like to know the reason for doing things a

certain way. They like explanations. For example, if
you want to learn guajiras and you ask what is a guajira
and the teacher rells you it comes from Cuba, that is

not a sufficient answer. Because everything has a reason.

AUTHOR FRANK CAMPBELL LEARNING THE FINE POINTS OF
FLAMENCO WITH MARIANO

Those of us who are here must be prepared to answer those
guestions for people. As I explained in the concert,
gquajiras comes from Cuba, true, but the word comes from
the Indiané and means "senora" and guajiro means “gentle-
man." The Indians from Yucatdn and the Araucos from
Colombia and Venezuela used the words tog. Then if you
can explain that to a student, he is much more likely to
understand. Also technique pointers, such as what is a
measure, such as 6/B or 3/4. Here everything has to be
explained, and those of us who are here are better quali-
fied to teach for all those reasons. And, in dancing, it
is the same. It is harder for the foreigner who goes
over there without preparation. An interesting thing
happened t¢ a student of mine some years back, It was a
girl from %an Francisco. She went toc Madrid, pigued by
curiosity I guess about studying in Spain. She thought
she would learn more and more authentically than here.
She was a woman of some means, Stayed at a nice hotel on
the Gran Via, and asked for a flamenco guitar teacher.
The fellow that came wanted to give her more than just
gquitar lessons, if you know what I mean. It didn't take
her long to discover she knew more about guitar technique

MARIANO COPYING MUSIC
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and could play better than 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 Jnow that we
can do a good jok teaching right here. And that is the
way it is! Who ip Spain could teach better than a Mario
Escuders for example? Or Juan Sarrano? Or Juan de la
Mata? Or Rene Heredia? We have been here a long time,
and understand the way it works best for people here,
whethar they be beginners or advanced students.

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

have you?
Good onas no. Never have sean one. To tell yosu the
truth, it is very difficult to write flamence music. It

was never written before, and the ones who want to write
it usually have to seek help from a musician, frequently
a planist who can write music. But that musician can't
play flamenco guitar, and that is a complication, hecause
the guitar is & very personal thing. To be able to write
music for the guitar well, you must be a trus guitar pro-
fessional, be a concert artist or a teacher who can think
of the student. A planist can wrlite chords that are
impossible to play without hreaking your fingers. The
same chord could be played perhaps in a different, nuch
easier, position. As an example take Tarrega, whi was
not only a composer, hut 2lso a magnificent guitarist.
all of his chorgs flow easily, one after the next,
effortlessly. 5o, if you want o write, You must write
yOur opwn material, yourself.

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

Wwell, I always tried to write relatively simple things.
although there is onothing really that simple, especlally
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 writing a book that my students could
use at home. One thing led to ancther, and now I am
working on my fourth one.

Do all of your books have cassettes?

yo, the first konok is now out of print, so right now I
snly have two, the first one, Flamencn Guitar, published
by Oak Press in Naw ¥ork, and the secOnd cne I just
published.

Talking about playing techniques: Sabicas, Marino Escuderd
and yourself use a foot stool, but carlos Montoya and
Paco de Lucia do not.

I always played without one, but when 1 began tn teach it
became more comfnrtable to use one. Sabicas was the first
nne Tt use nne in concert. It is the same as the old
way to hold the guitar that you see in old drawings and
paintings, except that you use a stool.

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

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

grod deal of physical strength that most women dn not
have, I think. But there are a few women who are wvery
good- indeed, like Donna Aeyes for instance. GShe plays in
La Tarantela in Stevens Creek. Ard there are nthers who
are doing well, too, The flamencno guitar can be meliow,
but alszo epergetaic. 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 Feyes is the best one I have heard., She studied
with me here and then went to Spain; she also stuied in
New ¥ork witk Mario Escudero. She hasz an excellent teche
rigue.

: How 2145 you happer to sectle in this area?

I liked Amer:ca, was married here and decided tn stay,
gsettling :n San Franciscd>. Here I started my schoel to
teach flamenco guitar ani gave sOme cOncerts, both snlo
and with nther artists who were alsd in this area. The
first artist 1 found in San Franciscs was Chinin de
Triana, a "Cantanr por tedos lnos estilos,” withk very
good compds. With him I did an albuam for Fantasy
Rechrds. I also did apother solo one far Capitos. The
same year Pilar Sevilla, a great danze and singing artist
came to town. I workKed with her several times. In 15SH
I opened a cabaret in 5an Frantisch called "El Patic
Andaluz." Ir 1960 I sold it to devOte mys=1f fuall tire
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to teaching the guitar, because that is what I like to do
most, and still do it today. I wrote my books to help
thnse who enjoy playing this beautiful music from the
south of Spain. I give concerts octasionally. In those
times there weren't very many aficionadfs in San Fran-

cisco., There were 2 few of them, some very good
["fenomencs"]. COne of the first ones I met at a party
was Mr. Ernest Lenshaw. 1 have never seen such an

aficiorado like him. He made castafiuelas and danced.

A truly remarkable man indeed. Annther great aficlonado,
who alsc became my student was Harry 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 also met Rosa Montoya, a great artist
whe has her own studio. I have worked with her. Other
dancers with whom I wirked in San Frapcisco are Cruz
Luna, Nemesio Paredes, Maruja Vargas, Adela Vergara,
Carnlina, Diana Rlexander, Ricardo Orellana, Jaime
Valenzuela, Rubina, and Patri Nader. There are, nowa-
days, many Other artists in this area, dancers as well

as guitarists whe deserve admiratinn. 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 good and I admire and respect them, such as David
Jones {(David Serva) wno lL:ives an Madrid as o 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 Jshnson, and
Cristopal. An interesting thing happened with 2 student
from San Juse in 1975, He came to me t0o study with the
thought of pecoming a professional guitarist. He had a
wery poor guitar and he tols we he intended to build
himself a flamenco guitar himself. He took some measure-
ments from my guitar and went aheaé and made one for
himself. The product was so good that I told him tno
ocontinue making them. He has become an extraordinary
gaitar maker, to the point where Sabicas plays a guitar
in concerts made oy this young 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 tono.

Tell us about some of your difficult students.

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

He had been 1n the XOreap War and his hand was deformed
because of an injury. I thought, if I am going to he a
teacher there will be no one who walks in through this
Goor whom I will turn down. Andg I took him on, and
taught him several things in the guitar. Thesze are some
nf the challenges and rewards of teaching. The chall-
enge, like the case I told you, ané the satisfaction of
seeing results. Another time, a student came TO me, a
Vietnam veteran whe had lest the middle finger of his
left hand. He had tried to take lessons from a classi-
cal guitarist, who saw him, got scared, and told him
there was a fliamencoc guitar teacher whi was pret:iy goeod
and might be willing tc take him on. 5o he sent him to
me. He came and £2ld me he wanted to play wery much,

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

scme positions for him of course, 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 yOou imagine how many I have had
in 28 years! Chinese, Japanese, nuns, priests, dictors--
Like you. Oncs I had aboot 15 docuors. oOne of them
used t> ask ms for an aspirin every time he came! I

have 2 studsct who has a very high position with Lockheed
kere in Sunnyvale, his came is Tom Pavelkn. 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

He
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J: What techniques for study, do you recommend?

M: There must be discipline. Most beginners will grab the

- guitar to study and will start playing their bulerias,
rumbas, or farrucas, or whatever, without reviewing the
basics carefully. This is very important. The best
thing to do is to start off with some picado, maybe a
couple of long scales, and not toc fast, but firm. Then
go on to arpeggics, tremolos, or something like that,
with a routine, with discipline which may take you 20 or
30 minutes. This will warm up and loosen your hand and
you'll play better. If you are pressed for time take 10
minutes, but you need the exercise. Everything requires
training. The runner who wants to race, the boxer, etc.
The guitar is no different. I have been practicing
karate for three years because this is a sedentary job.
I am always sitting down. I thought I might have scme
arthritis in my right arm. So I decided I needed some
sort of exercise. If we spend our entire lives sitting
down, we need some exercize. I didn't know what to take.
One day I saw a school of karate around here. I became
curious and decided to check inte it. I was a little
shy at first because I was much older than everyone else,
but once I got into it I lost my shyness. We practice a
combination of karate, kung-fu and tai-kondo, from Japan,
China, and Korea respectively. Different styles, aiming
at self defense, that complement each other. They re-
guire concentration, and like music, you must memorize
some variations. There are seven levels, or belts in
this school. White, orange, purple, blue (which I have),
green, brown, and black. They reflect knowledge and
skills.

Do they help to play the guitar?

Does meditation help? Well no, I do not believe in that.
Karate has some relationship with playing an instrument
that it helps you relax, to be in control. If you are
tense you can't play. At the same time, when you need
to play strong you can do so. Same thing for karate.
Especially kung fu, where movements are smoother, more

gentle, almost like dance, but when you need to throw a

strong kick, you can break someones' neck. The hand is
always loose, relaxed, and only tenses up when it meets
its target. Just like playing the guitar. Like I saw
in a movie about Manolete. I saw him fighting the bull
with his cape, which looked like a piece of silk. He
was relaxed, elegantly dodging the bull at the last
split second. It is like that in karate, playing the
guitar, or fighting a bull. You must control the situa-
tion. Once they asked a famous torero what was the
secret behind being a bull fighter. He answered, "To
be two feet away from the horns of the bull and remain
cool, in control." So there is a relationship with
karate. If you want to play before the public and your
tendons tense up, you can't play. A good teacher will
help you learn how to relax. To stay in control in
front of the public also takes years of experience.

J: What is the most difficult thing in the guitar?
M: Recording is very hard because you are there in that

room all alone. The scund engineers are in the glass
enclosed booth. A red light comes on and you are
sitting there feeling like a mouse and you are supposed
to start playing with feeling in such a cold environ-

UPPER LEFT CORNER: CANTAQR ANTONIO MAIRENA, GUITARISTS ANTONIO ALBAICIN, MARIANO CORDOBA
AND RAFAEL NOGALES (MARIANO'S TEACHER) TOP CENTER: MACLOIRA RUIZ, FLORA ALBAICIN, THE
GREAT ANTONIO, ROSITA SEGOVIA WITH COMPANY IN FOREGROUND




PAGE 12 JALEO - OCTOBER/NOVEMBER/DECEMBER 1984

MARIANO ACCOMPANYING ANTONIC, FLORA ALBAICIN AND CANTAOR MANOLO VERAS, PARIS 1953

WITH BALLET DE ANTONIO 14953

LEFT TO RIGHT: ANTONIO ALBAICIN, MARIANO CORDOBA,
"EL MORAITO DE JEREZ," ANTONIO MAIRENA, FLORA
ALBAICIN
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ment. Playlng for TV can alsoc be difficult. Everyone

i1s silent, 5hh!, three minutes to go! It is difficult,
much more so than live in concert. (In concert Mariano
appeared in his element, like he was giving a class.)

In a concert, like anything else, experience counts.

You can "crash" if you get nervous and begin to make mis-—
takes. It is well to sit down and explain a little about
what you will play, to prepare the audlence so to speak.
You will win them over to begin with, and you don't have
to do Fancy stuff to be liked. The public is a little bit
anxious too., They don't know what you are going to do,
but if they see that you are reladxed and in control of
the siruwation, they can relax too and enjoy. You are in
command. But i1f the audience is in command you will
fail. But, hard as it is, to give a concert, 1s sasler
than to play for TV or a recording studioc. The first
number may be a little tense, bur the second and subse-
guent ones Will be better. Mot in a recording. Ewery-
thing is expected to be perfect.

Any difference between European and American audiences?
They are equally good. Depends upon the place. Where I
gave the last concert (the Douglas Beach House], the
people are very knowledgeable and you can't fool them.

A

tr

There wasn't a single person in the audience who wasn't
listening attentively. In the theaters sometimes people
go see Segovia, expecting him to play flamenco, or
Maontoya to play classicall

Lo you share in some of the superstitions about peteneras?
In 1355, when I was with the ballet of Antonic in Washing-
ton, I was practicing in my “"camerine"” by playi
peteneras. Then, Don Antonio Mairena came by and beocame
furious, saying te me, “"knock 1t off! Qon't play thatt™.
At first I thought he was joking, but no, he was dead
serious. That superstition comes from La Petenera, an
artist and beautiful woman. Men fell in love with her.
She was from Paterna, a town near Jerez Je la Frontera.
Ir those small towns everyune Knew everyone e They

e}
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began to compose all kinds of songs for her. After she
died, a dancer dropped dead on stage while dancing
peteneras, and maybe that is where the superstition comes
from. There are many other superstitions about salt,
ink, and what nct. Then people said she (la Petenera)
was a witeh. Then gypsies said she was a witch, and

they won't let you play peteneras.

How about rumbas?

There are some flamencos who will never play them. It is
a light flamenco, but it can be good music. One thing 1s
if you play Rumba in cabarets, not a serious flamenco,
just a "cachondeo," but a good rumba can be played in a
concert, like this one I wrote (he plays it for me on

the guitar, a beautiful and elegant piece indeed). Rumbas
can be classical pieces; I like them. I do not like it
when they play nothing but rumbas and bulerias all night
long ("encabezonados" in one single thing). There has to
be some variety, then it is all right. Any kind of music
can be good if it is done well.

and indeed, that is something Marianc does very well. Mil
gracias, maestro.

LIST OF MARIANO CORDOBA'S RECORDINGS:

Columbia Mo. SCGE B0.019, with Antonio, Carmen Rojas, and
Rosita Segovia. Recorded in Madrid, Spain.

Odeon Nos. 1B4.812 and 1B4.828, with Antonioc Molina and

Flora Albaicin. Recorded in Barcelona, Spain.
Fantasy No. 5005, with Chinin de Triana. Recorded in San
Francisco, CA.

Capitol No. PB574, solo. Recorded in Hollywood, CA.

BOOKS BY MARIANO CORDOBA:

Escuela del Flamenco (out of print)

Flamenco Guitar. @Jak Publications, 1271.

Traditional Flamenco Guitar Veol. I. Mariano Cordoba, 1982.

Traditional Flamenco Guitar Vol. II (in print). Mariano
Cérdoba, 1284
VARIATION POR BULERIAS
B6Y MARTANO CORDOBA
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[fErom: Sur Dominical, Sept. 2, 1984; sent by Brad

111 BIENAL

DE ARTE FLAMENCO

PABLO JULIA

ANGELITA VARGAS

PROGRAM

Blanchard; translated by Paco Sevillal

The III Bienal de Arte Flamenco Ciudad de Sevilla is,

without doubt, the most important of festivals.

It is too

bad that Malaga has never been represented in the program.
Here is the complete program of events, which this year

focus

Sept.

Sept.

Sept.

on the guitar:

12--"Noctumo a la guitarra, y-a Sevilla": Felix
Grande, Rafael Riqueni, Romeroc Sanjudn, in the

gardens of the Torre de Don Fadrique.

--"Giraldilloc de Baile": Marioc Maya and his theater
flamenco; including Rafael de Alacald, Concha
Tdvora, Juan Ferndndez, Pepa Herrera, Isidoro
Carmona, Paco Carrillec, Manuel de Paula, Miguel
Lopez, Juana Amaya, Pilar Heredia, Charo Cruz,

Juan de los Reyes, José el Lele.

