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ENRIQUE EL COJO

DANCE PERSONALITY DESPITE HIS LIMP

- ENRIQUE EL COJO (photo by Pableo Julia)

[ from: El Pais, MNov. 5, 1984; sent by Brad Blanchard; trans~
lated by The Shah of Iram]

Enrique Jiménez Mendoza is perhaps the only cripple to
become, not only a dancer, but a teacher of dance. In the
past 33 years, almost all notable dancers in search of per-
fection or of a final artistic polish that only this man can
give them, have studied at his academy on Calle Espiritu
Santo in Sevilla. Yet, he is partial to the self-taught and
sdmires those like Manuela Vargas, Lola Flores or himself,
whose dance reflects none of the academic mannerisms.

Enrique el Cojo is a celebrity in Sevilla., He has spent
72 years in this world, 69 in Sevilla, 64 in darce and 53 in
the academy giving classes to the likes of Cristina Hoyos,
Cayetana, Duchess of Alba, the Japanese girl, Aichi Kasouwa,
winner in 1983 of the annual competition organized by the
municipality. The fact that a Japanese maiden should win
that competition amazed many:

"And how is that possible?"

"She studied at the academy of Enrique el Cojo.”

“Ah, well..."

No one 1in Sevilla is surprised that the Department of
Culture has awarded him the Medal of Fine Arts. Indeed, it
is thought that the acknowledgement is late in coming.

Entique el Cojo does not detest his nickname. In fact, it
pleases him. He has carried it since he suffered an early
childhood paralysis. He is the child of a poor family from
Cdceres who came to Sevilla in search of a betrer life.
Though he 1s of C&iceres, his earliest memories are of
Sevilla, the Calle de la Feria where, in those days and even
now, an old-fashioned market is installed every Thursday and
the rest of the week the Macarena quarter is turned over to
th typical daily routine. While quite young, he suffared the
said paralysis whose consequence left him small-bodied,
slightly misaligned, and with a noticeable limp.

This did not keep him from dancing, and dancing well.
Perhaps his strength is in the movement of the arms, con-
trelling space with them, drawing arabesques according to his
personal, artistic sense of geometry, much in the style of
i@ Juana de Jerez. Even though this ie his strength, even
thi=gh one can see 1n his something of the earliest
"bailaoras'", he also knows how to move, how to do footwork,

arms

and how to impart to the movements of his short, stubby body
an impossible gracia. "Dance comes from the depths of
‘oneself and has the same effect wherever it is expressed,
because its expression is always valid when one allows it te
spring forth."

And Enrique el Cojo has allowed his dance to burst forth
for years with such art that everyone who is anyone in the
dance has passed through his academy at 26 Espiritu Santo.
In addition to professionals and the aspiring, his academy
has seen the likes of Cayetana, duchess of Alba ("What a good
position that woman enjoys, and how well she learna!") and
foreigners hailing from the oddest regions in search of the
difficult technique of flamenco or sevillanas. He pronounces
himself surprised by the sensitivity of the Japanese ("They
cry when they dance.'"), by the tenacity of the British, and
the intuiciveness of the Italians, Despite 53 years of
giving classes and despite the pride he shows in speaking of
his students and in receiviang their respect, he confesses
without a blush that he 1s never so pleased as when he sees a
dance that is different, without academic aroma, a personal
dance "coming from within, made by itself, such as that of
Manuela Vargas, Lola Flores, and many others."”

At 72 he is recovering from an apoplexy that has kept him
away f[rom his classes. A young grand-niece, Mari Carmen
Garcia takes over for him at the academy while he spends his
days in visits to the Café Tropical, walks along the Calle
Amor de Dios and in long hours at home in the company of his
sister.

He will dance again, but while aswaiting that day, we can
admire him in his appearance in the film "Carmen" by Francasco
This is not & role as long as thar of Placido Domingo
is no less important. Where

Rossi.
or of Ruggero Raimondi, but it
he 1s, there is baile.

THE SHAH RECALLS ENRIQUE EL COJO

El Cojo had heard that a young American was coming, and as
1 approached down a sloping narrow canyon of white stucce
hung with wrought iron and turned into rthe small cul-de~sac
of the Calle del Espiritu Santo, I found the old man wairing
with all the restraint of a fox expecting the arrival of a
plump hen. The old man was short and plump of aspect and
jolly and kindly by nature. Presentations were exchanged,
courtesies executed, and then the plucking began. A verbal
gkimmish quickly ensued, and when the air was clear and the
feathers settled, 1 realized that 1 would be paying for his
services three or four times what I am certain the Spaniards
were paying, the duchess not excepted.

"1 will give you everything, I will hold back nothing," he
assured me on Lthe first day of my apprenticeship. And
indeed, he did just this.

The door to the one room academy was wide enough to admit
a carriage and was always open to the street in‘good weather.
It appeared that the entire place was missing %a wall. An
elderly yellow dog from the neighborhood draped himself
across the threshold on most afterncons and dozed to the
hammering of heels. My efforts, for better or worse, were
bare to the gaze of passers-by who would detain their pro-
gress and observe the proceedings. The--incentive was great,
therefore, to dance well when possible, or orherwise to pro-
vide some piece of foolishness to keep the public distracted.

One day, I nonchalantly asked El Cojo the time of day.
"Never mind,"” 1 replied without giving him the chance to
answer, "I will find out for myself,” With that, [ ambled

ove to the electric meter, took a glance at it and announced,
"It's 34:78, how the hours do fly!"

El Cojo gazed at me with amazement. "That's the electric
meter," he informed me, and stared at me as if 1 had just
crawled out of a cave somewhere in Outer Mongolia.

"A what?" 1 innocently inquired.

He began to explain something, but 1 would allow no
explanation, professing that the matter was beyond my under-
standing, and therefore of little value and no interest.

1 would not be confused or dissuaded, "It's 34:78, and
the gut does call unto me," 1 announced as I disappeared out
the deor in search of a glass of tinto and a dish of callos.
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And 8o it was that I demonstrsted to one snd all present
that I had absorbed nect only the Spanish danre, but also the
intellectual habits of many of the native Elamenta profes-
sionals.

El Cojo, as I have ssid, did not stint., My progreas under
his tutelege was very swift, inspired by his acute under-
standing of the whole irdividual, ard helped by the immense
pleasure of dancing far someone so like unto a kindly old
uncle.

On & warm,
Sevilla were
bougeinvillia,
that I would depart on the morrow.
spparstus and explained that in my land too, there were
remsrkablie devices, and that this one hsd the perulisr
capatity to reproduce on 8 hard piece of paper the images of
things st which it wes peinted. This strange notion seemed
to amuse the old man, and he chuckled--whether out of dis-
belief or delight, I could nct say. 1 demonstrated its use
by pointing it at his electric menitoring device on the wall,
{"Meter" 1 think he called it). T manipulated in & random
fashion certain protrusions and attachments on my instrument
while peering through sn eyepiece. This, I assured him would
capture forever the impression of his "meter™ on a plane of
paper. Afrer 3 few surh cperaticns, 1 junxtsposed the old
man himself with the eleptric meter, He submitted cheec-
fully toe this experiment with 2 cigarette dangling from one
hand snd a look of amusement upom hia countensnce. And this
is the picture ¢f Enrique el Cojo that I had wished to pro-
duce for Jaleo and preserve for posterity. But alas! All
that ever developed from that roll of film was a series of
opaque squares, &s blark as diasppointment.

melliferous fell day when the streets of
scented with Jasmin and blezing red with
I appeared st GEspiritu Sante sad sanouaced
I produced 8 small black

EDITORIAL
JALEQ: WHERE IT IS. WAS. AND MAY BE GOING

by Paco Sevilla

Tt would seem to be time te inform our subseribers about
the cucrent status of Jaleo, esperially where the irregu-
larity of our publication is concerned. Te do &0, requires
a brief history:

Jaleo began as s local newsletter in 1978. All work was
dene by volunteers, except for the actual printirg. The
publicetion grew and became internstional. &n army of
workers wrote, edited, typed, proofread, did the lsycut and
graphice, teok phetos end processed them, delivered mater-
igls to the printecs, falded, collated, and sssembled the
magazine, kept trdck of aubscriptions, back 1ssues, and
advertising, did the tedious job of mailing (atsmps, labels,
all isaues In zip ccde erder), msde cur mailing labels on
“borrowed" computer time, and did the accounting, book-
keeping, snd banking. Costs increased and volunteers
vanished as jebs grew more difficult and epthusissm waned.
Now, aix years later, only one volunteer vemains on the pro-
duction staff. All of the above have to be paid for--

apd ceets cartipue to- inflate. Jalee has pevec had a
readerahip (at lesst not those who aubsgribe) large enough
te support itself. Flamenco people tend to be neither
rzadecs, nor writers, and net have much money. Southern
Californis alone could snd should supply mnre aubscribers
than we have throughout the world. But, apparently it is’
nct to be.

We now have s situsticon where we must wait until we ssve
encugh money so¢ that we can publish an issus. The time
cequired cortinues to increase, especially as discouraged
resders and advertisers cease to send money. In additien,
we have oc help in translating Spanish articles and have =2
montainous batklog of wonderful articles that may rever be
pulished. The time needed te do translating is sncther
factor that delays publication.