13--"La Casa de Los Habichuela": Juan, Pepe, Luis, and
Carlos Habichuela, José Menese, José el de la Tomasa,
Carmen Linares, Tia Marina Habichuela, Manolete and

Manolo Santiago.

l4--Drguesta Bética Filarménica, Victor Monje

"Serranito," José L. Gomez.
15--Manclo Sanliicar.
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Sept. l6--"Togue, baile, y cante en familia": Manuela Sept. 28--"De la Tristeza y de la alegria": The meeting of

Carrasco y Joaguin Amador, Pepa Montes y Ricardo jazz and flamenco.
Mific, Concha Calero y E1 Merengue, Antonic Sudrez, Sept. 29--"Homenaje a San Juan de la Cruz." Enrique
Pansequitc, and Romerito de Jerez accompanied by Morente. "Clasicos."
their children, and "Triana." Sept. 30--Manclo Canc.
Sept. 17--"Recordando Diego del Gaster": Fernando y Bernarda Oct. 1 --Eduardo Falu.
Paco and Juan del Gastor, Dieguitc de Morédn, Oct. 2 —-Manolo Castillec.
Joselero, Miguel Funi. Oct. 3 —--The Guitar Chamber Orchestra of Madrid, Jorge

Sept. l8--"Sonios de Jerez": Manuel Morao, El1 Sordera, Cardoso.

Paco Cepero, Fernando La Morena, Manclo Parrilla, Oct. 4 -—-Pepe Romera.
Ana Parrilla, La Paguera de Jerez. Oct. 5 --Paco de Lucia.

Sept. 19--"La Familia de Los Amadores": "Pata Negra" Oct. 6 --Orchestra of Misica Andaluza. "Camino"
(Raimundito y Rafael), Diego Amador and Juana la Oct. 7 ——Camardn and Tomatite.
del Revuelo, Ramén Amador and El Boguerén, Angelita Oct. B --Juan Pefia, Pedro Pefia, La Perrata, and Pedro
Vargas. Bacdn.

Sept. 20--"Soleras": El Poeta and Naranjito de Triana, Oct. 9,10,11--"Giraldilloc de Togue " (finals of the contest
Manole Brenes and Beni de C&diz, Felix de Utrera of Professionals): Pedro Bacdn, Manolo Franca, Paco
and Luis Caballerc, Pericc el del Lunar and Miguel del Gastor, Rafael Riqueni, José Antonio Rodriguez,
Vargas, Farruco and E1 Moreno. Tomatito.

Sept. 21--"Jbvenes guitarras andaluzas": Quique Paredes and Oct. 11 --"Fin de fiestas," with Los Montoya.

Antonio Chacén, Manuel de Palma and E1 Pele, Oct. 12 —-"Maestros": Calixto Sdnchez, Enrigue de Melchor,
Antonioc Sousa and Diego Clavel, José L. Postigo and Mario Escudero, Matilde Coral, El Mimbre, Rafael
Paco Taranto, Mancle Franco and Aurora Vargas, Ana Fernédndez, Manolo Deminguez, Chano Lobato, Paco
Maria Bueno, Rafael Alarefn and Jarrilleo, “Alameda. " Arriaga.

Sept. 22-_"Desafioc de Fandangos": Alosno.

Sept. 23--"Ecos de la Alameda": La Tomasa, Pies de Plomo, L
Eduarde de la Malena, Chocolate, Manolo Carmona,

Enri ontes, Fernanda Romeroc, Fregenal, Joselit
Ll rresEnE ° COMPLETE SUCCESS FOR "LAS NINAS"

Sept. 24--"Lo gue es Cddiz": Fiesta of compés and gracia.

Sept. 25--"La Fragua del Tic Juani": Metales de Jerez, [from: El Correo de andalucia, Sept. 25, 1984; sent by
"Vanguardia." Brad Blanchard; translated by Paco Sevilla]

Sept. 26--Finals of the "Concursc Nacional de Jévenes .
Intérpretes de la Guitarra Flamenca". Plus the by Manuel Rios Vargas
debuts of Paco Aguilera and Toti Soler. In the patic of the Hotel Triana on the 17th a great

Sept. 27--Finals of the "Concursc Internacicnal de Jévenes flamenco event took place under the auspices of thé TIT

Intérpretes de la Guitarra Flamenca." Debut of

Gualberto.

Bienal de Sevilla -- the day, "In the Memory of Diego del
Gastor." The place was filled by a public that wanted and

D1EGITO

D MORON
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knew how tn listen and was inflamed by the ancient ances-
tral eecn of the eternal "Nifas" de Utrara, who achieved a
clamorous triumph. A& has becoma traditienal in these
events, it began 45 minutes late.

Andorrano cpensd the night, accompanied by the guitar nf
Juan del Gastor, with some cantes por bulerfas that had a
superabundanca nf compds and ability, although he was a
little cold; we all understand the difficulties invelved
in being first on the program.

Rieguito de Morsn followed with his performance as a
soloist. He is probably the most representative guitarist
of the dynasty, reminding us in many momeénts of the un-
forgettable Diega, aspecially ip the togue he did por
tulerfas.

Then it was Jaselera's turn, accompanied by his son
niegquito, and he sang acceptably por soled, malaguefia (as
he called it, although it saemed more like a cartagenara),
and closed with tango; Joselerc sang with the flavor and
knowladga that the years give cne =- he has 74 of tham --
demonstrating that they are also unforgiving.

Oonce again the Gastar guitar dynasty, 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 due to the insistence of the audience.

Then arrived the mcoment that all had been awaiting --
the turn of the eternal “Nifias™ de Utrera, both accompa-
nied by Faro dal Gastor. Bernarde began, por buleria,
with bravura and complete fgarlasstess, heating up the
atmosphera so that her sister could shine, por shled; they
finished with each singer por buleria. The auwdience was
aflame and on its feet; for many minutes they continued to
applaud, & ciear damonstraticn of their knowledge. It was
definitely a completa success that was harvested by these
two gypsies from Utrara.

The crowning touch was the perfarmance of Faco Valdepefias
accompanied by Juan del Gastor. What a prnfuse display aof
artistry! What elegance in all of his movements! As the
program said, he really reminded us a great deal of
Anzonind.

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

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

PASSIONATE COMEBACK OF THE "CANTAOR"

(from: El Pais, Oct. €, 1984; sent hy Brad Blanchard;
translated by Feco Savillal

by J.M. Pérez Qrozco

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

The arrangeasnt of the "cycles® [thematic programr far
each evening], as well as the artists within each of them,
has been a complete success; they have grnuped different
themes so that sach is in its proper placa with its own
pecple, where the artists can feel approval and giwve the
best of themselves. This has been aided also by the choice
of diffarent sites for the concerts.

The "Triana® cycle ended with shows by twe different
generations, "La Nueva Triana" and "Solera,” which included
artists that are assificiated with the flamenco style of
this barric--a pawsrful place--that has been qualified hy
history as the crucible aof cante, alluding to the process
of fusion end purification that flamenco undergoes there
continuously. Thiz integrating attitude of the musician of
Triana is clesarly dempnstrated in the performance of "pata

Negra," an instrumental duo composed ef Raimundo and Rafael
Amador, who are cursed by the conservatives of flamenco fir
their musical incursions into blues and rock. But it is
lopossible to deny that their diabolic sense of rhythm
creatas one of the best coupases por bullerfas tR be heard
today, a fact which you can demonstrate easily for yourself
if you listen to the guitar accompaniment on the first
record by Los Montoya.

Tha athar dimension of Triana, mysterious and distinc-
tiva, was given by Farrucc, who danced a long time por
saled, in spite of the delicate state of his heart. In
the baila flamencc, Farruce represents secrecy, tragedy,
rabellion, and the sublimation of all that into a radi-
cally personal art; he elertrified the audience in a
numbar of moments with the greatest communicative tension
that has been experiencad in the Bienal up until that
time .

Tha "Alameda” cycle began in tha Plaza del Lucero, with
a show callad "Musicas. del Sur,” where the ald Andalueian
folklore--La Alpujarra, E1l Alesna, and the ancestrai baile
de cascabeleres--was brought together.

The other three voncerts that made up this cycle were
the best of the cora of flamenco in The Blenal. In the
first cne, the perfarmance of Manolo Fregenal stands outs
he had an exguisite taste in ths interpretation of his
fendangcs and hularias with an ancient but very facll
thread of volca. Tha married couple, Tomasa/Ples de Plomo,
performed saparately, he with some magnificent soleares,
she singing emcticnally por siguiriya with cantes of
Manual Torre that she learned a5 a child seated on the
knees of the giant, Chocolate; who also demonstrated his
quality, insisting on very long tercios of siguiriyas.

"Lo gue sa C&diz" was the second of these concerts that
were nourished primarily by non-professichal artists who
have the euthentic flamencn "stuff." In this, as in the
athers, there was a notable diffarance between the indi-
vidual perfnrmances and those of the fin de fiesta [grand
finale]; this is understandable, not cnly beranse of a
lack of stage experience, but because the fin de fiesta
of ten reachas the point ef being a staged version that
resembiey a2 flameaco gathering whare there are the bast
circumstances far the production of this art. Gracia
gaditana overflowed frnm Jinetn, Felipe Scapachin, Chini,
Curra, La Gamba, and Pablitas, among tithars.

"La Fragua de T{o Juani®™ clased the "plamada®™ cyclae on
the 25th... Tha firat Scen2 in the shiw was a string of
tonds and martinates by Tfc Juanl and his snns, El Gordo
and Mang de Jeraz, while they made a metal toel on a
portable forge placed an the stage. Usually, with reason,
there is criticiem of the drematic flamenco shows that
have been done in racent years. But we have here a
flamenco show of quality; the actars are not pretanding,
because they represent the role that they live every single
day, where tha symbolic content of the forging 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 euthentic as the martinetes of the family of Tieo
Juani.

If this raprasentatinn of the forge rafars to the birth
of the cante, the postscript of tha second part overflowed
with demonstrations of the camplexity, delicacy, and
harmony that flamenes has achievad today; it was a fin de
fiesta that the audiance--entranced--extended by calling
for the artists to come back again and again. There was
the anclaent beauty ¢f Tia Juana de El Pipa, the tremendous
sparceness of the cante cf Tfa Anica la Piriiflaca, the
spendor of the dance of Luisa Tarra, the miniature and
tiny steps of La Tita--to mentien just the older, venerated
aritsts,

The "Vanguardia" cycle has created the greatest argu-
ments up te this peint; it is debatable whether thare ls
any connection betwsen the paths of scme of the musicians
who were included and flamence. An excepkion was the
performance of Totl Scler, wheose guitar incorporates very
diverse musical influvenzes and then mglds them into a
personal sound. In some of his conpesitions there ware
perceptible flamenco weters or phrases that had bheen
learned from the fountain of Diago =l del Gastnr,

* k%
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THREE MEMORABLE SESSIONS

{from: Sur Dominical, Sept. 2, 1884; sent by Brad
Elarchard; translated by Paco Sewvilla]

by A. Alvarez Caballerc

Sevilla, Triana, and the Alameda. Here the art of
flamenco wrote many pages of history that are not to be
found in any bock. The III Bienal de Sevilla had the
success~~cne more amcnd the many that should be recog-
nized--cof bringing one of its mbst emotional cycles to
the Alameda. The plaza of the Lucerc, not to be found
in any strset map, was the site of three sescsicons that
I fael no doubt in calling memcorable.

Yoems Se la Alameda® brought ue the cante af some old
names who ars almost forgotteh today and were never rsally
well-known. Manole Fregenal will go down .n history as a
sihger of a personal siyle of fandangos and nothing more.
with very little faculties remaining to them, these
artists continue te sing in a manner very different from
that of today, and they have their enchactment. The case
of La Tomasa and Pies de Plome, married ir real Life, is
different; they are examples of artists that the general
public does not know pecause they did net make singing a
professicnal career. The parents of Josd el de la Tomasa~—
one of the most solid of the young gensratidn of cantacres
who are demanding their place--, Tonasa is the daughter of
Pepe Torre, brother of Manuel Torre and alsc a tremendous
cantacr who was perhaps overshadowsd by the glary of his
brother: the aire of the siguiriva of Tomasa carries the
mark of the family, its arema, 2nd the version she gave us
was priceless. Pies de Plomo, a payc with Italian ancestry.
came out singing por soled to blow ymur mand and did the
same wlth fandangos de Carponerillo and bulerias caracoleras.
In the same program was Antonio Nifiez "Chacclate®™ with an
inspired pesrformance.

"Lo gque es CEdlr" offered us a chance to gt to know
ancther group of artists from that city, whe 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
cadir that is so subtle, so grand, withouk shrillness,
meant to be relished. There were people from the family of
La perla--her husband, Currc la Gamba, her son, Jose TOrrss,
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 Revuelo; and Alfonso de Gaspar, who should hot
have sung cuplés; there was also the brothers Pablito ani
Jineto, two bailaores 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 huleria. "Lo dque es
Cc&diz" is...nmucho Cadiz.

And Jerez...Jerez was too much! Just to sze those fwe
sld women on stage, those two ungraceful buwrn't cut hodies,
84 year old Tia Arnica la Pirifiaca and Tia Juana who iz
almost 8C, was a moving and touching experience. Cheerful
and happy ts see how they were received and acclaimed by
an entranged auvdience. Le Pirifiaca, who came aqut with the
aid of a cane, proncunced the first "Ay" of the siguiriya
and we were all struck speechiess, shivers ruaning through
us. She didc't sing long, she is ne longer anla, but she
still bas the rajo, the echoc of an art that is not much
more than a memsry in many volces Like hers. Tia Juana la
del Pipa alsc 3id her thing, doing & few steps to the
rhythm 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 daon't be-
lieve anvthing like it carn ever be repeated. It was an
explosicn, a joy, adrunker orqgy of art offerad by thase
who are especially gifted for it: MHanc de Jerez and his
fatker, Tio Juari, anc brother, El Gordo, Marigazta sclaa
ars Tita--sisters of the much mourped Terremcto--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 Chicc and Carkonerc. hnd, for e and all of
those who had the privilege tc find curselves there that
night, the memcry that will remain ferever in cur hearts
is the image of some little steps marked with the aid of
a cane, while the cther hand lifted the dress--the duende
and infinite gracia of Tia knica la Pirifiaca. Mucho arte!
Mucho arte!

il  —

MODORRA Y SOPORRA
FESTIVALERA

from: El Zorrec de Andalucla, July 24, 1984; translated by
Pacs Sevilla)

by Bmilic Jiménez Diaz

The basic def inition 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 &f the summer
flamenco festivals, in which the public becomes sleepy froo
boredom on not a few of the long nighrs.

Clearly, thers are wary 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 pored "medorrss”™ exist and far out number the
stcic "cabales" [kncwledgeable aficicnades). Iz is not
necessary to call a fortune teller, nor use a magic crystal
kall, nor 2ven be especially intelligent to figure cus 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 imagihatien ¢n the part of the artists, who do not
renew their repertoire, dec npot change, and gontinue with the
@me program for elight, ten, or twelwe years; 20 scme

~occasions boredom 1s produced by a poor combipation of

artists, or all the singersz dcing the same styles —-

festeros, or from the Levante, for example -- wher the ideal
would by, if possible, to pressht a variety; boresom --
why not -- due to the length of the events, making it impos-

sible for an audisnce to remain attentive, whaile sitting in
seats that are normally uncemfcrtable, for sixz to eight
hours 2{ performance.

hnyore who possesses 2 minimum capacity for observaticon
will have been able o contemplate the signs, worthy of
being captoresd by an expert camera: mouths hanging cpen,
eyes that oper ard clsse intermittently, legs that cross and
uncreoss, sigraling an wnusual nervousness, chairs that move
as the occupant looks for an impossibie position of conmfort,
atc. Thos is the "zodorra" and, as we said, there are many
"modorros, " conguered by boredom.

A few days ago, scile organizers in a town near Sevilla
gave testimony to what I write today, saving: "Es que ne s2
pué aguantd, es que siempre 12 mismo, lo miswo y lo misms,
e30 s5i, mencs gl caché" [It can't be put up with, izs al-
ways the sam2, the same, acd the same, that's how it is,
except for their pay!]

So let the artists at least change their repertoires:
they must have samething new to sav through their cante!
Becanse there ar: “"modorros" whe start right away, during
the =zecond or third cantasr; othere-start about two or chres
in the morning, and scipe -- such as the mayors, authorities,
apd invited gquests who have 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 Lhte stupor, that morbid and unforgiving state of slesp.
From "modorra," dear reader, to "scporra" [stumee]. Tha sum
Will nhot permanently go down with the zummer 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 TRANSLATCR:

Antonio Mairena died a little over a yesar ago, and during
this year, flamenco circles in Spain have heen indndated
with posthumous articles, records, etc. I chose Lo trans-
late and send this article, originally published in the
Granada newspaper El Ideal in Novembsr 1981, and xepub-
lished in a special issue of Sevilla Flamenca dadicated to
Antonio Mairena, because it givas a vary desp and personal
Lok inte the decadent years of the opera flamenca - when
the flamenco we hear today really had to struggle tc
survive — and for its unique losk intc the cauldrén whera
flapwenco artists were - and still are - korn. Also, in the
anacdnte of el Piyaye, substance ig given ko an opinion T
have often heard in spain - that Aptonio Mairana was a great
creator of cantes who humbly pegged onto his creationg the
zythical names of artists from the past.

"1 WAS AS STRONG AS A HORSE"

[subzitted and translated by Brad Blanchard]
by José Delgado and A. Rames Espeie

The door of zur office has been opened by Antonie
Mairena, entering and taking off his hat. He wears shoes
with silver toes, a shirxt for fisestas, and the Fharoah-
like composura of 72 years of living and of first-class
art, His hands while talking, stretch, shrink and twist
to giwve reverence to the words. Mairena is the genjus of
the andalusian expression called cante. His kiggraphy,
recitals, recerds and hooks axe of a chiid in a biacksmith's
shop in Mairena de Alcor, Seviila, who takes off singing,
doesn’t stop, and flies through the world which inspires
him and crowns him with Liaves de Cro del Cante Flameneo:

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

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

“Because my father neadad me. After school he had me
punp the fire. I went th schhigl some days and sometimes.
Sometimes I went o the state schocl and othexr times to
private cnes. I never went more than 4 days. I had to
help my father. First in the shap, and when I was 13 and
could do moxre, I did ether jobs. Aand like that until 1922,
when they had the Llst ceoncursn de Canta 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 to
Granada at that time was a monstrous trip [un seflor viajel.
My father zouldn't come and he didn't have meney. In the
pueain they were telling him, "Why don't ybu take the boy
tc Granada?™ I was exgized. But we had to stay heme.
and lock, the first zime I came =0 Granada was pacause of
a zan I'll never forget. I met him in Sevilla because ha
was a pne-pf-a-kind aficionado. This was in 1936, the
yedr 2f thae Civil War. I met him in a big flesta. I was
reaily in bad ecoromic shape. He had me go ko the fiesta,
and gave me a tircy amount of meoney. And I said, "Yeou're
goirg tR Granada, no?™ and he said yes. And then I asked
him if e could do me a fawvor in Granada and that man +pld
me, "Within 5 days you'll go to Granada." And he had me
hera, like a king."

~-Who was that man?

"Frasquitoc Yerbabuesna.
also a prother of mice who was on the front.
pensidén benause I was sarning less than nothing. He took
me ot of there ans put me in the Mgtel Victoria. Later,
in the sarly sixties, 1 came to the Festivals zix years in
a row as a star."

Be toock 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 the baptisms, at
weddings, or when soma shew came to the pusble. and I
didn't stop deing family fiestas until I was good and grown-
up. My father, who had a lot of authority osvexr ma, would
take me to Sevilla for Semana Santa to listen ke sastas,
to hear Manuel Toxra, Nifie la Gleria. I always want avery-
where with my fathar. I remember that the first time he
put me up &n stage was in carmena. My father had a friend,
alsc a flamenco - and a cattle-trader too - and he had a
sister who perfoermed in tha café cantante in tha pushblo.

My father made me go up thaera with the guitarist. I sang
for the first time in my life way up thare on the tablao
stage. This must have Desn in 1323, In 1924 my fathar
t2oX me to & provincial-lavel concurss during the feria in
Alcald de Guadaira. And that year I won first prize,
awarded to me by Joaquin el de la Paula. Ona hundrad
pesetas for first prize.™

--Did you think then you would bacome famous?

"I don't know...And in 1925 Mancle Caracel, who had won
the 1%22 Concurse in Granada, participated with me. And
they had to give us two first prizes - 100 pesatas each -
ona for Manolo and one for me. The Concursce in Granada in
1922 was one happy idea of artists, intellectuals and
musizcians. Becausa the cante was in the most pitiful
state apd to earn woney with it, zere. Thers werae some
wonderful artists, but the art itself was in horribla con-
dition. aAnd those wen in Granada realized what thay had

to do, as some of us are doing now. Df coursa they didn’t
have the means of difusion that we have now. I also saw
how, laker, they took advantage of that same concurss to
exploit...I saw in the Riena Victoria in Sevilla how they
hootad Aptonis Chacdn and Wifa de los Peines. My father
covered his face with his hands, like a good aficionadg,
when he saw how the public reacted baefore such venerable
artists, hefocre the knowledge of Chacdn when he sang his
caracales and the public hootad. AaAnd the new singers
entering tock advantaga of this situation. I asked my
father why the public hooted when these venerahble artists
sang and later went wild when somecne sang the two or thres
littie things that were coming out then - Flowery fandangos,
"la Hija dg Juan S5imdn," one and another flowery gualira...
that genre that lasted fifty years. Because then, when I
started to earn a liwing irn sevilla, I didn't have émy
authprity, but I was as strong as a horse, less inteiligent
than teoday, but I saw that what was happening to the others
was happening to me: ny cante 3idn't have a market. 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. No "opera flapenco" wantad to give me a con-
tract because my cante didn't woxk for that. Not even one

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

--How have you managed to maintain that straight line
faithfui to the cante?

"There are a lot Rf gopd artists in the sawe situation
as I. Manuel Torre died in poverty. Tomds Pavdn died in
poverty. all of the artists, the dascers, came here in
1922, iike La Macarrona...they ware true geniuses and they
ded and wera Duried in Sevilia, in povarty. And we young-
sters whe loved that kind of art saw what was waiting for us.

Whent he war was over, Sevilia went downhill and sveryone
went te Madrid where therw was life fnr this art. A&nd it
wa§ necessary to go. Thers, there wera the cnlmacs, the
ventas--semetimes you'd find a fiesta with some drunks for a
few pesetas. Everyone who Wasn't in tha operas flamencas
went thera--the guitarists, singers and dancexs. I almost
diad then from the tind of life I led. The years went by
and I nevar saw the sun. And drinking--I drank everything
thare was to drink. and I feli sfek in bed in a pensién in
Madrid, and when X didn't have any more money to pay the
pensidn, T said to myself 'Where am I going? I'li have to
ger. put of here to earn a living.' Then they locked me up
to go abreoad with a ballet, with Teresa y Luisillc. They
paid me whataver they felt like. And I left for the 2,500
French franks that they gave me. I want as part of the
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graup . But that got me out Gf the life af drinking and
staying 9p all night, from that life that could've killed
me. And mwany things happened. I wash't treated with
importance; I was like an adornment for the dance. And I
alss sang far Pilar Lépez two ar three months in Madrid,
for Caymen Amaya, far PastOra Impsrin faor a long time in
El Duende, until Antapnis realired he needed me for his
bailet flamenzn, I was geod far him. And it was lucky faor
me. The cante s5till didmo't have a market, but in the ballet
I started to becowme knawn. ‘They renewed my contracts and
doubled the salary. Secause the press was saying that
Antonio had a great cantanr. And ten years went by and
flamenco thrived as it never had befare, in the Cpera de
Vienna, en la Escala de Milan. And I was economically
made over again."

--and yol became independent.

"That's what I wanted. And in Madrid I started with the
tablans af Pastara Imperio, Gitanilla de Triana...l started
gaing intn the tablans angd saying that this could be the
thread of salvatinon for el arte Fflamance; it would get the
artist out of the ventas and the cnlwaoss. In the tablaas,
the artist finished at three in the worning, he was paid in
a dignified manner, and he was free to go to bed. That's
now it started. And the public came to listen, the good
aficinnadas. So the artists started disappearing from the
ventas and the coimans 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 become what the ventas were,
that the "flamencs de jusrga” that you wanted to eliminace
has ended up there?

"Yes, yes. Because those benefitting from this have
never known how to de the necessary work, as for example,

I have been dolng for sixty vears. But the degeneratinn
camg. Because the public was in a situatinn where it ngeded
to he educated, and of course, the artist was the persann who
caould do it

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

"Very, 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 artist should be in
command and tell the public what is positive in the cante.
My job has been ta gec against the antli-cante."

~-hnd what ie the secret of your knowledge?
lgarn'

"I listened to the geniuses 4f that time, and it stayed
in my ear. When I listened tc cne anf thase 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
Dan sang por sclea’l

"Marvelaously! I met Juanilla in M&laga. That was before
the war. Because I used to try to earn a living in Milaga
Ln the summer. I met E. Pivayo there in Milaga in the

" Pasaje Chinitas. It was the first year I went to Mdlaga,
and I greeted the dawn drunk ic E1 Pasaje Chinitas. Mrid
they introduced El Piyayc to e in Mdlaga an one of those
early mnroings when we ended up drunk, a man with a huge
beard, gray hair, skinny, skinny, with a wide-brimmed hat
and a little old guitar, using an ¢ld clothesline for a
gtrap. He would play his tanguitcs and his verses, very
pretty. I was drunk in the early morning and they intro-
daced 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 pepnies. A man with sandals, half-naked, with a
little plate far bis begging. I gave him 5 pesetas (a let
of mcogy then). When he sew that I'd given him 5 pesetas,
he started: Ha, Ha, Ba, Ea! And he started kissing my
hands. 'Sing that scng again,' I asked. And he stayed,
singing me his verses; I kept those things of El Piyayo.
When I started recarding, no one knew about EL Piyayn and
I put his things Into tangcs malaguefios. It wasn't exactly
what be @id, which was scmething very simple, and I had teo
stretch them, 9ive them more clarity and hreagth, =0 their
mosicality would be more understandabis. The verses were of
El Pivayo. What I did was 9ive Mdlaga saze tangos, which
many malagueiios know today.®

be educated? 3ecause af the

Haw cid yau

--And why is that? Why dan't beginning aficionadns know
about Antonic Mairena's creative capacity and always attri-
bute your songs to singers from the past, when they really
are yaours?

“Besause ane cabl neither sat, noar swallow, nor destroy
history. If we didn't have histary, what would we be?
Becauge I wanted the name af El Piyayo to cantinue, and
for Mdlaga to remember it tomorraow.”

~-What have the gypsiss put inta the cante?

"A few branches of gypsyness [Unas ramitas de gitanaria]
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 that is well-sung. And everything well-
done has emctian and duende. Now it's true that when a
gvpsy frow this Andalusian geography sings por siguiriyas,
and another non-gypsy sings the same, the objective changes.
The music can be the same, but the sbjective changes.

The gypsy whe knows haw to sing doesn't pursue beauty.
nor call the attentian nf the public to whether the cante
is well ar paanrly done. The cante gitano hurts. It hurts
like when samefng pinches you. Ope thing is t6 not know
what it is...The nOn-gyspy can even 46 it tachnically
better, but the gypsy has anothar viewpoint. Of course,
this is only in the supsrb gypsy, and how nany come aut in
Baja Andalucfa? when will theres be anather Paetara, Nifla
de las Peines, whao was born last century? Right now we
can't see from where. HAow many more centuries will pass?
We have in history Mercedes la Sarngta, with her very
strong persenality; like Taomds el Nitri, who was given the
Llave de Ore. sut 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 told him: 'Maestre, you have the keys cf the cante.’
That's haw that award was given."

--¥nu were gpegking about the suffering of the gypsies.
What scffering do vou feel when yau sing?

"It happens tn me in certain moments, when the duende
is with me. I don't see the public applauding ar cheering
we. Uatil that peint, I don't turn an. There are artists
whe are always dependent on the publiec, lasking ta see if
their faces are centent, if they are tocands las palmas...”

--Haowever, the most faithful followers of your schaal
are nan-gypsies, like Menese and Calixto Sdnchez.

"Exactly, exactly."

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

"Everything is already created in flamenca. Flamenca is
in an endless enclasure, where thers are millisns of shades,
[variations] waiting far a hand ta pick them and develop
them, to take them up and make them known. That deor hasn't
been openad. Scome go tc it apnd immediataly cloge it.
Everything is already created. Like ir Triana, where many
shades of cante are buried. Now, they do something and call
it the cante af the potters. & little cante, nnthing more.
And tha<'s it. And that in Triana, the greatest empire, a
bottomless well. And I say that thase variatinns areg spin-
ning through space, waiting faor someans to grab them.™

--Taday Triana sounds more like flamencs rack.

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

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

"There are scome buchachos who are in gond form.  Because
of the positiaon I @ccupy, I am prohibited from prninting
them sut. The material is spinning around. The great
artists have been human beings. Chacdn was; Juan Breva
was. I'm nat supernatuwral. 1 don't think this will end;
it will exist while there is a warl

--¥ou said at the beginning that yau had the strength
af a2 horse. Now that you have the knowledge nf a genius,
how are you going kA centinua this work of the master?

"By toying to be as facthful as possible to the art.™
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CHIQUETETE: INTERVIEW

| from: El Correo de Andalucia, July 31, 1984; translated by
Paco Sewvilla)

by Pablc Jesds Rivera

--Can you remember when you were not much more than Pulpdn's
[flamenco promoter | chauffeur?

"0f course I remember him -- I care for him as if he were
my own father!"

--Bueno! Let's talk about the program we will see this
Sunday la television special -- one hour of Chiquetete].

"1 am bery pleased! I have represented an Andalucia with
class and incredible feeling [not clear whether he means
"he" or "Andalucia" has the "class" and "feeling" ]."

--But with lip-synch playbacks?

"Half were that way, but four of the songs were not."
--The outside shots were in the Patic de los Naranjos, the
Barrio de Santa Cruz, the Plaza de Espaiia, and...

"Triana, de mi corazdn, with its "Puesto de Las Flores,”
the Igle=ia de Santa Ana, the river, the Maestranza,..."
--aAnd three beautiful women....

"With the most beautiful, La Giralda, imn the background."
--Antonio Cortés Pantoja, describe yourself!
like?

"I am tremendously shy, as you know: and I tell stories
in the only way I know: singing. I have no tricks, I
express myself as I am."

--But don't deny tc me thar you have forgotten your flamenca
or tgins!