I would hste to see Jsleo comz to an end. Ny personsl
resson is as follows: I first went to Spsin in the late
1860"s. 1 didn't return until 1978 and found s totally
changed country and flamence. I didn't underatand the
musit, the singers, nor know the nsmes of any of the popular
artists. It was s resl shaock. Since 1978, Jlaleo has aerved
the valuable Zunction of keeping a alow trickle of imrfor-

mation coming from Spain and has kept us informed aboulb the
state of flamenro in its native land. I weuld be willing to
pay Jalec's subscription price for eme issue a year, if it
tould help keep me up te dste, -

There seems to be only one possible solution to these
preblems, a splutior that has many advantages. We have
decided to make Jaleo a quarterly, as in the case with a
number of other guitar magazines and specialized music
journals. In this way, we will save & trenerdcus amount of
unnecessary expenditures, including pastsge and other
mailing costs {labels, etc.), cost of the cover and some
seven other pages of directory and events calendar, cost of
the laysut snd many other costs that do not go directly into
the acetusl articles, There will be more time far money ro
come  in, &8s well as for gathering articles and trans-
Isting those rthat are in Spariah. 1n sddition, those of us
directly invelved in producing the msgazine will get a
little bresk between iseues and have mere time to get the
wark done.

The resder will benefit in a numbec of ways. The mags-
zion® will be larger, it will arrive on time {March, Jupe,
September, and December) a#nd be more dependable, and it will
survive. The price will not thange (we will phase-ocut First
clasa mailing, since it coats too much in both money and
laborj, except thet back -issues of the quarterly will have
to go to $5.00.

The calendar of coming events will, of caurse cea#se to
serve much purpoae, since we are aeldom informed far enough
in sdvence, but that feature has nevec functioned very well
~~readera deun't send murh information and informstion is
often out-dated, We can atill print the lists 8f past
events snd thoss events that asre promoted far encugh in
advance.

We feel we wust make this change snd that it will work
out well. The suly alternative seems to be 8 continusgl
declime in quality and frequency of publication. If you,
the reader, have thoughts ©n this subject please let me
know,

%

A Classic Combination
PACO PENA & DADDARIO

Born in 1942 in Cirdoba, Spain, Parc Pefia has been
playing professionally since the age af lwelve and has toured
Europe both as =2 adiest and as part ol the “Paco Pefa
Flamenco Company” 1o wide criticar acclaim.

Dedicated to conserving the pure artistry of flamento, Mr.
Pefa eslablished Ihe seminar "Encuentro Flamenco’ offgring
Ihe aficionado an intensive program of study as well as the
op?onunﬂy to live in Andalucia, the heart of this musica
cullure

Me has recorded nine aibums for Decca Records including
Ihree I've performances and a duo efforl with Pace Delucia,
another world renowned hamenco guitarist. He has alse made
several highty successful lours of Australia, given recitals with
Ihe company at lestivals in Hong Kong, Edinburgh. Holland, and
Aldeburghand performed 1o audiences in Japan and Landon, all
to widespread enthusiasm.

Paco Pefia appears regularly
worldwide on Television and has
received extensive praise for his
shared recitals wilth John Wiliams,

Paco Pedia uses
D'Addario Strings.

E farmingdale, NY 11735 LISA
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ANTONIO GADES

INTERVIEWED FOR JALEO BY JEANNE ZVETINA

It was the appointed hour of 7:00 p,m., and we stood on
the second floor landing just outside Dressing Room Number |
at the New York City Center Theater, waiting for Antonio to
arrive. 1 say "Antonio," becsuse after seeing the movie
"Carmen" 25 times, I felt almost as if I knew Antonio Gades
perscnally.

About five minutes passed, and press assistant Fran
Colgan started worrying out loud. She revealed that Antonio
had missed a 5:30 appointment that day snd hoped everything
was okay. | wondered what he would be like, Was he as shy
as some of the press reported? Was he really as short as
Manolo Marin? Would he look older or younger than he did in
the movie?

My mind raced over the array of facts 1 had assembled in
preparation for the interview, Antonio was borm in 1936, so
that would make him 49. His father had been shot during the
Civil War, but miraculously survived and moved the family to
Madrid, where he eked out a meager living as a mosaicist.
Antonio began working at age 11 and tried his hand at a
variety of odd jobs - in & photography shop, as a busboy, in
the backroom of a journalistic enterprise., He was bored to
tears. Somebody suggested he try being an artist - maybe it
would pay. He says it was like "going out for basketball.”

In one year he had a diploma from Madame Palito's dance
academy and the very next day joined the Pilar Lépez Company
at age 16. "1 knew nothing, but could imitate everything
others did. 1 was happy; 1 had the body of an athlete and !
was hot-blooded; it was as if there was a bull inside me."

Ray Zvetina

INTERVIEWER JEANNE ZVETINA WITH ANTONIO GADES

After nearly 8 years with Lépez, he went off on his own ,
choreographing for Gian Carlo Menotti at the Rome Opera,
then the Spoleto Festival, and finally becoming principal
dancer, choreographer and bhallet master for Milan's LaScala.
Returning to Spain, he formed a small compapy and electri-
fied American audiences in 1964 at the New York World's
Fair, where he won the Cold Medal. Paris critics awarded
him the Prix de la Critique, and he also gained the Madrid

Fine Arts Circle's Gold Medal and the Escudero Prize. He
choreographed and guest-starred with Alicia Alonzo's Ballec
Nacional De Cuba, and in 1979 was named Director of the
Ballet Naciomal De Espafia.

Since then he has formed his own company and has worked
as a dancer and choreographer in some nine movies, including
the well known "Blood Wedding" and, of course, "Carmen". I
made up my mind that I would not waste our precious inter-
view time going over biography and past triumphs,

Suddenly I heard a voice on the stairway below and knew
he was there. Up the steps came Antonio Cades, hatless, a
long scarf trailing from his neck, wearing a rugged sheep-
skin coat over grey cords, He looked younger than I
expected and (to my relief) about 5'9", Before he hit the
top step he was saying "I'm sorry," which turned out to be
the only English words spoken that evening.

Fran Colgan introduced us, and Antonio very properly (and

perhaps prudently) shook my husband's hand Ffirsc. Ray
exhausted his social Spanish with a "mucho gusto, Sefor
Gades." Antonio then shook my hand firmly and asked for a

moment to get ready. He entered the dressing room and in a
few seconds opened the door and invited us in.

The room was about 10 feet long by 6 feer wide and had
three illuminated make-up mirrors and chairs on one side and
a vinyl covered arm chair in front of a radiator at the
back. Antenio's costume (dark blue cords and cream colored
shirt) hung on hooks to the left. He sat in front of the
center mirror in a grey Adidas sweatshirc.

Antonio asked if it would be all right if he put on his
make-up while we talked. Of course it would. I caught a
glimpse of a sticker on the left mirror with the words "Mr.
Baryshnikov," as he pulled up a chair for me next to and a
bit behind his.

I started by thanking him for consenting to the inter-
view, and told him it was an honor for me and for the publi-
cation [ represented. I explained that 1 was not a pro-
fessional media person, but that I was interviewing him on
behalf of "Jaleo", and produced a handful of older copies
with cover pictures of Escudero, Paco De Lucia, Carmen Amaya
and Carmen Mora. He glanced ar them while I explained that
though 1t was not a slick dance magazine sold on the stands,
it ws the grapevine of the flamenco community in the U.S5.
and went to 26 countries. He promised to lock at them
later. (In anticipation of this, [ had marked a passage in
a review of the movie "Los Tarantos", praising his perfor-
mance. )

Antonio began to put on his tan pancake make-up, and 1
opened with a simple, personal question: How do you get

ready for a performance - what do vou eat? Antonio said
that he didn't, that he had never been much of a food
person, food wasn't that important to him (an interesting
comment from one who owns rtwo restaurants in Madrid.)

Did he smoke? Oh yes, all the time, What did he smoke?
That quick, shy smile crossed his face - black ones, white

ones, brown ones, whatever. WNow he was outlining the outer
corners of his eyes with an eyebrow pencil.

Are you demanding as a choreographer and
Demanding’ Yes, T am very demanding.

Do the dancers have to perform exactly as you choreo-
graph, or do you allow them some individual Ffreedom? No,
they must do it as [ direct, but, [ choreograph with their
individual abiities and talents in mind - I know what they
can do.

Do you think it is possible for an American, or any non-
Spaniard, to dance like a Spaniard? He turned to face me
(as he did in answering all my gquestions, not rebounding
them off the mirror): Yes, but to do s0 you must eat with
the Spanish people, drink with them, live with them, absorb
their culture. It is not just a matter of learning the
movements or a choreographed dance. Of course you must
learn the steps and how to count, but then you Forget that
and learn to dance. It takes time and a lot of work.

Now Antonio was outlining his lips with a brown liner. [
had a sctrange feeling of deja vu. Suddenly it hit me, this
was exactly the way he had made himself up in the interview
scene in "Blood Wedding." What an serie feeling, like being
in the picture.

If my daughter, for example, wanted to study in Spain to
be a Spanish dancer, what school would you recommend?
Actually, none, There are a number of good teachers in

director?
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Spain who can teach you parts of Spanish dancing, but there
is no one school or teacher that does it completely, In
fact, Jjust for that very reason, I am thinking about--
no, [ am going to establish an academy in Madrid to teach
all facets of Spanish dance. OFf course, T won't be teachling
it myself, but ['1l have the best teachers, and 1 will
direct and choreograph Ffor the school. It 15 something I
think is really needed.

Ray Zvetina

e

ANTONIO GADES BEING INTERVIEWED BY JEANNE ZVETINA

0f course, that will also give you the pick of the
dancers for your company? That's true, he smiled. His
manner was direct, intense, but personable and non-patro-
nizing. He came across very much like you see him in the
film.

If we were Lo come to Spain this vear, would we ger to
see you perform there” Well, 1 doubt it. He took out his

schedule and checked it as he showed it to me. 1 zo te
Germany next, then to Paris, then back to Germany. (1 saw
the word "pelicula" covering a chunk of his calendar, 1
think the better part of July, August & Seprember.)

You work so well with Carles Saura, do you plan to do
other things with him? VYes, in fact we are doing another
film this summer in Madrid, called “El Amor Brujo,”" based on
the music of DeFalla. 1 blocked out several months to film
it. Antonio was now filling in and lengthening his side-
burns.

Will you ever be coming te Califormia? You have a lat af
admirers there, as well as in San Antonio where my sister is
in TV and radio, and hopes you'll come. VYes, he would like
to perform in San Francisco, Los Angeles and San Antonio if
he can get good bookings. Ferhaps this could be done in
connection with & tour of Japan at the end of the year. It

would be a natural to come through the United States on his
way back. He hoped 1t could be worked our.

His make-up finished, Antonic pushed his chair back,
turned it toward me and lighted a2 cigarerte. 1t wae relaxa-
tion time. 1 momentarily slipped from interviewar to Gades
"groupie'": 1 saw your movie "Carmen'" 25 rimes, [ blurted.
His eyes and forehead crinkled slightlv with mild skepti-
cism. No, really! My daughter works at the movie and ['ve

known the manager at the theater since 1 was 15 vears
. ne "

old——he let me in free. Later, when the film opera "Carmen

came, with Placido Domingo, he kept telling me you ve got to

see it, you "“friends" are all in it. I thought he was
kidding me. So the last night of the movie, I dropped Maria
off and decided to stay. Sure enough, there were Juan

Antonio, Cristina, the two singers, lors of the dancers,
Enrique, "El Cojo", and you had done the chorsography -

all my "friends.” 1 almost fainted and [ let out 2 whoop 1n
the show. Antonio laughed broadly. . )
It was now past 7:30 and approaching curtain time. Hay

snapped a few quick photos, while I told Antonie_that Rosa
Montoya sent greetings from San Francisco to him and to
Taure, who had once been a fellow student. Antpnla said
that he would pass that on to Tauro. 1 asked }f he had
known Carmen Mora. He said ves, but she had died in an EUFD
accident while on tour in Mexico. [ s=aid 1 knew. Antonlo
asked whether | knew that Cristina Hoyos' husband had died
in the same accident. I didn't. I thought all the others
had survived. Yes, it was a great tragedy.

Antonio rose and, ever the gentleman, helped me on with
my coat. 1 couldn't resist telling him (it was Lru?) that
he looked even younger and handsomer than in the movie. We
thanked him for his courtesy, shook hands and lefr. As 1
walked into the hall, T could hear my heels clicking on the
floor. Funny, I could have sworn they were several feet nff
the ground. .

P.S. to Antonic (If you are reading this). Three rhings
1 wanted to tell you, but forgot:

1) 1 really did see the movie 25 times, and every Uime,
no matter whether there were 200 people 1n the theater or
20, the audience always applauded at the end. 1 have never
seen any film produce that kind of spontaneous reaction.

2) 1In fact, it was almost like a live performance. I
swear rthat some nights you were better than others. o

1) 1 am dving to know--is that really your studio in
Madrid?

FLAMENCO SUPREME
Guitar Strings

Complete sets with black or clear
trebles Retail SPECIAL DFFER
$11.00 $6.95
Minimum order 2 sets Postage Paid
California resients add sales tax

Make checks to Lester DeVoe - Guitar
Maker, Box AA, San Jose, CA 95151-0027
Offer expires September 30, 1985

CATALOGUE OF MODERN FLAMENCO RECORDS J

A collection of flamenco records from the‘I
modern era (1972-82), representing most

of the important artists and including a
number of unusuwal and rare items. Each
record is described in detail and given
a brief critical review. A tape library
will make these records available.

SCND $4.00 TO: PACO SEVILLA,
2958 KALMIA ST.
SAN DIEGOD, CA 92104
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" " driving rhythm as they go through increasingly compl
CARMEN drills under Antonio's watchful and demanding eye. T;:
) ’ lines come at the audience in wave upon wave, like old-
BALLET ANTONIO GADES ON STAGE time infantry, their feet cracking like cannons. (The

by Ray Zvetina

The Carlos Saura movie "Carmen," starring Antonio Gades,

created such a cinematic stir in winning two awards at the
Cannes Film Festival and an Academy Award nomination, that
this review will assume the reader has already seen the film

version, That being the case, wvou know rhat the Saura-
Gades approach to the Carmen story is inspired by the
Mérimée novella, heavily influenced by the Bizet opera

score, and is told in a flamenco idiom within the framework
of a dance company's rehearsal of the show. 1In the film,
the real-life obsession of the director-dancer with his
Carmen creation mirrors the plot, so that life imitates art
in & way which blends the two almost indistinguishably.

The theater version is very much like the movie with one
major exception - without the ubiquitous cameéra and the use
of dialogue, it is not possible to develop the parallel
plot. The rehearsal format remains, however, so0 the
characters appear mainly in Levis and sweatshirts, leotards
and leg-warmers, rather than period costumes. Only the
matador Escamillo wears a real costume, when he dong his
magnificent "suit of lights" for the final scene. Carmen
comes close, in her red spaghetti-strap top and modified
Spanish ruffled skirt, at one point embellished with comb,

(phote by Colette Masson Courtesy of Marilyn Levine)

CRISTINA HOYOS

Antonip Gades wears tight blue cords,
and black leather boots (without high

mantilla and fan.
cream-colored shirt,
heels) throughout.
The New York City Center Theater on 55th Street, where
"Carmen" was presented from January 29th to February l7th,
is an older auditorium done in morisco style, with a huge

proscenium arch. The show is introduced by the overture
from Bizet's "Carmen". The curtain opens upon a3 stage
draped completely in black with no formal ser. Simple

tables and wicker chairs are arranged stage left and right,
and at the back are a series of five movable mirrors.
Dancers in rehearsal dress are .limbering up while three
guitarisrs (Antonio Solera, Manuel Rodriguez, José Manuel
Rolddn) loosen their fingers in a cacophony of flamenco
rasqueados. Antpnio claps his hands peremptorily, and the
dancers form lines, male and female. The guitars beat out a

analogue of this scene appeared in the middle of the movie,
when Antonio's jealousy of Carmen's husband causes him to
drive the troupe unmercifully.)

When Antonio is satisfied, he signals a rest period, and
the exhausted dancers slump into chairs or lie full-length
on the floor catching their breath. Time hangs heavy while

various dancers vrecover and begin individual practice
routines. (i thought this was the only time the show
dragged, ironically right after the vigorous opening.)

A convention is then used to introduce the major charac-
ters and suggest their identities. The lights semi-dim and
a spot singles out Juan Alba, who performs a few passes with
his hands, signifying his role as the matador, Escamillo.
The spot next focuses on Juan Antonio Jiménez in his light
blue sweatshirt and faded jeans, who sternly brandishes his
cane and cuts the air with slashing strokes, an omen of Che
duel to come. (If you were only familiar with the Bizet
work and had not seen the movie, you would have no way of
identifying him as Carmen's arrogant husband Mari.) Next
Antonio is illuminated, and a brief series of military-
like steps and movements tells us at once that he is Don
Jose, the ill-fated corporal of the guard. Finally Cristina
Hoyos (sans leg-warmers), looking much younger and prettier
than in her unglamorous movie role, circles the stage to
Bizet's theme, Fflirting wich spectators at each table,
conveying the essence of the free-spirited femme fatale,
Carmen.

Now all the performers are seated at
hypnotic, syncopated table-slapping begins, accompanied by
the strident verses of "No te metas en los zarzales",
coarsely chanted by the "workers' in the cigarette factory,
the '"tabacalera". (Carmen Villa, Rocf{o Navarrete, Maria
Fernanda, Stella Arauzo, Ana Gabido, Marfa José Gabiio,
Blanca navarro, Inma Adanez, Esperanza Galdn.) A brassy
fellow worker taunts Carmen, who responds in kind, and their
personal dance mano a mano gradually escalates into a
brilliantly choreographed "rumble" between the followers of
the two antagonists, culminating in Carmen's. lightning-
like slashing of her rival's throat. No matter how many
times you have seen this scenme in the movie or on stage, it
never fails to electrify with its crackling tension or to
evoke a horrified gasp from the audience when Carmen's knife
flashes and her challenger grasps her throat, while every-
one else freezes in shocked disbelief. [n terms of theatri-
cal effect and ingenuity of narrative choreography, the
"tabacalera" is perhaps the highlight of the show, sur-
passing (unintentionally, no doubt) the climax of the
finale., Since both Messrs. Gades and Saura are co-billed as
choreographers, it is difficult to determine who deserves
the major credit for this masterful scene.

The guitars then strum and beat a march, as Don José and
his saquad of soldiers (Tauro, Enrique Eteve, Antonio
Quintana) arrive to investigate the uproar. Carmen 1is
quickly identified as the culprit and is taken into custody
by Don José. In the movie, Laura del Sol made a young and
captivacting Carmen, but on stage Cristina Hoyos demonstrates
her superior experience and consummate dancing and acting
skill right from the start, as she imperiously shakes off
Don José's grasp and within a few moments has taken her
captor captive with her shawl, which Don José allows to rest
around his neck like a proverbial horse-collar. With a few
seductive moves, Carmen has determined his fate and leaves
him gawking impotently as she saunters away. This scene,
which is the pivotal point of the whole story is longer than
the movie sequence, and is performed extremely well by borh
principals.

In the film, the consequences
feasance of duty are only hinted at. On stage, Antonio is
led off to a symbolic confinement between three mirrors,
where he is ignominiously stripped of his rank and left to
agonize over his monumental indiscretion. It is here that

tables and the

to Don José of this mis-

Gades displays his almost mime-like talents, his head and
shoulders sagging from their customary erect carriage, and
higs body convulsing with his inner turmoil. He turns

slowly, poised on one foot, and then almost topples from the
inequilibrium of his emorions.
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i
ANTONIO GADES

{photo by Colette Masson -
Courtesy of Marilyn Levine)

Suddenly, there is Carmen again, undulating around the
stage in a carefree and spirited rhumba, surrounded by =
tlague of guitarists and admirers. She appears to Don José
as if in a fantasy, trailing a black mantilla from a high
comb in her hair and flicking her large black fan in beckon-
ing fashion. The man has no choice but to follow her,
lemming-like, to a room casually assembled on stage by the
caste, which 1s singing a catchy melody. There follows the
love scene of the movie, where Carmen and Don José dance
passionately around, and finally to, the bed which Carmen
suggestively circles. The stage version struck me as a bit
more sultry than the film, especially in the way Hoyos keeps
tantalizing Don José and putting him off, finally steering
him forcefully to the bed. Blackout.