"I haven't forgotten them. So much so that in more than
one performance, they have asked me for siguiriyas, scleares
and other 'palos juertes' ["heowy" flamenco forms]."

--But how about those “potajés," "gazpachos," and “"cara-
colds" |festivals)?

"You are probably unawares of Lt, but every year I ask
them to include me in some festivals. For exawmple, I am
going to Cddiz, to the festival srganized by the Pena
Juanite ¥illar. And In the Colombinas, I will go to the
caseta of Los Marismenos to =sing flamenco."

-=Muy bilen. But how did you get started singing canciones?
"After having dedicated my Life to flamenco since I was

ight years old, Paco Cepe told me one day that we were

aing te put two canclones on a record that was otherwise

What are you

flamenco jondo. They were 'Tu y yo' and 'Las estrellas de
plata,'™
--And the bomb exploded!"

"That's how it was."

—-and then followed "Aprender a sonar" and "Ser amante."

“he first record of cancionss was that one, 'Aprender
a sonar' with ten songs, among them, 'Corazdn de acero' and
"Mare Manuela'."

—-As is the fashion among the famous from around here, you
have purchased a chalet in El aljarafe.

"in pPalomares. It is an incredible neighborhood -- all
the people are really good."

--And you are savoring the life of the rich.

"When one earns money, one desires to have all that
he has been lacking: a house in the country, a car, etc.
To be sincere with you, I will be rich if I can continue
at this rate for four or five years. I am working like a
beast. Monday I will arrive home at noon with five hundred
kilometers under my belt, going from Madrid to Mojdcar to
Sevilla."

--And, on top of that, you will have to be hungry in order
ta watch your shape.

"I eat everything, although I try not to overdo Lt
pecause of my tendency to put on weight. Some nights I
go without dinner, but then I ruin it by =ating sweets."”
--You must cry when you pass the windows of a pastry shop!

"The truth is that I don't pass by!"

--Who could ever have told you that you would reach a point
where you could charge a million pesetas per show?

"It still seems like a dream to me.™
-—And taxes, a nighupare?

"I have already pald a million and a half, and T still
fnave to pay property taxes."

--¥ou must have earned a lot to have paid that much.

"r'11l tell you that alsoc -- over twelve million."
~--We conclude the interview talking about Antonic's three
children: Antonio Manuel, Rocio, and Francisco Javier de
la Salud.

"The 'de la Salud' comes from my 'Cristo de los Gitanos.
and don't forget to mention my wife Amparo, we get along
phenomenally."

--As does everybody who knows Antonio.

S M——

MANOLO SANLUCAR
INTERVIEW

[from: Cabal, May-June, 1984; translated by Paco Sewvillal
by Alfredo Grimados

Manolo Sanldcar is, perhaps —- along with Paco de Lucia --
the professional flamenco guitarist who has achieved the
greatest popularity in today's world, although, as Manola
himself says, "Thanks, almost always, to the records of
which I am least proud." He has inherited a great tradition
in guitar playing; his father, Isidro, a breadmaker and
guitarist, took classes from Javier Mcolina, one of the
greatest figures in the history of flamenco, and twao of his
brothers are alsoc professional guitarists. Manolo is
decidedly partial to the evolution of the classic styles,
to experimenting and trying te incorporate new forms of music
that would enrich the traditional sonority of flamenco.

Flamenco finds itself at a crossroads. Some professicnals
try, as they have for some years now, to feel their authen-
tic roots, tc keep them free from adulterations and keep
them clear of the profane. Others, moving away from those
rocts, try to enrich them and lock for new means of expres-
sion. Manolo Sanlicar finds himself among these latter.

"I am in favor of leooking for new forms; if, in that
search, one percent turns out to be worthwhile, I belleve
that is sufficient. You can't sit there looking in the
wirrcr, thinking about the genius of the classical Elamenco,
while other types of music, other artistic terrains, are in
constant evolution. This, obviously, implies some risk,
but I believe it has to be confronted bravely...
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"Within flamenco there are big problews beginhing to
appear. There is a recard by Chick Qorea, "Espaia de mi
Corazén," that has a scied, siguiriyas, and a whole bunch of
flame o themes. Cdred 15 a jazz musician and he has
achigved 2 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 melds, is scmething that has always produced distur-
bance in all areas, beth artistic and scocial. Within
flamenco, the things that have been left for posterity have
been, many times, the result of accident. Befare, the
intallectuals scorned or ignored flamenca: now, Some of
them have entered into gur little world and, without stopping
to understand it, speak as if they know the absolute truth
and with an authaority that permits them to write in a news-
paper, publish a bock, or be self-appeointed spokesman--but,
certainly, there is an encrmous nesd te save the purity, the
genuine flamenco, and free the art from the great contamina-
tisn it has suffered in recent decades?

"Bien! But this business of the impurity, the adultera-
ticn, the preostituticn 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 that there has
never been so little talent in Spain as in the present
epoch. We don't have a Velizques, a Falla, or an Albéniz,
but we have other artistic persanalitizs. What you can't do
is to put the gemuises of completely Jdifferent epochs in the
game package, which is what happens a little in flamenca.
You have to lock at what existed before--El1 Nitri, los
Pavages~--3nd what there is now. You can't ccmpare twenty
years in the present with two hundred years af histary.”

--In flamenco, as in any other artistic world, a key
question involves knowing when to abandon an evoluticon that
leaves behind its well defined rgots in erder to inccrporate
glements that are foreign, that dilute the essence and per-
sonality of the art.

"I agree, but wha determines all of this? Flamenco is
very complicated. I have spent all of my life zccompanying
cantalres-—s5ince [ was thirteen years old--and the cantes
have never had an sbsolute rigiiity, have never been written
down so that it can oe said that they should have a certain
farm. Flamence has an gral tradition. 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 ‘ust cne, and
Antonico Mairena has compiled the historical cantes, but he
stamped them with his nwn perscnality.

"There 4re cantacres who find it absclutely impossible ta
imitste others. This is the case with Cakarsn; he will never
be able to imitate anybody eise’s cante because his perss-
nality is so large and styong that, whatever he does, he
makes his Own. The same thing used to 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 personality-

Something similar happens in bullfighting., Not in the art
Qf bullfighting, bet in the art within the are. Let me see
if I fan =Xpiain. A person ¢an be a worker in an art and
not he an artaist; he may lack artistic sensitivity. How
many bullfignters sre there who do two hundred passes and
don't make you feel anything--they lack duende. Flamenco is
not just a4 misical form, it is a way of feeling; you can't
tell me that something is alien to flamencce if it makes me
feel. FPor example, those cantss that El Chagueta use? to do,
where ne tcck papular scngs of Antonlc Machin that cowvicusly
were not flamenco and gave them a feeling, an interpreta-
tign, that brougat them into flamenco."

——Y¥es, but El Chaqueta hai it inside of him, in every
corner of his being, bDecause he had been nurtured and raised
on flamence. Today, people do not live as El Chaguets Zid
in nis infsncy and youth. With the progressive rultural
enviromment in whick we live, there is the danger that =agh
artistiz "parcel" 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-
tioned, kry To make them flamenco, and ens up with a
"porgqueris™ [Mtrash"].

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

sicnal demonstrates it te the pablic, but in & relative way;
that is not trustwcrthy means of ewvaluating whether he does
it poorly cr well."

—-Hombre, there is a whole ssries of conmercial nechan~
isms thatv influence the judging cf the prafessicnal--pressure
from the reccrding companies, promotisn...

"Ther., who tells me whether I am doing poorly cr well,
espacially in regard cc the subject we are discussing, be-
cause flamenco is a reflecuion Af life, a way of viewing the
warld. Flamenco has always belonged to the mindrity and
has not been undesrstocod by the general public., So how can
vou establish the truth about i1k? There are psuedoflamencc
artists who attract more pecple than anysne. Who can tell
them that they dan't know what they are deing? They will
always have the commercial recourses to justify themselves,"

~~The problem, if you daa't have an elitist conception of
art, lie irn establishing a connectinn between the size of an
audiencs and guality, becauss, under the circumstances in
wnich we live, it is clear that good art ls not hnecessarily
popular art,

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

*Rithout wanting to glorify in the slightest the artist,
I have t©o tell wou with absolute sincerity that I, as ac
individual, hawe & perschal need to create, to express, that
wnich may not be comprehensible to cthers. If I 40 some-
thing new that I like and you do not, who is righe?"

~-But, don't you believe that the gpecialized artist
shonld be bound to the public and contribute to the sleva-
tion of this collective cultural level?

"Ye3, of course! I don't bslieve flamenco should be for
the chosen Few, nNor have its quality lowsred tc make it
more popular. I have compBaed music far quite a few
reczrde; in some, MYy flamenca structure and develocpment
can be ijdentified, while 1in others, it cannat be sgen =0
clearly. But even in those latter, those of which I am not
3¢ proud, there 15 some music where it can be seen. 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 mocney for me; I refer ta the reccrds that
haveg't earned me a nickle. That is the music thst has to
be listzned tq with cancentration and felt. But there are
peoole who are incapable of t2ing inside themselwes, those

‘who prefer everything that is "farolillc y feria" {"festive

lanterns and fairs"). Thst is why, in the same fiesta,
there are thnss who gon for the horsss and the rowdiness and
these who sit in & caseta, with thewr glass af wine, and
listen =@ 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 because her Family
kzd no money to buy her szhoes.

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

She has dances at the Cafe de chinizas, 2 Flamenco dinner
club, since it cpened ir 19692 at 7 Toriia S¢. in the base--
ment cf an 1Btk-certcry palace. The lobby, adarned with
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photos and a sculpture of the star, is tescimeny to La
Chunga's lofty status in the world of Elamenco song and
dance .

The tables are arranged around a stage, empty of props
except for the painted wooden chairs used by the performers
and a backdrop festconed with vivid mantillas.

when we visited, the house was full by 10:30 p.m.,
dinner hour in Madrid. & few minutes later, the singers,
dancers and guitarists - all but thres of them gypsies -
started performing, urging each other on with shouts and
the rhythmic stacate of "palmas," the intricate flamenco
handclapping.

An expectant hush fell over the cafe when La Chunga and
her partner took the spotlight.

A petite woman, she moved with a lithe, muscular grace.

At times she danced with an awesome intensity, her bare
feet furiously pounding the boards. She seemed to be
attacking the stage rather than dancing on it.

other times, the tempo slowed, but the muscles never
guite uncoiled, and the gestures remained unmistakably
flamenco.

After the show, she changed into a blouse and slacks and
talked of her rags-to-riches life with the same kind of
force she displayed on stage.

Lz Chunga is a childhoed nickname meaning ugly and mal-
foxrmed, but she grew up to be neither.

Some literature describes her as a native of Andalusia,
the heart of the gypsy culture in the south of Spain. On
this night, however, she insisted she was born in
Marseilles, France, and that she grew up as a "gitana
catalana," in a gypsy camp in Barcelona hundreds of miles
from Andalusia.

Along with bullfighting, the rituals of flamenco are
among those most asseociated with Spain, and through them,
the normadic gypsies have become the cultural translators
of certain Spanish characteristics: a raspy sense of

tragedy, romance and passicn.

¥et, La Chunga was in a mood to pisrce myths.

"people think gypsies just sing and dance all day and
all night," she said. "They come in here, enjoy the enter-
tainment and then they go home and leave us to our reali-
ties.

"We are human beings just like they are.
joys and our sadness.”

Her sadness, she said, was her separation from her
husband. Her joy: their three children, especially the
ll-year-old daughter reamining in her custody.

She was fatalistic abeout her dancing.

Flamenco, she said, isn't something you learn. "It's
something inside you. You either have it or you don't. "

She is among a small elite of talented gypsy performers
who gave up their nomadic ways to prosper in the Spanish
mainstream, but she spoke nostalgically of an sarlier
lifestyle.

"When I was a girl, we were hungry, but I think in some
ways I was happier because I didn't have the care of an
adult. There is no way to go back though. I live well
now. I have a home. I like to dress well. T want my
children to go to school and study."

Thousands of other gypsies in the Madrid area live an
unromantic existence as impoverished outcasts on the out-
skirts of the city, out of sight of most tourists. They
cke out a living as vendors, selling anything from fresh
Flowers to fake watches. Despite government efforts to
help them, the Gypsies haven't assimilated, ocur tour guide
told us.

When I asked our chauffeur to take us to a Gypsy camp,
he replied, "Why would you want toa see them? They're just
rhieves and vendors here in the north. You should see the
ones in Andalusia. At least, they live with the rest of
the population, and some of them even have jobs."

A few minutes later, perhaps feeling a twinge of remorse,
he put on a tape of his favorite music, sung by the gypsy
"El Fary."

The next day, he drove us to a dusty, foul-smelling camp
about 10 miles outside Madrid on the reoad to Toledo.

The women and children came out to greet us, while the
men stood in the background. A donkey cart rumbled across
the rutted, unpaved street. A gaunt gypsy, walking a
greyhound, stopped to stare.

Children in ragged, smudged clothing pressed closer,
posing for pictures. A sea of outstretched hands begged
for pesetas.

An old woman dressed in black read our palms. She told
one writer that someone close to him would get married scon.
He looked at her incredulously. His sister was to be wed
in two weeks.

As we left, I watched a skinny, dark-haired gypsy girl
raise her arm and dance, and wondered if here, in thisz
camp, scme future La Chunga would grow up and take Madrid

by storm.
‘-__Q::;EE$‘EEE==,}—--'
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THE SHAH SPEAKITH

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

What has "eartiiquake"™ to do with flamenco? ask "El
Terremoto, de Jerez.” Wnat is the connection between beans
and flamence? Ask Sapicas, "sl nific de las habicas."
“Overcoat?" Asx Chaguetdn. Queen? Aczk la Faracna. As
for "Shah" and "lran:" what of the spuricus refersnces to
Egypt and pharachs in which rany gypsies indulges themsslves?
1 am completely within Spanish tragiticn and flamenco spiric
using this name, which is accepted with good humor in Spain.
There, I am El 5h&, hsre, the Shah. Ir France Le Shah, etc.

I purposely do not affect a sezitus Spanish name because
I wish to be judged by my azt alone. I do not depend on a
name to confer “Spanish authenticity™ upon me. Nor the
“traje cortc" nor my onysical sppearance and airs, nor wedia
hype, nor boastful inventicns]

o x

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

The Kew ¥ork Times review (published im the last iscpe
of Jaleo) is complimentary and Persuasive. It 15 powerful
ensugh to fill many seats in great congcert halls, to ig-
press the names of artists on the pubiic, te advance thewy
careers, and bo 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 and El GHitc deparzed New York
as ananymously as they had arrived. Perhaps 2 total of 500-
000 people in a metropolis of fifteen m:llion saw their
art, and this over five performances. Nct a soul was
converted to the cause. A constellaticn of bright stars
Elashed for a secAnd and disappeared, dissolved inta black-
ness. The blackness of stupidity, of igncrance - far this
review appeared after the Final performance, and when the

perfarmers, bag and baggage, were on their way back tc
Spain, Congratulatinns, ladies and gentlemen, on a job well
done!

The viilage Voice, a very complete and respected guide ta
entertainment cPntained only the barest advance mention of
these events, burisd amony the listings fRr the various
films, plays, colloguies, etc. of the “Pestival Latine.'
New Ynrk Magazine did not betray the secret of these per-
fArwances. El niarig, the Daily News, and the New York
Past, all pitiful excuses of journalism pot fit to wrap
fish in, command a very numezous readegship. They made no
mection, to the best of wy xnowledge, of this event.