When the lights come up, we are in the midst of the in-
spired juerga, or cast party scene, full of fun and good-
natured clowning. What was pood in the movie was equally
effective on stage, as the participants join in the fun,
culminating in a boisterous parody of a bull-fight to the
opera's "Toreador Song". A number of the participants, in-
cluding both singers ( Gé&mez de Jerez, Manolo Sevilla) and
Antonio, perform bulerias and desplantes not seen in the
film. The amazing thing is that the party appears so fresh
and spontaneous, as if it were unrehearsed, when the oppo-
site is clearly the case.

In the movie, the party is chilled by the arrival of
Carmen's husband, just returned from jail. On stage, he
appears suddenly, brimming with arrogant self-importance.
There is a kind of surrealistic passage of the three men
(husband, Escamillo and Don José) before Carmen, after which
she ambles over to embrace, and then accompany, her husband
in his haughty promenade off stage. MNo soconer has she gone,
however, then she 1is back again, enticing Don José into
dance and guiding him to a card table where the husband and
two others wait. There is a brief card game in which Don
José manifests that he has been cheated, and the husband
slams down his cane full force on the table, signdling a
fight.

The duel chorecgraphy is identical with that in the film.
The two men circle each other warily, fixed in a malevolent
stare, tapping their canes in an ominous syncopated beat,
looking for an opening. The tension builds steadily as
blows are struck and paried, until finally Don José catches
his opponent off guard and flays him mortally. Carmen sur-
veys her fallen husband almost indifferently, then contcemp-
tuously tosses her tinny ring near the corpse and links arms
with Don José. They back away slowly from the scene, as much
in awe of the enormity of the deed as the audience. Just as
in "Blood Wedding", the power of this symbolic, almost
surreal death-struggle is such that it seems more titanic
than reality itself. Alcthough the film has the benefit of
better costuming and makeup of the husband, close-ups and
shadows on the wall, I detected no appreciable loss of impact
on stage. There is no applause--the audience is too gripped
by fear and awe to admire the brilliant theatricality of the
scemne.

The ensuing blackout is pierced by an overhead white shaft
of light on the matador, donning his golden suit of lights
before a mirror., In the almost spooky silence, he makes slow
and graceful sweeps with his cape, and suddenly, through the
medium of the traditional bull fight music, we are outside
the Plaza de Toros 1in Sevilla, where happy couples are
dancing festive pasodobles. Escamillo strides tegally
through the adoring crowd and stops to admire Carmen. She
begins to dance with the matador when Don José yanks her
away. Escamillo controls his dirritation with a haughty,
finger-snapping disdain. The revelers polarize into two
groups, one clustered about Escamillo and other about Carmen
and Don José. They rival each other in the vigor of their
celebrating. Carmen, chaffing from Don José's possessive-
ness, asserts her independence and joins Escamillo's group.
Don José bursts through the cluster to retrieve her.

Now Escamillo faces off with Don José. He performs a
deliberate and controlled dance that reeks with the superior-
ity of a celebrity unaccustomed to challenge by his
inferiors. Don José responds with a dance of reckless fury,
shrieking the inner-rage of a man consumed by jealousy.

As if irritated and bored by this "scene", Carmen walks
away. Don José runs after her and, losing all pride,
embraces her legs in supplication. Carmen pulls free,
signaling with a gesture that she had had enough, it is
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finished. Don José grasps her in a deadly embrace and
plunges his dagger into her - twice. She slumps to the
ground. Don José reaches down desperately as if to bring heg
back to life, but she falls at his feet, eluding his grasp in
death, even as she had in life. (Unlike the movie, there is
no ambiguity in this final scene about whether it is a
theatrical stabbing of Carmen by Don José or a real stabbing
of the dancer.) The curtain falls.

- The audience explodes into applause, and soon the well-
contrived curtain calls begin, As a reward for their
enthusiasm, the crowd is treated to a repetition of the
rehearsal 'waves" from the opening scene, only this time at
the machine-gun pace of the movie sequence. This inspires a
new uproar of appleuse, which is again rewarded with a clever
rhumba routine. Again the crowd responds, and Antonio treats
them to an oYchestrated clapping and zapateado exhibition in

which he cues the performers like a conductor directing the
various sections of the Philharmonic. By now the audience is
in a frenzy, and receives the final rreat, a cleverly devised
mini-drama. Long after the curtain finally descends, the
applause continues, not as a petition for more, but as a
genuine display of appreciation for an overflowing cup of
artistry and entertainment at its best.

I cannot think of "Carmen" as simply a dance performance.
While it is in the dance idiom, specifically the flamenco
style, this production is, first and foremost, theater. The
staging, [ighting, music and choreography are all skillfully
blended and balanced to dramatize the Carmen story. Each
component is an individual success, but the combination is a
triumph of excellent theater. The film was outstanding, but
"Carmen" on stage had that extra element that impels theater-
goers to pay $35.00 a ricket rather than $5,00—the special
thrill of a 1live performance and the peculiar, almost
magical, chemistry between the performers and the -audience
that transcends the footrlights.

—t—aile—

ON CARMEN

This "Carmen" 1is the result of our work together--
the conclusion or continuation of our collaboration on the
film "Blood Wedding."

Why “Carmen"? The story of "Carmen" is a story of
obsession. As Emilio Sanz Soto explains, "Carmen and Don
José devour each other for the pleasure of self-destruction.
This is no Greek tragedy, seeking salvation or condemnation.
it's something else altogether. Here, only death can free
us from desire. Here, it is impossible to escape destiny--
the dice are cast. "Carmen" is more akin to Oriental lore
in its fatalicy "

It 1is strange cthat the character so representative of
Spain--so desirable that men would die for her--should be a
French invention, for "Carmen" comes te us from France,
through Mérimée and Bizet, who have delved so thoroughly in-
to our temperament and our tradition. Their inseparable
versions of "Carmen'--story by Mérimée, immortalized in the
music of Bizet--were the foundations of our work. Our
" version of "Camren" is danced. Here, dance is the principal
element, and rhythm, music and movement are the vital
aspects of the story. Our intention was to set this
"Carmen" within the context of our origins, our native
temperament; for that reason, we used flamenco dance and
song, without neglecting the lovely Bizet score, however,
which serves as a counterpoint,

Wich this production, we wanted to convey all of the joy

and passion we felt in recreating "Carmen'.

~-Antonio Cades and Carlos Saura

Antonio Gades first electrified American audiences at his
appearance at the Spanish Pavilion of the New York Worlds
Fair. Before that he had a brief career in journalism while
simultaneously developing an interest in dance. It took him
less than two years to earn his diploma at a ballet academy,
and the very next day he joiped the Piler Lope: company.

ANTONIO GADES

(photo by Martha Swope Associates -Linda Alaniz)
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Gades became choreoprapher for the Rome Opera atter cnaorea-
graphing Ravels Bolérc in Rore in the mid-sixties. He then
accepted the positions of principal dancer, choreographer
and ballet master For Hilan's La Scala.

Since 1978, when he was director Eor the Ballet Nacional
de Espafia, Gades has farmed his own company, which includes
dancers from his earlier troupes, among them Cristina Hoyos,
Juan Anconio Jiméneg, -Pilar Cardenas and Enrique Esteve.
For this company he created "Blood Wedding" based on a play
by Frederico Garcia Lorca, which Spanish director Carlos
Saura made into a well-known film version of the same name.
The Gades~Saura collgboration was renewed F[or the film
"Garmen'" which received two prices at the prestigiaus Cannes
Film Festival in France, as well as an Academy Awgrd nomi-
nation for Best Foreign Film in 1984,

Among the awards that Antonia Gades has received are the
Paris Priz de la ({ritigue, the Nadrid Fine Arts ¢ircle's
Gold Medal, The Escudero Prize and the Gold Medeal of the
New York World's Fair. PBallet Antonio Gades' engagement
with the Washington Performing Arts Society is the United
States premiere of "Garmen", which will be followed by a
North American tour.

Cristina Hayaa began her profeasionsl career at sixteen,
devoting herself to the art of flamenco. When Gades first
saw her perform inm the renowned flamenco cabarets he imme-
distely made her his partmer. In 1974 he chose her for the
role of the fiancé in "Blood Wedding™ which she recreated in
the 1980 film. in the Gades-Saurs film "Carmen", Hoyos
plays the patt of the ballet mistress, while in the stage
version she plays the title role of Garmen. '

_ SIZZt ING *CARMEN’
BaLLET ANTONIO GADES AT THE WARNER

{from: The - Washingron Pest, Jen. 23, 19B3; sent by Max

Bishop]j

by Alan M. Kriegamsan

At the Warner Thestre last night, one sensed tbe thunder-
oud reception to come--the applause, the ahouts, the
standing crowd, releasing feelings pent up aod mounting
without bresk for 90 minutes. It erupted at the Einal
curtain like lave, as did the performance, which wasg a
slowly simmering caldron of emoticomal vehemence, now and
then boiling over as the flasmes licked higher, receding to
an ominous murmur only to be whipped up still more wvielently
to an ultimate cutburat.

it was the American premiere of "Carmen” by the Ballet
Antcnio Gades, the stage veraion of & movie collaboratiom
berween dancer-chorecgrapher Gades and Spanish filmmaker
Carlos Saura, The movie was seen here [ast year &nd na
douht generated on its own & sizable potencial audience for
the week-long run at the Warner.

This is, however, no mere atage transcription of the
film. Nor ia it--though the Ballet Antonio Gsdes is a auperh
troupe of dancers and musicisns--a concert of Spanish dance
centered on the "Carmen" mystique. HRather, it belongs to a
genre of ita own, which i3 one cause af its stunning power
48 a theatrical experience.

This "Carmen” is like & Spanish Gesamckunstwerk, minus
Wapnerian overtones; it's a genuine fusjon of artiscic
media, masterfully integrated snd bent toward the expressicn
of a single dremactic idea. The jindpiration is ascribed by
its producers-=Gades and Saura--to Prosper Nérimée's novel,
the opera by Bizet and the popular music of Spaim. But the
resultant conception could have been 5sired cnly by this
forcunate match between a dance master and & film director.
Dancing, solo and choric singing, guitars, percussion from
feet, fingers, hands and castenets, brilliantly dramatic
lighting, a spare, wmodular set and a cinematic £luidity of
form enter equslly inte the gripping effect of the whele.

If there are limitations te the work, perhaps they are
due to the inherent one-dimensjonality of the "Carmen"
material itself. From Someone who has never fully under-
stood the appeal of "Carmen'--Eizet's opers or the story it
tells--wy opinicn may noc be the mosc reliahle. But 1t
seems to me that the starker, grittier, subtler "Blood
Wedding," both in its tsge realization and as the first -of

the Gades-Saura Film collaborations, Was artistically
supericr. Pushkin's Tatisna in '"Eugene Onegin,' morecwver,
strikes me a3 a wore interesting incarpation of a liberated
female spirit than the garish, purely instinctual Carmen,
and &3 a personification of obsessiwe jealousy. Othello
wakes Don Joae loak like a callow delinquent.

Be this as it may, the Gades-Saura '"Garmen," even more so
on stage than in che film, is & triumph of collaborative
crafcsmanship. Like the film, the stage version hegins with
a2 dance class, in which the dancers launch into a rehearsal
of the "Carmen" ballet. Unlike the film, there's no inter-
twining story of the dancers’ private llves, and no dialogue
--pnee the "Carmen™ tale is set in motiom, it's up te the
flamence dancing and the music (alternating flamenco and
Bizet) to carry it forward.

This is a “Garmen" distilled to bgsics--a brief exposi-
tion of the main cheracters; Carmen's seduction of Jose: &
mock bullfight; the cane duel in which Joge slays Carmen's
convict husband; Garmen's flirtation with the bullfighter;
and her scabbiag by the now desperate Jose. A collection of
chairs, tables and movable mirrors serves as an aptly blunt
setting. In the seamless tapestry of the staging, tension
is sustained as much by ailences aa by saund, by stillness
as much &5 moOvement.

The performance is 30 much sn ensemhle effort that, al-
though Gades and the other principals have an inevitable
‘prominence, the drama is experienced as inseparable from the
ethnic, sociasl and atwmoepherie milieu in which it is em-
bedded. The performance also demonstrates the expendability
af virtuosity for its own sake—there’s plenty of vircuoso
dancing, but every moment of it aervea a gpecific dramstic
function. The ensemhle itself participates almoat like a
series of iladependent 'characters" in the drama--the use of
such maased effects i one of the distinctive festures of
Gades' treatment of the flameaco idiom, most often an arct of
solos and duets, )

What can one say of Gades g2 2 dancer, apsrt from his
heing -one of the consummate performers of the gge in any
medium. At 48, he remains one of the flamenco greats. IE
what he does i@ ipcomparable, it may be partly due to his
unique combination of classesicel and Spaniah dance back-
ground, and partly to. -an swesome personal inmtensity--
he has only to strike a pose teo send eleccrical bolts

thraugh your spine. Christina Hoyos--the bsllet mistress in
the film--makes a powerfuly mature Carmen, not a girlish
slattern, but & woman who's lived brutally and fiercely,
The same level of compliments must go to Juan Antonio
J1m§nez as the hugband, Jusn Alba as the torere, and the
entire company of dancers, singers and guitariscs.

* & &

DANCE *CARMEN’' COMES TO CITY CENTER

[from: The New York Times, January 27, 1985; sent by George
Bygs)

by Marcia Pally

"Just because a female dancer wears a dress cut Bo low in
the back that it displays...'the parting of the ways'
doesn't make it true flamenco," Carola Goya told the critie
Walter Terry in 198l. She was explaining the demiae of
Spanish dsnce$ it had been adulterated, she smid, littered
with junk like flowers, combs, and caatanets {(only one
dance, sthe fandanguillo, calls Ecr them). Classic forms
like the sevillanas, holero, and jota were being overrun by
the worst tendencies of flamenco Such as thrashing movements
and stomping about (again, only one dance, the zapatesdo,
should give way to such excesses). 4nd, she added, playing
the instruments of one region with the dances of another
didn't help matters, either.

The corruption of Spanish dance was evident to purists
5 early as the 50's, inspiring Vicente Escudero, called the
greatest flsmenca dancer of this century, to write im-
passioned hooks and articles. In his decalogue of dos and
don'ts for the male flamenco dancer, he cautioned against
effeminste arm meticas, curled fingers, irrelevant, shawy
steps or acrobatics, and undulating hips. Keep the torso
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ereck and stil, ha wrote, and ’dgnce as a man.”

“If it conbinues in its present course,' Escuders told
Dance Magazine in 1955, "“the Spanish dance will lose ics
persénality." Some 25 years later Mr. Terry concluded his
article with "Perkaps someday, Spanish dsnce will make 2
glorious comeback."

And perhaps it's on its wsy. Lask spring, Pilar Ricja
peformed here to enthugiastic critics and audiemzes; last
August, the flamenco concerts in Joseph Papp's festival of
latin culture drew SRO crowds for their three-hour shows.
The year 1981 saw the release of the Zilm "Blood Wedding," a
flemenco versicn of the Carcia Lorca play, directed by
Garleos BSaura snd chereographed by Anconie CGades, In 1983
the Saura-Gades tear produced the dance-film "Carmen' which
won two awarda ak Cannes d4nd a nomingtion for ar Oscar.

Now, Mr. Gades is bringing his stage version of "Carmen"
to City Cenkter for three weaks beginning Tuesdsy, He will
perform the role of Don José; Cristina Hovos, a member of
Gade's dance company who played the role of his rehearsal
assiztant in the film, will dance Carmen.-

Flamenco has a history of créssipg between trash and
legitimste Lheater. It was strictly musi¢-hal]l material
till Gsreia Lorca end Manwe] de Falla orgsnized the fitst
flamenco festival st Granads ip 1922?. Critics and audiences
then gave it s stint of popularity and respect cil the 50's,
when it suffered commercizlizatian, Now, once ggein, it's
enjoying the gtatus of art.

Mr. Gades's "Gsrmen" is quite unlike the other renditions
of the Frosper Merimée story (which provided the libretto
for the Bizet opers} that have lately filled our theaters.
The Gsdes versions are dsnced more thev &cted or eung: Lhe
steps are bssed nn traditional flamenco or popular Spanish
dances. Ris scores are composed af opera excerpts, flamenco
sangs, and silance.

In Merimées novel, Carmen is & married woman, S0 her
carty¥ings on with Don José snd Escamillo n&t only toy with
their feelings but involve her in adultery, "one of our
problems,” Mr. Gades says, "is that people know the opera
backwards snd forwards but few hsve read the back."

For Mr. Gades, the easence of "Garmen" 1s freedom. MIn
the 19th century, if 2 msrried woman ran around with other
men she'd be thrown out, called s whore,” he pointed nut.
"Carmen is never called a whore - that's whsk's amazing -
becsuse she never lies. She's complekely cpen about what
she does," In other words, by never Bccepting the rules,
she stays cubgide them.

“Don José is from a more reputable class, gives every-
thing up, snd is refused," Mr. Gades said., ‘'He's completely
ensnared in his emotins. People understand that; they sym~
pathize. But it's Carmen who fascinates. Few of us manage
the freedom she has."

1f Carmen is a self-gtyled outsider, flamence is an spt
expressign for her story. Like jazz, it's the art of the
excluded Flamenco is the prodyet of gypsies who are said to
have wsndered from HRindustan to Seville and Cadiz in the
15¢h century, of the Morisc0s (Arabs who remained ir Spain
after the Chrisiian armies defeated the Moors and who con-
verted to Christianity to ssue their necks), nf the Moranos
(Jews wno stayed on in Spain afrer they were expelled in
1492 end who had much the ssme reasan &5 the Arabs for con-
verting) and of indigenous lowlife - debtorz, thieves,
prestituces, and nthers with a grudge againgt the statuz
quc. Each group nsd s musical tradition, and the amslgsm
became flamenco.

Until the mid-1800's, however, flemenco waz done by
villagerz for their own people and was little known outside
Andslusia. One, "La Caramba” was supprsed ko have roused
the Lavern-goers of l8th-century Msdrid with her flamenco
singimg, but it was the cafe cantantes {music halls) of the
19¢h century that made the art populsr throughout Spain.

8till, in a bout of conzervatism following the Spanish-
AmaTicen Wer, some writers <ontinued to dismiss flamenco as
the ramblings of riffraff. Not until the afforrs of Garcia
Lorcg and Falls in Granads in 1922 did flsmenco gain
cradibiley.

It got 1iks first big boost from Escudero, Roberto
1glesiag, and Brooklyn-born Jezé Crece. Carmen Amavo, with
her wild energy, became very populer here, but by sending
her combs flying and her crinolines swirling, she may _have
conkributed to wvulgarizing the form, (Greco ane Iglesiss

neated up their acts Lo emulste - &ar compete with - her.)