{see photos page 31)
* ¥ ¥

PART THE SECOND
The Shah 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
Saravililo de POrmes. Great was the talk about Egod and
zating, but talk as they might atout supping, no bne was
dzing much abAut it. A& certain exaltad 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
FroJprly intercepted by ancther memzer of the troupe who
averred that he wbuld tender them bo the intended recipient.
I recognized this interloper as the gantleman whe, the day

zefore, had attempted to sell me a "silk shirt," one of
two such dingy, wrlnkled specimerns that hung in his closet,
and wnc upon seeing me ever after, never tired of singing
the blues about his financial difficulties. [ had to
compel him to deliver the roll to its destination. While
these pegotiations were proceefing, another member of the
troupe appeared, and beholding the Maalox tablets with
large hungry eyes, inquired, "Is it a large roll?" I
quickly explained tha:t the tablets were not candy, but
medicing. The affected one chewed a tablet, pronounced its
flavor awful, and the entire assembly guickly dissipated,
leaving him to saver the remainder of his palliative.

Great was El Giite's gratirude, and I was invitad to join
his group upstairs in a bull session. I did so. & hottle
of purluined seatch was brought forth. I spent two hours in
the company of these imbhibing gentlemen without being offer-
ed 50 much as a drop of lt., Poverty of <he pocket 1s some-
times inescapable. Poverty of the spirit is always im-

axcusable,
% k Kk

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

I asked thelir 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 stretched 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?

Nor are Guito's people the only good Spanish artists to
come to America ta starve and leave behind no impression on
the non-flamencs American public. They are just another in
a iong stripg of commercial failures who betray their art.

Consider instead, the example of José Grece, peace be
upon him. Aside from 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 tn.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, hhnest people who can. Hire ene and leawve off
blaming others f£or your own shorteomings. as the Bazd of
avon states, "the fault, dear Brutus, lies in ocurselwves, and
nat in the stars, that we are underlings."

* * %

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

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

Why? Because not one Bf them reads Jaleo,

They knhw us, of course, because this writer has never
wasted an Opportunity to bring Jaleg to the attenticn =f
Spaciards, and to eniist their participation. The Spaniard
will show some slight curiosity and speak of "your magazine,"
and occasiBnally send, or cause TR 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 produce 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 pedagngy that will assure the
survival nf nur art. The Spanyard stands in jecpardy of
becaming nc mire than a pald pexfnrmer nr an artistic serf,
a lackey in the service of thase whn are better nrganized,
more devoted to art than ega, and intellegtually sharper.
Would that it were not sa.

* *x X

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

Rismallah;

Flamencos nf Nnn Yawk, read and rejnice! The great
ANTOMIO GADES! and company are scheduled tn appear at
City Center Theater for thres weeks, beginning January
29, 1985. Further details ara not awvailable at this
writing, but should bechme awvailable soon. Readsrs and
other interested parties are aninined tn contact City
Centey for further informatinm.

As if thls news weze little, ik May, enshallah, Paca
Pefia and Chann Lobatc are scheduled tn appear at Carnegie
Hall! Guitarists nnte: Paco will be nffering master
classes! Details are pzesently incomplate, but can be
supplied by the venarakle American Institute Af Guitar,
as they become aveilable.

To our fine reader whc writes dispairingly of flndlng
flamenco in Mew York disjointed from its announced sche-
dule, or of mot fimding it at all, and unto all visitors
to the Hub of the Universe, wha find themselves similarly
bewlidered, fret nn mwore, but dn this:

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

Addresses of all institutions mentioned in this article
will appear at the =nd.

Now we address the estaemed reader who asks in frustra-
tion (and possibly prastraticn) "What's wrong with thoss
New Yorkers, anyway?™ This New Yorker replies in one
word - "plenty." HOWeVRY, were we to answer this question
amply and with the degree of emotion the problem reguires,

" issues of Jelea frnm Bangor tn Bangkok would self-incinerate
in the hands of cur facrkless readers. We shall spare the
reader the hearthrezak of singed nails and eysbrows, as well
a5 the incnnvenience of swabbing scot from the ceiling and
invite, instead, othar ¥ew Yorkers to indulge in a bit nf
seif-review and to make known its resules o Jaleo. HNe
mature adult will shrink from the chanee of self-improvement
that good self-criticism offers. Thnse New Yorkers who
have reached a state of sublime perfactlon will be exempted
from this axercise. Hy thair own accounts, there are indeed
some such walking amongst us mortals.

City Center Theater

Box Dffice 131 W. S5th st.
M.¥.C.

(212) 246-8983

Carnegie Hall

381 7th ave.

q.¥.C.

Box Dffica: (212} 247-745%

Other Infeormatinon: {212 903-3600

American Institute 0f Guitar
204 W. S5th St.

N.Y.C.

{212] 737-3255

Fazil's Rehearsal Studiao
743 Bth Ave.

N.¥Y.C.

£212) 245-3524

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

revived ghost.
CARMEN

Bizet's Carmen, diracted by Francesco Rosi; weltten by
Prosper Merimee, produced for Gaumoat/Productlon Marcel
{Faris) and Opera Film Prnduczione (Rome) .
Choreagraphy by Antonic Cades; Special participation nf
members nf Gades® troupe and Enrique sl Cnin, as well as

gypsy lncals., .
Carmen. . . . . . . . . . . Julia Migenee-Johnsan
Don Jnse, . . . . . . . . . Placide Demingn
Mlcaela . . . . . . . , . . Faith Esham
Escamille . . . . . . . . . Ruggara Raimondi

The envy of a ciowder nf cats is the unfnrtumate gYpsY
nf Seville who has died sn many times in these past
hungdred years only tn be revived again and redquired tn
gush a strong stream of blnod and wilt at the fest of -
Dnn Jnse. Just when we wers satisfied that Laura apd
Gades finally had laid her te 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. Resi.

The opera is presented as a movie and the result is
very appealing. The “stage set" Ls therefnre tha actual
terrain nf Ronda and Seville, with thelir actual inhabi-
tants and structures, their vegetation ang 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 provides us the sarendipitous
chanece top witness a Haly Week procession for which Ssvllle
is famous, and ta thrill to the accompanying saeta,
beasutifully dore, but alas! truncated. & bit afterward,
the vlewer will behnld a grxhup af women fluttering their
hands in graceful filigrees. A short, stout, bald, elflne
character will join them in some beautiful braceo. Note
him well - this is the only opportunity most Americans
will have to lay eyes nn tha great and genial Enrique =l
Cojatl Hi €cjo and his dance have moved audiences to states
of high emation throughout Europe, South Americs and
Japan, but he has daclared that he hasz "never hag any
desire to come to the land nf the skyscraper." Thera is
RO arguing with perscnal tasta.

Those viewers familiar with the dark, rich mezzn-
soprano of a Grace Bumbry or a Merilyn Horne in the rnle
of Carmen may miss this dramatic lower register. This
Migenas-Johnson is a sopranc, not a mezzo, and signs
accirdingly. She sings very well and is beautiful, a
delight tn the ayes. Her gypsy impersonatinn would
convince most people unacquainted with authentle gqypsies.

At timas, howaver, thae funky, knifae-wielding lowlife

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

2f flesh does out egual sensuality, and movement suggested
i5 @more seductive than cutright demonstration.

Pldcide Dominge performs Don José& the same way he per-
forms most roles - like a singing stick of wood. Peortu-
nately for Domingo, this is & perfactly acceptable
intarpretation for this rnle, and his singing is superb.
Ruggierc Raimondi and Faith Esham sing Escanills and
Micaela respectively, and acquit themselves very well.
lncal gypsy women hapdle chorus rBles superbly, and why
Aant? - they were dubbed. nRancing featured in group and
tavern scenes could have been better, as far as the
flamenco artist is goncerned (thank you Mr. Gades), but
quite sufficient to the use of the general public.

This npera-film is a pleasure, and well worth viewing
should it ever chnme to the viewers metropnlis, hamlet,
oasis or bivowac, Film presentat:on and particularly
video film presentat.nn shnuld be considered serinusly by
the aspiring flamencn artist as an interaesting and affec-
tive alternative to the usual cafe, street fastival, con-
cert hall presentation. Film is cost-effective, permits
retakes and aliows a much more elaborate presentation in
the form of staging, orchestration and theme. And its
patential avdience is vast. The pen, having written, moves
an .., .. _— o :

— Firis
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... Sobre el baile

SOLEARES--ARTE GRANDE

Ohe of ths giant foundatiols of flamencos 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 one
time, "I do not dance scleares because it 'has too much
art’," {English translation). 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
putting down in words and writing, the feelings of this
art, oake this articie a bit analytical, but any wverbal
expression of artistic feeling, emotion, or technigues
make for a kit of analizatisn.

Sceleares is often called “the mnther of flamence song."
Soleares could alsa be called the mother of Elamenco dance
and flamence music for indeed it iz a very specisl form
held in universal high ssteem for thz selsares holds many
cf the possibilities of high art and expressinn in the
worid of flamenco. It could be a life time goal to ex-
press soleares in all of iss potential and a true search
of ones individuality in flamenco, There are prcbably
forms clder but solea (as it is often called) :is artistic
galaxy after artistic galaxy- It is the ccean, gndless,
calm, staormy, thunderous, powerful and deep, caressing
and thrashing iixs giant waves on a rocky coast. Sgleares
can lull or frustrate you. Studying soleares is a primary
study in control. When it is played and sung slowly it is
the vltimate lesson in flamenca dance to capture that slow-
ness with contreol, 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 Zoo soon. A savoring
of this jewel of a compds..a compas in 12 counts that you
want to go on forever in slow but powerful climawes. The
marking in soleares can be sensuality in its purest form.
In the movie Plamenco, that came out 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 apnd it is best
at time:s to let its difficulties find you, not you search
for its difficultiss in technigue and mannerisms and pro-
found interpretaticns. Muck of the keys to enlightenment
of what flamenco is, is tc be found with scleares. 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 irtc stone, Soleares,
like bulerias, car be experienced oare fully when left open
at a few snds so that the feelings of the moment can skire
tnrough with realness, sincerity, integrity ard freshness
the split second that you are dancing. Again, there is no
one lesson for this soleares enlightenment. It comes
through open-nminded 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 ‘oy of learning and the joy of bit by kit
anlightemment of this great art.

For all beginning students of flamenco dance, it is very
important. to start learning the ways of soleares;for it

truly is a life long search and discocvery ard I say this
with not a bit of over dramatization. I feel about soleares
like Pablo Casals felt about the music of Bach., He said
that each morning he would play a selection cf Bach Preludes
ang each <ime he would hear and learn something new ang
different in the music. Some technical approaches that
might help in practicing scleares (which by rthe way :s cne
=f the most versatile compds to move t3 for total technigue)
is tc move for example doing braceo. Take the Zull compés
for a movement, then the same movement in half afd quarter
compas, walking and marking in 3s and 25 and then on each
beat, alss turning in full compds the halfs and guarters

and then mix them. Move also to the kbase rhythms of 2.,6,8,
10,12 anad 123,6,89,1C, ard 1,4,7,%,11 and then intermix

them in povement 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 jfterpretations, the dynam:cs of moving in feeling
with the simger and with the various techniques of the
guitarists music. Even though there are many l2 count
compds, soleares can ke 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. I you can do adagio and you can master alegro. If
you cen meve big, (I mean giant movements, full movemants
encompassing the maximup wovement of your body in relstion-
ship to the compds) then you can move small and subtly.
Soleares can help vou expsrience your fullest movement
potential. These are just some examples of solgarss move-
ment ideas. Footwork explorations in scleares are epdless
and a beautiful challenge to get past the "one to the

right, one to ths left repetitinus chiresgraphic mentality."

Getting past the base compds is when eniightenmen: starts
to happen in soleares footwork exploration. Just one
example if to do intense footwsrk and what could be consi-
dared double spsed while the musaic i5 very slow and simple,
slow footwork when the music is faster. Also working in
mevement and footwnrk on the zdge of the compds as 1f you
are almost slightly ahea? or beh:ingd the heat. This creates
a very flamenco tension and I feel and excitipg sXploration
in musical interpretation and is very much in lin® with the
Serious approach to soleares. The intense study of scleares
makes osther compas more understandakle in movement superi-
ence. Soleares it probably the biggest challenge for the
guitarist when it rcomes to performing with dance and, of
courseg, with a singer alsc. It is mainly in engrgy 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 solzares when it s marked well.

My articles are hopefully tao greate thoughts and think-
ing on flamenco dance., I try nct teo deal with too many
abgolutes for it iz stimulation of thcouaghts and difference
of opinion that are part of the iife blood of individuality
in the search for art. As I have mentioned in previcus
articles, I am often asked how long it takes to become ar
accomplished flamenco dancer...I often want to say, "Wher
¥ou can dance soleares and make it say something." When
you can move yoursel?, be moved and move others. Soleares,
La Madre, ar hocest lable to a form of flamenco that en-
compasses what flamenco is all ahout; feeling, emoticn,
art, life, life force breathing life force, human creativity
in its essence. I admit that I love good cliches and so I
will use the one that is attributed to the Chinese: "The
longest journey begins with the first step," and for. sericus
flamento dance students, soleares should ke one of the
first steps in discovery of what flamenco is. The study of
soleares can also help get rid of the clicke that fiamenco
is a stiff, stomp the fleoor dance form. The fluidity of
movement in soleares can be interpretsd as beautifully as 2
cat, a szalking 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 terms,

"go for it." With intense joy, discover the aire. the arte
of being alone with solgares, La soledad, La Madre...
~-=Tex MOrca

]
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ROBERTO LORCA

ARTISTIC DIRECTOR AND PRINCIPAL DANCER
OF THE SPANISH DANCE ARTS COMPANY

Roberto Lorca is one of the foremost Awerican-born
exponents and performers of Spanish dance.

Born in Los Angeles of Mexican parentage, Lorca began
studying dance at the age of twelve; ballet with Nico
Charisse and flamenco dance with Antonio and Luisa Triana.
Ar sixteen he joined the Jose Greco Company and appeared
with the troupe for three years.

Lorca subsequently appeared with the companies of
Ximenez-Vargas, Lulsa Triana, Maria Alba, Jasé Molina, his
own duet of Sewvilla and Lorca, and the Alberto Lorca Com-
pany in Spain. From 1378 to 1981 he was seen as partner
to Marf{a Benitez.

While studying and performing in Spain, Mr. Lorca was
brought to the attention of Rebekah Harkness, who arranged
for him to interrupt his studies and return to New York for
a month to work on a new ballet for rthe Harkness Ballet
Company. Upon completicn of his studies in Spain, Lorca
returned once again to New York to become Director of the
S5panish Dance Department at Harkness House for four years,
from 1973 to 1977.

A noted choreographer, and recipient in 1983 and 84 of
the NEA Chorecgrapher's Fellowship, Mr. Lorca has created
works tor the Triana Spanish Dance Company, the Maria Alba
Spanish Dance Company, Jos€ Molina Bailes Espafioles, and
Maria Benitez, Estampa Flamenca.

"l feel that the dance must evolve and change; the

purists disagree. Of course, one must retain some of the
purity of the old school. Certain things are done, and
other things are not done. there areé such fine lines.