"It's a matter of emotion, not technique," Mr. Gsdes
emphasizes. A dance form is a wehicle of expression, snd
it may help you feel a cerkain way, just as a costume does.
But witile there are different dsnce farma and different cos-
tumes, Lhe inner sadness ©r anger 1a the same. Different
cultures deal with jealousy, for example, in varying ways -
in 19th century Spaln a man wayld kill the woman whc wronged
him, in New York yau do something else - but sgain, the pain
inside 1s the same. Dn stage, I use the expressi@ns of the
culture to get to tne passion.™

S0, too, with the film. There, Mr. Saura and Mr. Gades
let the lens hover above the dancers' port de bras (move-
ments of the arms) - & camera pasition that heighrened the
conkemptucus grace of the flamenco carriage. When the
foobwork was cenktral to the scene, they lowered the camera
to thigh or heel level, augmenting the slow build-up of
intensity ~ of the threat ~ in flamenco rhythms,

- As much &s Mr. Gadas focuses on em8tion mow, his original
intereat in dence was much more down to earth. ‘"1 was
hungry,' he aays, Nis father, shot during the Spsnish civil
war, earned & smell living & & wmosalrist and the aon was
looking for work by the time he was 11. "Whst chpices did I
heve? To bo¥, play soccer, fight bulls - I tried them all.
I worked in & photography shop, bussed tables, Somebody
suggested I try being en arbist - maybe it would pay. IE
was like going out for baaketbgll."

He studied ballet and, &fter one year, jained the Pilar
Lapes dance company. In the early 60's, he weant out oo hig
own end, since the late 650's, has toured with his own com~
pany {he was last in New York in 1972} and warked on nine
films. Three were nominated for Oscars.

His work has certainly helped prompt the recent demand
Fnr Spanish dance - empecially the laazt twn filme with Mr.
Saure, “Blund Wedding" end "Carmen.” And, in this cmmtry,
the growing latin populstian hss created a market for it.

The death of Franco has &lse had & parkt. "] slways tried
to do my work," Mr. Gades explsined, "but sipce Franco's
death, Spanish artists have been gble to work more. There's
miTe money, WOTe Support, more oppertunity.  Before, pra-
moting the arts weant bonsting Framco's image, in a way.
How it just means furthering art."

* & %

A DANCER'S ROMANCE WITH CARMEN
[from: Newsday, Jan., 27, 1985; aant by George Ryss)
by Janice Bermsn

V1t seems that Cermen is going to kill me, instead of me
killing Cermen," Antanin Gedes sgid with & laugh,

Gadea, 4B, is the Spanish dancer and choreographer whose
fortunes have become inricately antengled with thos= of the
young woman who betrayed the love of Don José and waz killed
by him. Gades hegz been Don José twice: once in the
stunning, smoldering, widely acclgimed 1983 mevie, “Carmen,™
that he and Carloz Saurs created, amd again in the steged
versian for hiz Ballet Antonic Gadea, which he is bringing
te City Center tomorrow Lhrough Feh, 17.

He &lso choreogrsphed the 1984 movie of the opere
“Carmen” thst starz Placide Domings and Julja Migenes-
Johnson, and, early in his career, choreographed & "Carmen,"
stsged by Gian Carlo Menctti at the -Rome Opera.

That makez four wversions of ™Carmen.,” But in Lthe
Gades/Saura film aa in the Gsdes ballet, Spanizh folk music
has been added to Georges Bizet's opers score and the story
has beem zlightly eltered. Carmen no longer wprks in a
cigarecte factlry; she iz a dsncer with & company not un-
Iike Gades’ own. The serting is a dence studic in contem-
porary Madrid, buc itz zpareneas, as well as the presence of
the encient rhythms of Spain and even what Lhe dgncers wear
(such as fringed zhawls over their practice clothes) give &
sense of timelessness.

We could be in the present day or in the Spgin thst the
French asuthac Frasper Merimée saw a5 a tourist, the basis
for his 1845 novel called “Carmen,” Thirty yeacs later,
fellow Frenchman Georges Bizet wss inspired by Merimée's
tale to write the opera "Garmen.” 1t is ta MerimSe Lhat
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Gades returned for his ballet's story line.

""The important thing ncbody knows is that Carmen was
married," Gades said through his Cranslater duriag a recent
visit Lo New York. Gades speculated that the tharacter of
the husband was amitted for the sake of the opera, so that
there would be only two male voices -~ those of Don José and
the bullfighter Escamillo - as a match for the twa female
voices of Garmen and Michaela, Don José's girlfriend.

Gades' ballet omits Michaels but includes the hushand,
the bullfighter, Don José and Garmen. Cristina Hoyos, whe
will dance Csrmen, has been with Gades for the past decade.
In the Gades version, Dan Jasé {Gades) is the director of a
ballet company trying to find a dancer to <¢ast in the role
of Garmen. When he finds the dancer, he learns that her
name 1is Carmen. He falls in love with her; he is unaware
that she is married {just as most people are umaware that in
the Merimée story Carpen was married].

In Gades' film, as in his ballet, Carmen has ma problem
with loving Don Joesé while being married ta someone else.
S5aid Gades, ™She never Ieaves her clags style. When she
falls in love with Don José, she doesn't go where he
belongs; she takes him into her lifeatyle. Those are words
from the author.” “Carmen’s” message he said, is that "we
can be really happy with somebody and really happy with
someone elae as well. . .Intellectually, you're not cheating
on anybady., But when sex comas into it,” he said with a
little laugh, "you'll probably be lying."

The performance, an hour and 23 mjnutes with no inter-
missiod; has three guitarists, twa singers and 17 dancers
(13 women, seven men}. Six small tables and 25 gray chairs
are arvanged in various waya to transform Cthe setring as
needed.

Stagecrafr, Gades said, was something he learnad from
experience after he became a dancer “lnstesd of wasting time
in fraat of a mirror, looking at myself, I was going ta the
theater, looking at ather productions, talking ta the
electricigns.”

Gades has been choreggrspher for the Rame Opera, La Scala
and the Ballet Wacional d'Espagna. Far his own treype, he
created the ballet, "Blood Wedding,” based on Federico
Garcia Lorta's play. Carlos Saurz collaborated with him an
the film version. Teday, “Garlos and I are a marriage. It
is beyond a business arrangement," Gades said.

Born in Elba, in the province of Alicante, he was raised

in paverty, His Ffather nsrrowly escaped death in the
Spanish Civil War when he was shat in the head. The family
woved to Madrid, where Gades' farther eked our a living as s
mosaiciat. Gades’ first job, at age 11, was as a bushoy.
Then he warked in a photographers' shop, As a teenager, he
did some cyrling. Then, when he was 15, he taock up dancing,
because, he said with a grin, "I ljked danclog with girls a
lag."

After three months, during which, he zard, "1 wag just
like a monkey. Everything I saw, I did," he began tpy fesl
hemmed in by his teacher. "She reld me, 'Don't de s double
turn,’ She was picking on me." He quit and wis hired by an
American singer, Harry Fleming, who sent him to work 1in
northern Spain, where he found himselF playing bongo drums
instead of dancing. But there he was discgvered by flamenco
dancer Pilar Lopez. ™I grarted learning as a professional.
By the time 1 was 16, I was the first dancer of the com
pany.™

In the early 1960s he left the Lopex Company and choreo-
graphed "Belero" for the Rome Opera, which led Menotti to
give him 2 contract as the company 's cherecgraphar - and to
hig first encounter with "Carmen." )

¥ X ¥

FLAMENCO ARTISTS GIVE STRENGTH TO *CARMEN'
[from: The Daily News, Jan. 30, 1985; sent by Gecrge Ryss |
by Janice Berman

The "Carmen" that 4ntonic Gades has brought to the City
Genter for a three-week cun is beth better and worde than
hie dance film, also based on the stery of the opera.

What makes it Setter is the vitality of live performances
by accamplished flamence artists. For the power of the
cancing 2lone, you are urged to run directly ta the theater.

What makes it worse is the dne-dimensionality of its
stocytelling. No longer is "Carmen” a story af ancantralled

passion. What's onstage at City Genter 15 a sosp dpera
about this man who meats this woman whe cheats on him a lot
and, when he can't take it anymore, he stabs her with a
kntfe and she dies.

That's not what has made "Garmen'' a classic. And that is
not what spurred the recent delupge af "“Garmens.” In
addition o productions by the Met and the Rew York City
Opera, there was Peter Brook's ‘Carmen,' presesated at Fhe
Vivian Besumant Theater, and "Carmen," the movie starring
Placido Dominga and Julia Migenes-Johnson.

And, of rcourse, there was fades and Carlgs Saura's
masterful 1983 film, “Carmen." 1n that movie, the oppar-
tunities for close-ups and the accasional appropriate addi-
tion of dislopue, as well as s certain consistency of stary
line miasing on the srage, added wp to 2 "“Carmen" filled
with the mystery and fire that has engaged 5a many imagi-
nations.

Onstape, it's different. The Spanish populsr songs that
supplement the Bizet music are still sung besutifully,
sometimes by artists who dance ss they sing. There are
guitarists tpo., And the stamping of the feet, the proud
carriages of the men and wemen, the pulsating rhythms are
compe lling.

Bur in terms of atorytelling, samething is missing.
Gades has not been azble to coavey the idea that Garmen's
intrinsic allure darivea from the fact that she lives her
own life and never bhecomes what others want her to become,
not even the man she falls in lpve with, Jon Jase (played by
Gades). HNor has Gades been able to depict the depth of Don
Jose's jealousy and confusion. Carmen {danced by Cristina
Hoyos) seems merely vain and capricious, aad Dan Jose pouty
and peevish. In the ahsence of close-ups and other cine-
mat ic dewices, what was needed was chorsography that would

bring cut the nature of each character, along with more
attention to acting on the part of the dancers.