"The dance must have a strong element of contrast -
periods of gentle calm, and a firey explosion now and

then. 1I've learned toc express feelings without overdancing,
which was my tendency ten years ago. I'm constantly asking
myself if 1'm still doing it.

since the 'S0s. Flamenco

"Spanish dance has grown a lot

is all right just as it is, but the neo-classic style must
say more. The audience should be involved in what's going
on on stage. There must be drama in the form. Doing the
same thing over and over was all right 30 years ago, but it
doesn't work any more. And it doesn't do anything to fur-
ther the popularity of the dance.

“There are very few men studying in Spain now. The art
has declined a great deal, and they know they won't be able
to make a living with it. Spanish dance and guitar music
are surprisingly popular among the Japanese. The studios
in Madrid are full of Japanese dancers and musiclans.

"Americans really don't know what Spanish dance is. The
dance writers definitely don't understand it at all, except
for (the late) Walter Terry. He knew.

"Anyone who really wants to be a Spanish dancer must live
in Spain, at least for a couple of years, and must keep
going back. Many dancers domn't do that.

"We must pay our dues. I'm still paying mine, but I
love it. I go back whenever I can afford it. It's work,
put it's also my recreation, my reward. It's stimulating
for me. I go there to see what's being done, and to rede-
fine and evolve my own dance, But I'm still an American,
and I love living here. I see no reason why we can't make
this dance work in America."

After almost a half a lifetime of performing with such
companies as José Greco, Ximenez-Vargas, Luisa Triana,
alberto Lorca, José Molina and Marfa Alba; partnering such
Spanish dance luminaries as Maria Benitez; heading the
Spanish Dance Department at Harkness House, and choreo-
graphing for other companies, Mr. Lorca surely deserves the
greatest of successes with his own company. I hope it will
expand and flourish.

Roberto Lorca has, indeed, opened my eyes to what is
vital in Spanish dance today. I can hardly wait for his
company's next performance. I want to see what he will
come up with next.

* k&

A CLOSER LOOK AT ROBERTOQO LORCA:
THE CONVERSION OF A DIEHARD PURIST

by Magda Baron

My active involvement in Spanish dance ended sometlme at
the beginning of the '60s, when most interpreters of the
art -- especlally the Americans -- were still vying for the
title of "Most Traditional -- Most Spanish -- Most Gypsy."
Perhaps that was the attitude rhat basically influenced my
feeling about the dance. I have always been rather an
anarchronism at best; I still heartily dislike television,
computers, plastic money and the social title "Ms." 1
strongly support Dr. Johnson's belief that "the language of
the age is never the language of poetry." I was happily
surprised, then, to find that one artist could make signi-
ficant inroads in the tempering of at least one of my more
rigid views.

When I saw Roberto Lorca's Spanish Dance Art$ premier
of his new choreography, "Reflejos," last June at the New
York University Theatre, I did indeed find myself strongly
drawn into the dramatically emotional gualities of the work.
0f course, the love-jealousy-triangle motif has been done
and done again, but the particular way that Mr. Lorca
developed this classic situation impressed me, and I hadn't
expected that it would.

Granted that Mr. Lorca was exploring one of his more
"traditional" phases at the time, and had toned down his
chracteristic avant-garde wildness to a great degree. But
one could see that, were it not for his forays into the
starker modern innovations, the realization of his particu-
lar vision would have been less potent.

Reberto Lorca believes, of course, that the basic
schooling in traditional technigue must be there, but that
the dance must progress, develop, grow; he makes a state-
ment with which I doubt that any serious artist can dis-

agree: It must be good theatre.
"The 'recital formula' -- a series of five-minute numbers
ending in blackout, or some egually banal device -- is no

longer interesting.” This may be one explanation for the
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untimely death of Spanish dance in America. * . .

Mr. Lorca has been dancing for 32 years, and feels that Acmsw C bm tl

he will always be a student. M
"I go to Spain every seven or eight months, to see what

is being done there, and to study. I practically live in PACO PENA QD%DDARIO

Amor de Dios (the Madrid equivalent of Jerry Le Roy's). I

take classes with Maria Magdalena, Ciro, Manclc Marin, La

Tati, Tomis de Madrid - and with Marfa Rosa Merced, who, Born in 1942 in Coérdoba, Spain, Paco Pefa has been

I feel, is very much misunderstood in Spain., She is con- playing prolessionally since the age of twelve and has loured

sidered too "new wave.' Europe both as a soloist and as part of the “Paco Pefa
"My early training in Los Angeles was with Antonio and Flamenco Company™ to wide critical acclaim.

Luisa Triana and with Rita Lupino. I studied acting for a Dedicated to conserving the pure artistry of flamenco, Mr

Pefa established the seminar “Encuentro Flamenco™ offering
the aficionado an intensive program of study as well as the
opportunity to live in Andalucia, the heart ol this musical

year at the Neighborhood Playhouse, it helped me greatly
with mind control, and added very much to what I do now. I

studied a little jazz with Nico Charisse, Wilson Morelli and culture.

Miriam Nelson, and also character. 1 had six months of He has recorded nine albums for Decca Recards including

ballet, but my Spanish teachers saw that I was becoming too three live performances and a duo effort with Paco Delucia,

lyrical and fluid, and made me stop. another world renowned flamenco guitarist, He has also made
"My mother sang in theatres and clubs in Mexico. At several highly successful tours of Australia, given recitals with

eight or nine I was always spinning around in the back yard, the company at festivals in Hong Kong, Edinburgh, Holland, and

and clacking my 'crickets' - those black metal noisemakers - Aldeburgh and performed to audiences in Japan and London, all

1o widespread enthusiasm.

Paco Pefia appears regularly
worldwide on Television and has
received extensive praise lor his
shared recitals wilth John Williams.

in the apartment. I made my debut as a tap dancer when I
was ten or eleven. Then I saw a Spanish dancer, and I knew
that was what I really wanted.

"1 started to study when I was twelve, and at sixteen I
joined José Greco's company. In 1959 I came to New York
to do 'Flower Drum Song,' - it was a change of direction for
me. After a couple of years I went back to Spanish dance.
We all need to stop for a while every couple of years. But
for the last ten years I haven't stopped at all. Everything
seems to go in cycles.

"I can't stop now. I consider myself married to my
work. It is the same as eating or breathing to me.

"1 went through sheer agony putting 'Reflejos' together.
I was in the studio four hours a day, seven days a week. I
had been working on it in my head for three or four months.
I would walk into the studio not really knowing what would
happen. Also, I had to work on four or five pieces at once.
It was a constant battle, trying to make everything fit. I
would go home, eat something and sleep for two or three

Paco Pena uses
D’'Addario Strings.

E Farmingdale, NY 11735 USA

hours, and then get up and listen to music until two in the

morning. [CATALOGUE OF MODERN FLAMENCO RECORDS
"The duets and trios are all chorecgraphed, but my sclos

arg-lgrov Nat. SRAksRoe saking rhances; andTHaL exciies A collection of flamenco records from the

me. I've become more traditicnal lately; I use my arms d 2

more. But next year, I don't know what 1'll be doing. mo ern. era {1972_82}' repres?entmg_ most
“Americans aren't interested in escuela bolera: they only of the important artists and including a

want to see flamenco. I consider my work to be mainly in- number Df unusual and rate items. Each

terpretive; I try to combine flamenco with the neoclassic . . . - -

Sile, record is described in detail and given a
"The flamenco purists don't want to see anything modern, brief critical review. A tape library

but the general theatre-goers like it; it moves more. The will make these records available.

modern and traditional factions fight all the time, even in

Spain. SEND 4$4.00 TO: PACO SEVILLA,

2958 KALMIA ST.

&= SAN DIEGO, CA 92108
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BOUZY ROUGE CAFE r
V> Restaurant (0cKtA! &Wine Bar
PRESENTS
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[
|

Complete sets with black or clear trebles

Retail SPECIAL OFFER
~$77.00 — %6.00

Minimum order $12.00 Postage Paid
California residents add 6.5% sales tax

Make checks to Lester DeVoe - Guitar Maker
Box AA, San Jose, CA 95151
Offer expires January 31, 1985

‘TUESDAY THRU SATURDAY

)

3110 Newpori Bivd.. NewportBeach,CA92663 (714)673-3440
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PRESS RELEASES

FUEGO ESPANOL II

Choreography by noted Spanish dance artists Marfa alba,
Cirs, La Tati, Nana Lorca, Manolo Rivera and Edo Sie will
be featured in “Fuego Espanol II," a full length Spanish
dance concert to be performed in Skokie as part of the
Concert Series at Mayer Kaplan Jewish Community Center
Theatre, 5050 Church Street on Saturday, December 15, 1384
at 8:15 p.m.

"Fuego Espancl" is the incendiary merger of two perfor-
mance companies. Las Preferidas, under the direction of
Teresa, is the resident dance company of the Ballet Arts
Studioc of Wilmette, apnd is sponsored by Productos La
preferida of Chicago. They will be joined by the Spanish
dancers of the Northern Illinois Repertory Dance Company,
directed by Lila Dole, assoclate professor in dance in the
Department of Theatre Arts at Northern Illinois University.
parvial fupding for the staging of choreography is provided
by a grant Erom the Illinois Arts Touncil, a state agency-

The dancers, dressed in colorful costumes representind
Spain's Galicia, Aragon, Valencia and Andalucia will perform
regicnal dances with their complex jumping sequences, neo-
classical dances showing a blend of classical music with
poth flamenco and balletic wmovements; and flamenco dances
performed to the accompaniment of singer Paco Alcnso and
guitarist Paco Fonra. Michael Predrics is ballet master
and artistic consultant for this memorable event. For
information: 312/675-.2200.
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ROSA AND THE COMPANY

THE SECOND ANNUAL FESTIVAL OF SPAIN IN
SAN FRANCISCO

1984, 11 AM - & PM
The Cannery (Fisherman's Wharf)

Saturday, September 29,
submitted by Frank Campbell
Fallowing the rescunding success of the First Festival
held on October 1, 1983, the Second Annual Festival of
Spain in San Francisco was held again at The Cannery on
September 29, 1984. This very special event was co-spon-
sored by Rosa Montoya's "Bailes Flamencos" and the Consulate
General of Spain in San Francisco. The origins of Cali-
fornia, and in particular San Francisco, are deeply rooted
in the history of Spain. It is highly appropriate then to
pay due tribute to "La Madre Patria" by celebrating its
music, arts, crafts, and foods through such Festival.
Although many pecple and organizations contributed
towards making the Festival a momentous occasion, enjoyed
by thousands of visitors, the real impetus behind it was
Rosa Montoya herself, who deserves full credit for it's

ROSA SHOWING LAST YEAR'S POSTER WHILE EMCEE RAFAEL
RAMIREZ HOLDS ONE FOR 1984

success. With her seemingly inexhaustible source of energy
and tireless work, the Festival was a true "labour of love"
an her part. A most amazing artist and extraordinary person
indeed this Rosa Montoya! The Pestival opened at 11 AM with
Rosa Montoya's Bailes Flamencos, followed at 12 PM by Cruz
Luna's Ole! Ole! Spanish Dance Company, and at 1 PM by El
Cuadro Flamenco. At 2 PM, Zazpiak Bat, a Basque Folk Dance
Company performed a series of typical dances from the Basque
Provinces. At 2:30 PM, a re-enactment of Christopher
Columbus' landing in America was celebrated. The landing
party was greeted by an Indian Chief representing the Native
Americans, who duly offered Columbus the traditional Peace
pPipe, a fitting reminder that after all, most of us (yes,
Anglos included) are the real guests in the New World. The
remainder of the afternoon featured again Rosa Montoya's
“Bailes Flamencos," plus Dini Roman's "Theatre Flamenco of
San Francisco," and a Cuadro Grande Finale with Rosa
Montoya. The fine weather no doubt contributed towards a
record turn-out for this event. San Francisco has a well-
earned reputation as a cosmopolitan city., but for this
event, it was the people from La Madre Patria and the rest
of the Hispanic world that prevailed in both numbers and
enthusiasm.

Olé Rosa, for a Master Performance in every respect!

Performing Groups:

ROSA MONTOYA'S BAILES FLAMENCDS

Artistic Director: Rosa Montoya

Dancers: Alma Janera, Malia de Felice, Laura Vargas,
Ricardo Torres, Carles Docando, Roberto
Rodriguez, Rosa Montoya

Singer: Olga Delgadc

Guitarists: Felipe Amundo, Benjamin Flores

CRUZ LUNA'S OLE! OLE! SPANISH DANCE COMPANY
Artistic Director: Cruz Luna

Dancers: Pagui Mera, Cruz Luna

Singer: Rubina Valenzuela

Guitarists: Agustin Rios, Federico Mejia

EL CUADRO FLAMENCO

Dancers: Raguel Lopez, Diana Alejandre
Guest Dancer: Cruz Luna

Guitarist: Cristobal Novato

THEATRE FLAMENCO OF SAN FRANCISCO

Artistic Director: Dini Romén

Dancers: Carmen Granados, Rosa Aguilar, Daniel Genera
Guitarist: Benjamin Flores

* % %

BALLET ANTONIO CADES IN FIRST NEW
YORK APPEARANCE IN 12 YEARS

{Sent by Marilyn Levine)

Antonio Gades, the legendary Spanish dancer and choreo-
grapher, will appear with his Company in New York for the
first time since 1972 when he brings hi= Ballet Antonio
Gagdes to City Center. The Company will have a three-week
season, opening Tuesday, January 29 and continuing through
Sunday Matinee, February 17, in which Mr. Gades will pre-
sent the New York premiere of his internationally-acclaimed
ballet of “Carmen." Featured will be the superb Cristina
Hoyos. This production waz conceived by Mr. Gades and the
Spanish film director Carlos Saura, th of whom also pro-
duced the prize-winning film version of the ballet. Ballet
Antonic Gades is being presented by 1.C.M. Artists, Ltd.,
Sheldon Gold, President.

Anteonio Gades, former director of the National Ballet of
Spain, first electrified American audiences in 1964 with
his appearances at the Spanish Pavilion at the New York
World's Fair. He began his professional career at the age
of sixteen, when he was asked to join the company of the
famed pPilar Lopez. After only one year, he became a princi-
pal dancer. He remained in the troupe from 1953 until the
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beginning of the sixties, when Sian Carlo Menotti offered
him the positicn of choreogrepher 2zt the Rome Opera. From
there he went cn to cherecgrapkh Zor the Festival of Twe
Worids in Spclete, Italy acd attain international fame, He
has cherecgraphed acd guest-starred with Alicia Alonzo's
Ea.let Naticnal de Cuba, appearing here wirh that company
in 1878 at the Metropolitan Dpera House.

Among the many ewarcs that Antonic Gades has received
are the Paris "Praix 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 Gaces' 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 Miami (February 20-23:. ot

=D
RECORD REVIEW

EL TOQUE ACTUAL

Enrique de Melchor: Sugerencias
Zafiroc MPL-179

[from: ELl Pafs, August 12, 1982; drawn out of ye Spanish
by ye Shah ¢f Iran]

by Angel Fernandez Caballero

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

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

As & creator, Errigue de Melchor shines here 1n extra-
ordirary procinecce. We knew him well as 2 tocacr accom-
panying balle ani carte, but not so much as 2 concert
artist. Developing this aspect 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 rnot admit it - more
commercial. But next to them are a rohdefla of unusual
greatiness, sgme Very emctlonal granainas dedicated to his
father, some tangos, a zagateade, and some bulerjas 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
Melchor, a series of instruments foreign to flamenzo. With

FLAMENCO nms CLASSES

NEW BEGINNER CLASSES
FOR CHILDREN AND ADULTS

ONE BLDCK OFF 3DTH
NEAR FWY 94 IN SAN DIEGO

CALL JUANA {619) 440-5279

Nay, not S0,

these, the toque cccasionally seems strange and, one might
conclude, 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 grandeur.’

—
REVIEWS

MARIANO DOES IT AGAIN

by Frank Camphbell

The renowned interpreter and teacher of flamenco,
Mariane Cdrdoba, appeared once 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 memhers
of his immediate family from Spain, some of them igiting
California for the first time. Mariano was vigibly moved
at the cpportunity teo play for them, and thig feeling was
reacily perceived by the audience, who shared in his en-
thusiasm. The first part of the concert tonsisted of
seles by Mariano, sach preceded by a 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 includeqd
dancers hdela Vergara, Jaime Valenzuela, and Ricardo
orellana, with supporting guitarist Robert Dale, for a
performance that brought on wild applause and many encores.

As it might be expected, the quality of the artists,
and the setting in which the concart took place resulted 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, Tolk,: and flamenco music. I am
certain that wany levers of El Arte will be awaiting with
a good deal of anticipation Mariano's next appearance at
the Beach House.

MORCA DOES IT AGAIN

by Carel Jane Bangs

Teoc Morca has doge it again., His 19684 all-Flamenco
Workshop was an wngualified success, demonstrating to
those not already familiar with Morca's "method flamence"
that this iccredible teacher kas net only penetrated the
mysteries of this arcane art form, but has mastered the
ability of passing oo his ineredible knowledge to those

THIS SPACE RESERVED
FOR YOUR CARD-SIZE AD

SPECIAL OFFER
$10 FOR 1 MONTH - 525 FOR 3 MONTHS

PRICE APPLIES TO PHOTO READY ADS
{ONE TIME $5.00 FEE IF ACQ OESIGN IS REQUESTED)
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lucky enough 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 is that he has actually developed a method
of instruction (and provided a unigme context} in which
every dancer, professional or novica, comes closar to
that flamenco ideal.

The annual All-Flamence Workshop in Bellingham,
Washington, is true to its name——oniy flamenco danca is
taught--no Spanish theater dance, Andalucian folk dancs,
no jotas or escuela bolera. There are no castanets, mini-
aal discussion of costume and staging, no elaborate accom
paniment. What this workshop emphagizes is flamance in
its moat pure forms. along with attantion to the bedy,
mind, and spirit neCessary to bring that flamencs to life.

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

In most cases, steps are shown in several varlations, or
adapted to different compases 50 that students will not
get "locked into® using certain pasos cnly for scleares or
for siguiriyas, but will begin 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. Braceo varia-
tions are emphasized and students are encouraged to practice
all variations so that they can easjily chcose ofie or ancthar
while improvising.

Morca himself is a fluid dancer, in the traditicn of
Antonic, and he emphasizes the development of axciting
upper body lines and bracec from the very begioning. Foot-
work., Ne 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 encugh that students will not be distracted
away from the dance as a whole. When more camplicated and
sophisticated focotwork is taucht (in she intermediate-
advanced class) it is well worth wajzing for. Moreca is an
acknowledged master of exciting, original esccbilla and the
patterns and variations ke teaches over the course of two
weeks would provide any Sancer with the raw material for a
tifetime of chorecqgraphies.

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

fwith a little rumba threcwn it for gopod measura). 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 upen which to
draw when setting taelr own darces 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 tsaucus keld 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 "becoming 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 conecerns are laid
aside and for :wo 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 afterncon repertoire
chass. ALl chis dancing damands a lewel of fitness and
fleaibilizy nor always pursued by flamencos. A mualti-
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 ©f the art; there are sessions on music,
palmas, history of flamenco cante, as well as films, con-

cert videotapes, and informal discussions in which all
aspects of flamenco ara explored apd students have a chance
to share their questions and eXperiencss. Many of these
sessions are held in beautiful waterfront parks or other
locatjons which take advantage of Beliipgham’s pleasant
Summer weather.

Because most of the workshop students are housed in
rooms and houses hear the studio, a spirit of Community 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 eagily available in Spain,
except for those lucky encugh to have expert guidance ancd
plenty of time. One dancer flew to Morca's 1984 workshep
directly from a thrae-week workshop in Spain. By her
acecount she had learned more after the first week in
Bellingham than during the whole Spanish workshep. The
level of intensity, she said, was so much greater here.

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

The first time I attended I was an cut-of-shape aficionads
with a lot of intsrest and two left feet. In three years
I've learned basi¢ "framework 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 comfortable danging at juergas or informal
performances. Nok only have I learned more than I ever
dreamed possible, but my enthusiasa for flamenco has spread
out among my friendgs in the Northwest who have begun to
seek out flamence ectertainment and to learn more about
this art form.

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

* % *

FLAMENCO AT THE GOLONDRINA

A revicw by Ron Spatz

When relatives visit Los Anpeles, they are usually herded
to Disneyland, Universal Studios, the Queen Mary, ad
nausewuwm, and just maybe..... hlvera Street.....ths oldest
street in the city of the Angels. Among the taguitos and
sombrercs, therxe is a resteurant knowr as the Golondrina.
The inszde houses suck Spanish trappings as white stuceo,
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 mcving, however, the acocustics were disappointing.
Anyone wishing to catech a flameccr show there would be wise
to check first as the performarcce schedules are somewhat
etratic.
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THE RYSS REPORT

WASHINGTON, D.C.

Remarkable Charles Moeser keeps flamenco going in the
D.C. area through the Pefa Flamenca, playing in the enter-
tainpent spots and filling in for absentee artists.
Cnarles is playing at the Tioc Pepe, where Raguel and
Ferands Sirvent often perform. (They are presently in
Spain.) Paco de Mdlaga with Ana Martinez, the favored
artists of EL BODEGON, were on a trip to South America.

NEW YORK

The following photos were taken at a gathering of
local and visiting Spanish artists,
column for further details.)

(See the "Shah"

JALED CORRESPONDENT GEORGE RYSS PRESENTING "THE

GREATEST CANTAOR OF THE FUTURE," RAFEL FAJARDO
FROM GRANADA

"gL GUITO"

CANTAOR ENRIQUE MORENTE AND ROLO, GUITARIST OF
THE FAMILIA MONTOYA

"EL GULITO" BAILAOR

SABICAS (TO WHOM THE FAMILIA MONTOYA DEDICATED
THEIR PROGRAM ) WITH EMILIO PRADOS
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CARBONELL BOLA, GUITARIST OF ENRIQUE MORENTE DIEGO CASTELLON, CARBONELL, "EL GUITO," ENRIQUE
ESCUDERO AND PACD CORTES

T

.5, ARTISTS: DANCER MANOLO RIVERA, SINGER [ACO GUITARIST "SERRANITO"
ALONSO AND GUITARIST ARTURO MARTINEZ

GUITARISTS PACC CORTES AND FRANCESCA GUITARIST “NINO GERO"
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"EL GUITO'S GUITARIST ENRIQUE ESCUDERO AND
CARBONELL BOLA

THE GUAPA, SIMPATICA CARMELILLA OF TIHE FAMILIA
MONTOYA

CATAOR "EL MORO," LNDIO GITANO FROM CACERES

)
L

Supreme strings designed
for today’s finest classic and
flamenco quitars

Al your local dealer or contact

Antomo David Inc., 204 West 55th Street
va New York, NY 10019 USA
Tels. (212) 3071567 « 757-4412 or 3255

FLAMENCO FENCING
ORNAMENTAL IRON

SAFEGUARD FENCE CO.
SERVING NORTH COUNTY

619/7u45-4846

CA Contractor's Licence §374198

N,
“. AR - BUS - STEAMSHIP - RAIL « NOMESTIC AND WORLD TOURS

CHULA VISTA TRAVEL CENTER

(714 4765800 - 297 ® STREET - CHULA wiSTA CALF §2011

— fyecializing i Hpetin

426-6800 REYNOLDS S HERIOT
OWMNER - MANAGER
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LOS ANGELES JUERGAS

SEPTEMBER JUERGA

by Ron Spatz and Yvetta Willlams

Our Sunday afrerncon Juerga on a HOT day was not heavily
attended, but did have an interesting and entertaining group.
We were not very good at nailing down names this time,
partly because we were playing most of the time, but also
because so many people either didn't sign im or signed so
sloppy that it is impossible to make out their names. This
is the first Juerga that Juan Talavera has been able to
attend, and we hope that he enjoyed it as much as we enjoyed
having him there. Other dancers known Lo be present were
Carclyn berger, Coral Citron, Marlen Gael, Gisela Colan,
Gabriella De Ganges, and Louis whose last name got, away
from us., Accompanying on guitar were General Littleton,
Paul Coleon, Dennis Hannon, Tomas Wilson (De Chicago),

Yvetta and Ron. Alberto De Almar down from San Franclsco
showed up towards the end of things and blew us away with
some great solo bulerias. Our next Juerga will be on Novem—
ber 11, Sunday at 5 p.m. at the El Gatc restaurant in Van
Nuys. 7324 Sepulveda Blvé. The dinners are reasonable and
there is a large outdoor patio. Take San Diego freeway to
Sherman Way. East on Sherman Way to Sepulveda Blvd., Left
lor North] on Sepulveda.

LEFT TO RIGHT: YVETTA WILLIAMS, CORAL CITRON,
MARLENE GAEL, ?, GABRIELLA

TERESA BURCIAGA, GUELA COLON, CORAL CITRON,
CAROLYN BERGER

DANCING GISELA COLON, JUAN TALAVERA, CAROLYN
BERCGER, JUAN 2

RUMBA

RUMBA
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SAN DIEGO SCENE

Recent photos from the Tablau Flamenco which opened in
San Diego, February first of this year. Below: Barbara

Alba; bottom left to right: David De Alva, Barbara, Rusa
Spires, Angela and Juanita Franco leave staye in "final
por rumba®; at right: Juanita Franco in Soleares and
Tapgeo.
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AN EVENING OF FLAMENCO

In September Rayna's Spanish Ballet Company presented a
flamenco concert at Southwestern College Theater. Rayna
was joined by guest artists singer Chinin de Triana and

dancer Alfredo Aja. Guitarists were Paco Sevilla and Yuris
Zeltins with singer Charo Botello. Company dancers were
Stasia, Nini, Carissa, Carina, Sandra and Christa.

The program included one classical piece, Capriccic
Espafiol, with the remainder flamenco. WVera Ray did her
usual outstanding job of costuming. Below are some photos
taken during the performance.

CANTAOR CHININ DE TRIANA,

STASIA GLAVAS, YURIS ZELTINS AND CHARO BOTELLO

CHININ, YURIS,

PACO SEVILLA, ALFREDO AJA, RAYNA AND STACIA
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RAYNA ACCOMPANIED BY CHININ

PEPE ROMERO TO GIVE CONCERTS IN SPAIN

[from: Diarc Sur, Sept. 1984; sent by Brad Blanchard;
rranslated by Paco Sevillal]

Pepe Romerc is a 40 year old quitarist from Mdlaga --
he was born in that city in 1944, ipto a family of gui-
tarists -- son of one of the best known classical guitarists
of the postwar period, Celedonic Romero, whe had to go to
America in search of musical horizons that were not to he
found in Mdlaga, or anywhere in Spain. Celedonio triumphed
there, in the United States, as did his sons, forming the
very famrus guitar guartet, Los Romeros, that has performed
more than two thousand concerts throughout the world and
made numerous records. Various composers have written works
frr them, including Joaguin Rodrige, who dedicated to them
his "Concierto Andaluz™ for four quitars and orchestra, and
Moreno Torroba did the same with niz "Conierto Ibé&rica" for
the same instrument combination.

Pepe Romero -- a concert artist at seven years of age,
an Lmportant soloist who had recorded a regord of flamence
by the time he was fifteen -- comes £ Spain this Year tn

give a4 series of concerts and give a Jdebut performance in
Madrid nf the concierto, "Didlcgos," for guitar and orches-
tra, composed by Federico Morno Torroba, with the Orguesta
de Lla Radiotelevisidn Espaficla on March IE_SHE_EB, 1985, We
know that the Philharmonic Society of Mdlaga is looking into
hookiiy a performance of works by Sor, Gialiani, J:5: Bach,
Radrigo, Malats, Tdrrega, and Celedenic Romero ("Suite

Expaficola™), a difficult program, but in keeping with the
erLustic level of the guitarist from Mdlaga. Might there be
som* "official”™ helg in arranging thi: concert?

¥ ¥ ¥

ZORONGO FLAMENCO IN SAN DIEGGC

The Minnesota based company, Zorongo Flamenco appeared
in San Diego as part of the Community Concert Serieg on

November lith. Dancers Susana Hauser and Manolo Rivera
out did themselves in the execution of the fast-paced,
beautifully chorecgraphed and costumed program. They were

accompanled on the flamence plecez by Susana's husband
Michael Hauser and we were delighted to catch a glimpse,
finally, of singer "Cacharito de Malaga" who adds that
something special which only an Andaldr can do,
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NOVEMBER JUERGA

The November juerga materialized at the last minute
thanks to the magic of Basilio Ceravalo who is one of these
pecple who produces rabbits from hats and parade floats in
twenty-four hours. The Juergs took place at Manitas Mexican
restaurant in Pacific Beach and considering the three hour
motice, we had & great and enthusiastic turnout.
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DECEMBER JUERGA

The December juergs will be held at the home of flamenco
dance student Lynn Schroeder and her husband Edison. Lynnm,
who is not a newgomer to the performing arts, has been in-

volved in both the performing and managerial sides of musi-

cal theater.

DATE: December 3lst, NEW YEARS EVE!

TIME: 8:00 p.m. to 2:00 a.m.

PLACE: 567 Greyling (north ridge of Mission Valley)

PHONE: 619/571-5001

BRING: Tapas & drinks to share

DONATION: $1.00 for those bringing tapas & drinks

$3.00 for those who come empty handed
!HAPPY NEW YEAR!
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JUERGA SCHEDULE

JANUARY 19 TONY & ALBA PICKSLAY?
FEBRUARY 17 LOCATION NEEDED
MARCH 16 LOCATION NEEDED

- ANNOUNCEMENTS\\

Announcements with the exception of classified ads are free
of charge to subscribers. They will be placed for two

months 1f appropriate and must be received by the lst of the
month prior te their appearance. Include phone number and
area code for use in the DIRECTORY. Classified ads are 51.00
per line (each 9 words) for each month they appear. Make
checks payable to JALEISTAS and mail to JALEO, PO Box 4706,
San Diego, CA 92104. -

JALEO CORRESPOMDENTS

If you would like toc assist JALEQ by acting as a corres-
pondent for your city, please contact our PO Box and let us
know. We need to have an update at least every two months.

updates

THE NORTHERN CALIFORNIA FLAMENCO SOCIETY presents juergas
on the last Monday of every month at Fargo's in Mountain
View, CA. It is located con Califormia St. in the 0ld Mill
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Shopping Center. Performers as well as observers are
welcome. Call (40B) 723-0354.