In addition, this "Csrmen" is cenfusing. Like the Gades/
Saurs film, it takes place in modern-day Spain. Although
the dsncers wear practice clathes, it is5 no longer clear
thst '"Garmen" takes place within g dsmce company. Far in-
stance, Garmen's new flame, the bullfighter {called Le
Iorerc in the program and danced by Juan Alba), shows up in

full brocaded raiment, the only member of the cast nat
attired in practice clothes. This gives the character sn
unwsrranted impaci, This stary is sbout Carmen and Don
Jose,

Equzlly ronfusing is the presence of Garmen's husband,
This is tsken from the Prosper Mérimée stury that was the
basis for Ceorges Bizet’a opera, We don't know whether Don
Jose knew of the husband's existenre. Nar do we know whare
the huzband (danced by Juan Antonio Jimenez) came from. He
just shows up.

But there remains in this "Garmen" the intrinsic beauty
of Fflamenco dancing, gloriously performed, particularly by
Gades, wnose body in motionm closely resembles the thrust of
s knife.

% % %

DANCE: *CARMEN’' BY ANTON1O GADES
30, 1985;

Tfrom: Jarn.

Ryss]

The New York Times, sent by George

by Anna Eisselgoff

Antonic Gades 16 presumably still the. best Spanish dancer
im the world and he has not danced in Hew York since 1972.
He doesn't dance very much either in his flamency versian af
"Garmen,"” which cpened last night at the City Center for a
run through Feb. 17,

Given the paucity of great Spanish dancing today compared
te 2 heyday that lasted through the 195D's apnd given an
American publir's thirst for such dancing--the house was
packed--it is amezing thst Mr. Gades has cheosen sg simplis-
tic and empty a production for his return.

Danced by the first-rate Ballet Antonio Cages from
Msdrid, this "Carmen" is reductionism at its mast reduced.
The treatment laoks like arty abstraction with an accent on
distillaticn. The actual resvlt is a mere sketch of the
basic story anmd the ever mare basic emations behind if.

What this "Garmen"™ really ressmbles is an ovtline for &
film script, which is what it is {n reverse. In 1983, Mr,
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Gades and Carles Saurz, the Spanish film director, were
rather successful in e movie treatment of "Carmen," thst in-
csrporated elements of Bizet's opera and his source, Prosper
HMérimée's novella.

Granted that it is open zeason onr "Carmen'" nowadays, but
Mr. Gades, in fallnwing up his film with a stage versionm,
seems to have forgotten thst each medium hss its specisl

requirements.’ Both Bizer and Mérimée slso get shSrr shrifr
here gnd the sudience gets a farm of shorthsnd thst fails tn
provide the extra dimension necessary for any re-interprets-
tinn of s clszsic. The mugic itself eswings from live
Buitsrists to tspes from the opers.

Mr. Saura and Gades are both listed as chorecgrsphers aad
they cut from scene to scene as if they were directimg s
film but leave no room for any chsrscter development. They
begin but do not follow through with s cnnceit of s dance
company from whom the chacacters will emerge. This was the
aprosch used in the filw. And im Fact, a familiaricy with
the film takes ths edge off ithe idea behind rhe stage
vardion. .

After the ensemble finishea ''rehearsing,” four dancers
introduce themselyes in solos., Mr. Gsdes sa José, Gristina
Hoyns as Carmen, Juaa Antonic Jiménez aa her husband snd
Jusn Albs ss Escamillo, identified in rhe program as a name-
less bullfighrer, The fact that they sre in contemporary
street clothes or flamence rehearsal gear, with gmly Mr.
Alba later wearing & mstador's costume, is comsistent with
the abstractionm of the original narrative. But it is also
confusing.

While the film concerned a. modecn-day stsTy that ran
parallelto the story of "Carmen," the levela of reality here
are blurred. Whes Mr. Gades stabs Miss Hoyos at thes end, ia
he the damce compsany director s#&n ic a few minutes st the
beginning, or is he the absitaction of the José character?

One wouldr't worry abour such detmils if Mr. Saura sad
Hr. Gadea didn't take their approach so sericusly. The
packaging sround the production is dAted wodernism -
reflecting screens that ofFer funhouse distortions to
signify Jos¢'s inner srtate aFfrer his disgrace, or later
screens ss wirrors fnr the bullfighter in his dressing room
when they are not partitions a la Gordon Craig.

The chsracters are flst and the concept behind the dance
treatment is {lst. The only thing that matters is the
brilliance of the dancers. Mr. Gades Einally comes tn life
im his finsl solos - both confrontationmal with the huabsnd
and Miss Hoyos. Quist power held in reserve has been hia
specinl quality and it is stil? in evidence.

Miss Hoyos attempts to leok uulgar but iz a highly re-
fined dancer snd the csmppay is slweya polished. The sat
pieces that audiences expect From Flamenco csmpanies sre
cleverly disguised here but they are here. Like msny
Spanish dencers, Mr, Gades is seeking a crestive mpprnach tn
the ume of the flamencn idiom. He attained his goml in
another ballet, "Bleooed Wedding." LIn the present jcstscces,
an alternate progtam during = long thres-wesk run wnuld have
been a good idea.

¥ ¥ ¥
‘CARMEN’ DANCES INTQ CITY CENTER
{from: New York Post, Jsn. 31, 1985; sent by George Ryss]
by Clive Barnes
The difficulty with flamenco dance has slways heen

finding something te do with it. It is basically s social
or csbaret form of dance rather thsn theatrical.

Although sometimes electrifyingly exciting, especially in
smsll doses, flsmence 1is not particulsrly amenahle to
theatricsl forms such 28 pure dance, being insufficigntly
varied, or narrative dance, as iLs exPressiveness seems
limited to a nsrrnw range, both emotiomally and chorseo-
graphically.

Enter undsunted, at the City Center the other nighe,
Antonio Gades snd Carlos Saura, alang with Bizet, FProsper
Mérimée and others. They - with Bizet and Mérimse 1in
absentia - are presenting a new version of “Csrmen,” which
to sn extent is s spin-off from the prizewinning film that
Gades and the filmmaker Ssurs made s couple of yezrs ago.

Although the baller starts, as did the movie, at a
rehearsal, the stage work is more direct. It wakes no real
effort to tell the story of either the Mérimée novella or

the Bizet opera, snd there is no attempt to redefine them 1n
new dramatic terms, as did Peter Brook's far weightier snd
more effective version, "The Tragedy of Carmen,” at Lincoln
Ceater last seagom,

Cermea and Don Jnse ere seen ae tragic {igures controlled
by destiny, but this is essentislly s vestigial treatment of
the theme., It is the ides of Carmen (the plstonic ideal if
vou like) thet is deslt with here.

Most nf the music 78 flamenco, with the Bizet (a record-
ing ©of the opera) amd even a bullfight pasa doble being
dropped in for an occasionel commentary. Thus Bizet's
Hebeners is used for s love duet, the "Toreador's Song" for
a comic bullfight pestiche st Lillas Pastas's place, snd the
finale as a bsckground to Jose's fatal stabbing of Carmes.

The lighting, s$ hot and sharp &s the Andulusian sun, is
al overhead, catching the action in illuminsted pools. And
the actiom itself moves in fits snd starts, in hints sasd
memories.

Most of the drama is conmveyed by suggezbion. This is
pregumably Saura's main contribution to the work, althsugh
both he and Gedes are credited equally with the "story,
choreography, lighting and staging."

" Just as the ballet starts with s flamenen class led by
Gades, sn - now BRd agsin - it will break off for a kind of
cuadro flamenco, where they all cut loose and ming and
dance.

Jose has just s few initial military steps ts show his
occupation, which is typical of the work's deliberately
sketchy characterization. A Fate figure - also Carmen’s
husband somerimes dowinates, while at other times it will be
Gades, here it seemm in the role of a rehearsal director
rather than Joge.

There are interesting things here. The use of a stick as
8 kind af third stampiog flamecco leg is fescinating, and
two of the fights, the first between Carwen 8nd her femals
rivsl, and the second between Jose and Carmen'z huzband, are
tsutly mtaged.

The dsncing thraughout is excellent. Gades's knife-
esdge body profile still snglea itself with watador grsce,
and Cristing Hoyos is a mettlesome if not especially
slluring Carmes. Jimenez and the Torsador, Jusn Alba, make
spirited foils ta Gadea's dour Jose,

This is a lonp wsy from the spectarles sf Antnnin or the
castgnet-dranchead divertisesements of Gades's own stylistic
mentsr, Pilar Lopee, Acd, spert from the
Mexicsn Luisilla, mo one has heen mors
genre of Spanieh dgnce.

Yat iromirally nothing is sdded to the myth, legend or-
image Oof the eternal Carmen, and the evening is at its best
at its lesst pretentious, When the damncers simply dance
like the devil, and the throaty msunds of flamenco Eill the
8ir, the thestar mowentarily becomes s csbaret and we are
briefly tramsported.

Then high art intrudes,
tangibly as it happened,

ambiticus in the

aod the moment vanishes ms in-

o
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José Greco's
him was

INTERVIEW WITH JOSE GRECO

by the Shah of Iran

in Maria Benftez' homage to
Like a good wine or a well-

participation
brief and pleasant.

cured haunch of yak meat, Mr. Greco's style has that mellow

robustness that only age can confer.

The following inter-

view was conducted in a congenial atmosphere of laughter and

good humor.
his speech didactic.

is pleasant and attentive,
instruct, and we

Greco's manner
He clearly loves to

Mr.

of course, are most happy to be inmstructed.

Jaleo

Greco
Jaleo

Greco

Jaleo
Greco

In the name of Allah, the all-merciful, the all
powerful, ahlan wa sahalan, welcome to our fair city.
[Replies with a gaze of mute astonishment].

Sir, what are your artistic antecedeuts, that is to
say, with whom did you study and what 1is vyour
development and formation?