MICHAEL EAUSER appears Mon. thru Fri. 5-7 p.m. in "The Bar"
at the St. Paul Hotel, 350 Market $t. and Sun. from 6-9 p.m.
at the "Caravan Serai" at Finehurst and Cleveland in
Highland Park area of St. Paul, MN.

flamenco calendar

CECEMBER '84

1=2 RONALD RADFORD Flamenco Guitarist in Concert, Elk
City, OK, United Methodist Church and Country Club
{3 workshops) Infao: 40%/225-7261

7 PACO PENA In Concert, Northridge, CA, Cal. State
univ., Info: Bl8/BB5-3093

24 NORTHERN CALIF. JUERGA (See "UPDATES" far detaills.)

26-1/3TEOC MORCA DANCE WORKSHOP DENVER, CO for Cleo-Parker
Robinzon Co.

31 SAN DIEGO JUERGA

JANUARY 'B5

TED MORCA WORKSHOPE OR CONCERTS

14-19 ALBUQUERQUE, NM - EVA ENCNIAS

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 RoONALD RADFORD FLAMENCO GUITARIST IN CONCERT
SAN ANTONIO, TX - Juison Montessori School (Master
class Feb. 25%) Info: 512/73%-1673

25 MORTHERN CALIF. JUERSAR (See "UPDATES" for details.}

MARCH '85

26 NORTHERN CALIF. JUERGA [See "UPDATES" for details.)
3l RONALD RADFORD FLAMENCO GUITARIST IN CONCERT
Saint Charles, MO - Lindenwoocd, College Chapel.
Info:r 512/735~1673

APRIL '85

3-5 RCNALD RADFQRD FLAMENCD GLITARLIST IN CONCERT
BLYTHEVILLE, AR - Mississippi County Community
College 5 workshops & mini-ccocerts, Info:
301/762-1020 .

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

18 MARIANG COHDOEA IN COMNCERT BERKELEY; CA - 2320 Dana
st., B P.M.

classitied

For Sale: Santos Hernandez 1934 Flamenco Guitar,
Beautiful tone $3,000. Contact: . Urysdale, 9308
Farmington Dr., richmond, va 23229, Tel: BU4/74U-0712.
CLASSICAL/FLAMENCO GUITAR FOR SALE: Pedro Maldanado 1970,
Pearl Tuners, very low price §700.00. Jack G. ohringer,
1727 Fern Place, Vallejo, CA 94590. 707/642-5424 evenings.
CLASSICAL-FLAMENCO GUITARS -- student and professional
models -=- Ramirez, Kono, Contreras, Marin, Flores, etc.

-— Kenneth Sanders (71i4] 435-4361

GUITAR MUSIC AVAILABLE: Music of many top artists, hoth
maodern and eld style, transcribed by Peter Baime, 1100 W.
River Park Lane, Milwaulkoe, WI 53209,

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

PANRDEROS FLAMENCOS by Esteban Delgado recorded oy Pacoc da
Lunza-n-accurately notated zheet music; $2.75 in USA, $4.5%0
foreign, Southwest Waterloo Publishing Co., 670H Beckett
Rd., austin, TX 7E74%.

JALEISTAS EY-LANS AVRILABLE 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 440-5279 before Sa.m.

BACK ISSUES OF JALEQ AVAITABLE: Vel. I nc. 1 to & $1.00 each.

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

DIRECTORY

.
australia

TLAMENCO ZNTERTAINMENT
Casmos. Inn (Adelaide)

canada
DANCE INSTRUCTION
Maximiliano {(Toronto)

L]
SF)(IIH
FLAMENCO SHOES
H. Menkes {(Madrid)
FLAMENCT CUSTUMES
E. Menkes (Madrid)

u.s.q.
new york

FLAMEKRCO ENTERTAINMENT
The Ballroom

E]l Castellapno (Queens)
La Mancha (Brooklyn
Mesa de Easpana

Meson Asterries {Queens)
Restaurant Espana 46

El Rincon de Zapafa
DANCE IMSTRUCTION
Ballet Hispanico Schocl of Danca
Loretta Celitan (Zong Island}
Mariguita Flores
Viectorio Korjhan
Esteban de Zaon

Bobby Lorca

Melinda Marques

Jerane Michel

Jose Molina

Liliana Morales
Estrella Moreno

Jorge Navarro

Carmen Rubio

Carlota Santana

GUITAR INSTRUCTION
Maric Escuders

Michael Fisher (Ithaca)

new jersey
DAMCE IMSTRUCTION
Yolanda Fernandez

pennsylvania

FLAMENCO ENTERTAIMMENT

Mescn Don Quixnte

GUITAR INSTRUCTIOM

Carlos Rubic

UANCE INSTRUCTION

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

Y
virginia
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 ENTERTAINMENT

El Bodegon

Tio Fepe

JUERGAS

Charles Moeser

GUITAR INSTRUCTLION

Mariquita Martorell

Paco de Malaga (Arlington, V&)
Carlos Ramos (Arlington, VA)
Fernandc Sirvent (Spaniszh Guitar Center)
Torcautc Zamora (Silverspring, MD}

OH-31-2287

*63-834H

232-1lo3e6

232-1036

212/244-3005

212/679=2263
212/446=5154
212/489-5708
212/344-5228

212/362-6710
516/724-6638
212/582-335Q
212/927-7220
212/724-4913
212/666-5107
212/263-76354
212/222-4537
212/245-3504
212/472-1345
212/245-3504
212/478-72582
212/563-01E6
212/473-4605

212/556-6335
807 /257-661%

201/861-8316

215/925-1889

215/732-3610

215/225-1E0%2

804/467~15053
703/931-0324
7C3/527-3454

703/931-U324
703/527~3454

301/657-4739
10l R82-4752

703/524-5U83
T03/527-3454
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DANCE INSTRUCTION

Marina Keet (George Washington U.)
Ana Martinez

Raguel Pefla (Spanish Dance Center)
FLAMENCO COSTUMES

Maria Carmen Ramos

georgia
DANCE INSTRUCTION
Marta Cid

florida

FLAMENCO ENTERTAINMENT

El Cid (Miami)

Bodegon Castilla

Columbia Restaurant (Tampa)
Costa Brava (Fort Lauderdale)
Costa Vasca (Miami)

Marbella Restaurant (SW 8th St. 3lst Av)
DANCE INSTRUCTION

Luisita Sevilla

Josita Molina

Roberto Lorca

Rosita Segovia

La Chiquitina

Maria Andreu

minnesota
FLAMENCO ENTERTAINMENT

St. Paul Hotel

GUITAR INSTRUCTION

Michael Hauser (Minneapolis)
Michael Ziegahn

DANCE INSTRUCTION

Suzanne Hauser

FLAMENCO COSTUMES

Jo Ann Weber

illinois

FLAMENCO ENTERTAINMENT

Cellarchino (Chicago)

DANCE INSTRUCTION

Ridgeville Park District (Evanston)

texas

FLAMENCO ENTERTAINMENT

La Mansion del Rio (San Antonio)
DANCE INSTRUCTION

Anita Mills-Barry (Dallas)
Ricardo Hidalgo (Dallas)

Teresa Champion (San Antonio)
Rogelio Rodriguez (Houston)
Gisela Noriega (Brownsville)

Ricsado Villa - Dance Center (Corpus Christi)

DANCE SUPPLIES
Casa de Danza (San Antonio)
Dance Center (Corpus Christi)

new mexico

FLAMENCO ENTERTAINMENT

El Nido Restaurant (Santa Fe)
DANCE INSTRUCTION

Tamara Spagnola (Santa Fe)

colorado
GUITAR INSTRUCTION

Rene Heredia
Guillermo Salazar
DANCE INSTRUCTION

oklahoma

GUITAR INSTRUCTICN
Ronald Radford (Tulsa)
DANCE INSTRUCTION
Jimmie Crowell

washingfon

FLAMENCO ENTERTAINMENT
G Note (Seattle)

202/364-0700
703/527-3454

703/524-5083

404/993-3062

813/248-4961
305/565-9015
305/261-2394

576-4536
576-4536
576-4536
642-0671
442-1668
642-1790

333-8269
612/825-2952

333-8269

612/291-2889

266-2066

312/8B69-5640

512/225-2581

214/357-8802
214/352-6798
512/927-9029
713/780-1796
512/541-8509
512/852-4448

512/922-0564
512/852-4448

505,/988-4340

505/983-2914

722-0054
333-0830

918/742-5508

946-2158

206/783-8112

-4

DANCE INSTRUCTION

Maria Luna (Seattle)

Morca Academy (Bellingham)
Josela Del Rey (Seattle)
La Romera (Seattle)

GUITAR INSTRUCTICON

Gerardo Alcala (Bellingham)
Joal Blair

oregon
FLAMENCO ENTERTAINMENT
Norton House Rest. (Portland)
DANCE INSTRUCTION

Maria Moreno

Viviana Orbeck (Portland/Lake Oswego)

-
arizona
DANCE INSTRUCTION
Laura Moya (Phoenix)
Lydia Torea
Patricia Mahan (Tucson)
GUITAR INSTRUCTION
Ismael Barajas (Tucson)
GUITAR ACCOMPANIMENT
Sadhana (Non-Professional)

california

FLAMENCO ENTERTAINMENT

Bouzy Rouge Cafe (Newport Beach)
Don Quixote (San Jose)

Dulcinea Restaurante (San Mateo)
Mariano Cordoba (Sunnyvale)

Les Pirates (Los Altos)

Anita Sheer (Los Gatos)

JUERGAS

Halcyon Ida (Santa Cruz)

Jack C. Ohringer (Vallejo)
GUITAR INSTRUCTION

Alberto de Almar (Mill Valley)
Mariano Cordoba (Sunnyvale)

Ken Sanders (Laguna Beach)

Juan Serrano (Fresno)

Anita Sheer (Los Gatos)

Rick Willis (Placerville/Sacramento)

DANCE INSTRUCTION
Adela (San Mateo)

(san Jose)
Rosalie Branigan (Montclair)
Paula Reyes (New Monterey)
Carmen Chevere (Newbury Park)
FLAMENCO COSTUMES
Adela Vergara (San Mateo)

san francisco

FLAMENCO ENTERTAINMENT

La Bodega

Las Cuevas

Flamenco Restaurant

El Meson Restaurant

Siboney Restaurant (Berkley)
Las Palomas Restaurant

DANCE INSTRUCTION

Adela Clara, Miguel Santos
Concha Duran

Rosa Montoya

Isa Mura

Teresita Osta

Jose Ramon/Nob Hill Studio
GUITAR INSTRUCTION

Mariano Cordoba

Ricardo Peti (Carmel Highlands)
CANTE INSTRUCTION i
Concha Duran g
Isa Mura i
FLAMENCO COSTUMES
Raguel Lopez

los angeles

FLAMENCO INFORMATION
Flamenco DanceLine

206/323-2629
206/676-1864
206/325-2967
206/283-1368

206/676-1864
206/671-6268

223-0743

503/282-5061
503/636-5940

602/995-1402
602/841-0028
602/624-9258

602/745-8310

602/624-7979

714/673-3440
408/378-1545
415/579-2500
408/733-1115
415/968-7251
408/723-0354

408/429-8476
707/642-5424

415/383-6115
408/733-1115
714/499-4961
209/439-2410
408/723-0354
209/245-6095

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

375-6964
805/498-0264

415/351-4481

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

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

408/733-1115
624-3015

213/223-1784
415/435-3021

415/924-5908

213/851-9409
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FLAMENCO ENTERTAINMENT
Lares Cafe (Santa Monica)
El cid

El Paseo Inn

Fez Nightclub

Las Brujas Restaurant
Madrid Restaurant

Pablo Picassoc (Sherman Oaks)
The Intersection Folk Dance Center Rest.
Sevilla Restaurant
JUERGAS

¥Yvetta Williams

Ron Spatz

ACCOMPANIST FOR DANCE & CANTE
Eduardo Aguero

Marcos Carmona

DANCE INSTRUCTION

Roberto Amaral

Pedro Carbajal

Rubina Carmona

Manuela de Cadiz

Concha Duran

Carmen Heredia

Maria Morca

Oscar Nieto

Sylvia Sonera

Juan Talavera (Whittier)
Linda Torres (San Gabriel)
Elena Villablanca

GUITAR INSTRUCTION

Marcos Carmocna

Gene Cordero

Gabriel Ruiz (Glendale)
Benjamin Shearer

CANTE INSTRUCTION

Rubina Carmeona

Cencha Duran

Chinin de Triana

FLAMENCC COSTUMES

Rubina Carmona

CASTANETS

Jose Fernandez (Reseda)
Yvetta Williams (Imported)

san diego

FLAMENCO ENTERTAINMENT

0l1d Town (Bazaar del Mundo - Sun. noons)
Tablas Flamenco

JUERGAS

Rafael Diaz

DANCE INSTRUCTION

Barbara Alba

213/831-1694 or

213/828-9205
213/668-0338
213/626-1361
213/666-6137
213/667-9587
213/483-7757
818/906-7337
213/386-0275
213/328-2366

213/833-0567
213/883-0932

213/660-0250
213/660-3059

213/785-2359
213/462-9356
213/660-9059
213/837-0473
213/223-1784
213/862-1850
213/386-0275
213/265-3256
213/240-3538
213/699-9855
213/262-7643
213/828-2018

213/660-9059
213/451-9474
213/244-4228
818/348-4023
213/660-9059
213/223-1784
213/240-3538
213/660-9059

213/881-1470
213/833-0567

619/483-2703
619/474-3794

619/222-1020

Juana de Alva
Juanita Franco 619/481-6269
Maria Teresa Gomez 619/453-5301
Rayna 619/475-4627
Julia Romero 619/583-5846
GUITAR INSTRUCTION
David De Alva

Joe Kinney
Rodrige

Paco Sevilla
FLAMENCO COSTUMES
Clara Martinez

619/440-5279

619/440-5238
619/274-7386
619/465-7385
619/282-2837

619/831-2596

MAIL ORDER

CASTANETS

THE SEA - 305 N. Harbor Blvd., San Pedre, CA 90731

Imported from Spain $11.00 (student) $35.00 (professional)
FLAMENCO CASSETTES =

PACO SEVILLA - 2958 Kalmia St., San Diego, CA 92104

Send $.00 for catalogue of flamenco records.

FLAMENCO COSTUMES

ADELA VERGARA - 1825 Echo Ave., San Mateo, CA 94401

Made in Spain, $150.00 including postage and handling
JOSE SORILLO - ¢/o W.J. Adams,

53C Lewis Bay Rd., Hyannis, MA 02601

FLAMENCO SHOES

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

GUITARMAKER'S SUPPLIES

ALLIED TRADERS - P. 0. Box 5608603, Kandal Branch, Miami,
FL 33156 (Catalog free)

DE VOE LUTHIER SUPPLIES - Box AA, San Jose, CA 95151
Finest tonewoocds (Send S.A.S.E. for price list)
MANTONCILLAS (small neck shawl) =
THE SEA - 305 N. Harbor Blvd., San Pedro, CA 90731 °
Rayon, 24" fringe $20/crepe, 22" fringe 522

SUSTAINING MEMBERS

Your tax deductible contributions to the Jaleistas
organization are gratefully accepted. Contributors
will be listed on the inside cover of Jalec for a peried
of one year under the following categories:

3 50.00 - Malaguena
$ 100.00 - Cordobes
$ 500.00 - sevillano
$1,000.00 - Andaluz

JHLi

BOX 4706 SAN DIEGO, CA 92104
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