That's a very difficult question after so many years,
because I studied with so many teachers. Actually,
it was my sister who decided to be in show business
and [ had to follow in her footsteps, according to
the family. From my sister's influence, I started to
study with this teacher who was a very good, perfect
teacher, as far as technique. Her name - Helene
Viola. She used to go to Spain every year and spend
time in Granada, in Zaragosa, in Bilbao, in Seville,
where she would gzet all the pure rustic forms and
bring them back to New York, and would of course in-
clude these techniques in her dance classes. Then I
had another teacher who was more theatrically and
choreographically advanced. Her name was Aurora
Arriasa. Later on, I studied with Anita Sevilla who
had studied with the great La Argentinita. As my
dance career progressed, [ eventually became La
Argentinica's parctner, and the reason I got the job
is that Anita Sevilla had learned the same rToutines
and dances of La Argentinita. After La Argentinita,
I went to Spain, and in Spain I studied with the
great masters of the time, La Quica, El Estampio, the
Pericetrs.

It was wvery wonderful to see the contrast in
teaching methods between the American and the Spanish
teachers technicaly, there was too much difference,.
The spirit was different, and the most important
thing was the envircoment. You felt in Spain that ir
was the source of all these things [ used to presume
to interpret, which [ did quite well with La
Argentinita. I had never seen these dances performed
i the land of their origin, and when I began to see
them there, it was impressive that what [ lacked was
that inspiration and the confidence that what T knew
was true.

Flamenco is unique because it requires a personal
expression. Can you only do it because you are a
Spaniard or because you are an expressive individual?
Well, if you are an expressive person and have
captured the characteristics, you become a good
flamenco dancer, a pgreat flamenco dancer, or an
extraodinary flamenco dancer, like Maria Benftez. As
you know, she 1s not a Spaniard and neither am 1, yet
we have achieved recognition because the thing we
intepret is true, according to our own emotional
expressions.

Did you study with anv men, perchance?

Only with El Estampfo, but I had the great
Escudero. Escudero was an extraordinary stylist. In
his no other male dancers with whom
you could compare him. He established a scyle thar
you could copy, because 1f you did, you would
become a comic. Therefore, what you could take from
him was the general impression of the male Spanish
dancer, which is what impressed me so much. I saw
him perform in a Spanish baller, "El Amor Brujo." He
nad tremendous strength. He had to interpret a tole,
which impressed me very much, rtather than be Vicente
Escudero in concert, and use the gimmicks which made
him an extraordimary artist-- his Ffingernails, his
heels, his quick movements. In "El Amor Brujo' 1 saw

seen

time there were

not

Jaleo
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José Greco
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Greco

Jaleo
Greco

him as a character and I could see his style which
was dynamic, strong, positive and proper, and this is

probably why I began to see the inspiration and to
feal the cenviction that I wanted to be a Spanish
dancer.

How about Juan Sdnchez "EL Estampio?”

El Estampfio [ never saw perform. T only appreciated
him as a teacher, and he rtaught extraordinary tech-
nigque. He was one of the greatest flamenco dancers
and he specialized in footwork. He had great
experrise in his desplantes, the breaks between
variations of this or that. Then he would go into
the escobillas. In these he excelled. Estampio was
quite a personality, even in his late years.

1Y,

ROVCE CARITON

What do vou see as the direction of the art today?
Well, Spanish dance throughout the vears has had irs
ups and downs. The philosopher Ortega y Gasser said
that the Spanish dance was like a river that started
from a small source and suddenly would become hig and
vivid and would go underground and disappear and then
rush forth somehwers else.

To what would you attribute that?

I think it's primarily a dance of people and people's
expression. And since people evolve, they the
impact of their times and their emotions. 1f 1
recall in history, Spanish dance was exlraordinarily
successful in the '20's and suddenly died out in the
late '30's early '40's, Then it hegan to revive
itself in the '40's bur it began to regain enthusiasm
about ten or fifteen years later when 1 came to the
states, when it continued for a while. Everytime it
comes back, it comes back stronger. more vivid, mere

leave
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entertaining, and more expressiva.

Jaleo Have yau witnassed mgny rhanges during your rarrrr in
the style af the dsnre ar the mnature of the art?

Greco ©Oh, yrs! Extradrdinarily sa. 1 see it especially in
Spsin. Terhnically it has become extremely sd-
vanced, neot only in the steps but in the heelwork.
Tadsy the dancer cam de much mAre Chan twenty vesra
agn, and they feel a freedom that is much more
expressive. [ don't know if it's due to the politi-
ca., 5Acio-ecaAnamic situatian in Spain, Even thr
pultarists have come s lomg way. The evolutiom is
inrredibie. Years aga the people did not have the
freedom of rxprrssion they have today and I think
that is the reason the music and the dsnce and the
song have advanced se much in the jast twenty or
thirty vesrs.

Jalea Which brings us to anacher guestion. Do you have any
wards of advicr, cautzan, admenition to the dancer af
taday?

Gracd To the American dsncer, my advice is ta study tech-
nigque, snd to study technique, but not be canfinrd ta
dance 1ike ao-and-ga, not to imitate anyane else's
style or persenality. This you absorb only, snd I
mean it, only, when you go to the Land of the Saurce,
Spain.

Jelee How lang da vou have ta spend there?

Greco A day, a year, trn years, I have no idea. It depends
an your sensitiuity, Tt is a necessity not because
af the lsnd, but becawst it is the feeling of an
ethnic thing, and erhnic things must have a sure and
convincing sense of expression. Na matter wha the
dancer 1s, ©r the singer, or the guitarist, time in
Spsin is importsnt, and they have to find their en-
viconment in that couwntry. You must. nat lose the
oppertunity ta go there once you haur decided to he a
Spanigh artiat.

Jalea Are you awsre of sny outstanding sspirants acwadays,
present company extliuded?

Greco In the U.S5., I am not here enough to gee the new-
comers. I know there are always newcomers., 1 haue
given workshops in Houston, San Antonie, Laredo, San
Diegel?], and there are tremendous pocentials, hoth
bays and girls. These are 2 or 3 week workshaps
given either by the citiem or by aome inatitutian
which have some subsidy ar by very eminent dsace
schools, In the, New York arvea, I have never been
approached,

Jalea 1s chere a lucrative potentisl in Spanish dance, and
under what conditiansg?

Greco Well, 1 brake the barrier...

Jalee T was going to say you can speak from persanal ea-
perience if you want to.

Greca I broke this bharrier of dance a8 & commercial
venture. When I came to the businegs, 1 came €0
Broadway, from there ta Sestan, to Washington, and so
on. After me, after the José Greco Spanish Dance
Co., the United Scates, Ganada, Mexico, all the
Western hemisphere was invaded by dance troups be-
crause all the managers, promoters and impressarioa
saw that you could make tremendous fortunes with
daace. Tloday the Spgnish groups 3nd other ethnic
graups have diluted tbemselves cut of business be—
cauge there were toa many. Thrrr are still tremen—
daus economic potent1als.

Jalea Do yau have acher interests ar endesvcrs besides the

dance?

Greco Once you are in thr theater, they may use you as an
actor, eor an extracrdinary personality, you could be
ie films, on television, etc.

Jalec Do you have any particular cause, any particular
philosepny?

Greco Wrll, I created the José Greco Foundakjon, here in
‘New Yerk City, and its purpese is to previde sand to

heip all the things that have to do with the Spanish

dsnce, or his panic dance. I am always and con-
stantly prometing them, either eca@nomically or artis-
ticslly.

Jalea Break dancing...

Grecd fRreak,..

Jalee Yes, break cancing.

Greco That's that thing they de with their heads an che
flooxr...

Jaleo I wss going ta ssk you, do you think there arr some
contributiens ts our art thst may come through bresk
dancing or the Electreomic Bssgie or sny asimilar...

Grece None, none.

Jaleo Rane whatsoever?

Greco None, absoclutely nona. They are tatally oppoged.
The only thing that can contribute te Spanish dancing
i5 the classical ballet. 1In the Spanish we do have a
classical schael. We have ta maintain a certain com-
portment. )

Jaleo What is your future in the art?

Greco I've retired twice. I do have a very satiafying
periad when I reach., Many af the grast dancers aever
ended up tearhing, but I like tezching. This to me
is rewarding becauss I feel I am contributing to the
congervation af the src, faraver.

Jaleo Very good! I'm glad to hear you say that. 1 would
like to thank you on behalf 2f Jaleo, end on behalf
of myself, uery much far your gracicusness.

k¥

MARIA BENITEZ AND JOSE GRECO

[from: The New Yark Times, November 28, 1984; sent hy George
Ryss]

hy Anna Kigselgoff

The Marfa Benftez Spanish Dance Company opened laat night

at the Joyce Theater with José Greco aa guest artiat -

an euent that comes am something of a surprise in that Mr.

Greco, now 65 years old, supposedly gave his farewell per-
formance in New York in 1979,

Farewell or net, it waa goad to have Mr. Greco cnatage
again, an opinian obviowsly shared by s packed house that
refuaed to cease its applavae during the Eirst few minutes
of his initial sele.

‘Mr. Greca has been one of the great popularizers of
Spanish dance and while he has not been condidered one ?f
Lhe art's great purists, the current week of concerts, in
which he is scheduled to appear every night, should make ome
51t up and motice just how good his technique really ia.

Miss Benltez is ne slouch in this category either and
when Mr. Greco and his hostess wind up the festivities in a
trsditional estsmpa flamencs, they are evenly matched and
prove a peint that Miss Benftez gees our of her way La msake
it the program.
~ The point, she writes, is that you don't have Lo be
Spaniah to perform Spanish danece and that Mr. Grece, an
itsiian-barn american, had proven this te her. Miss
Benitez, who was bBorn in Minnescta 8f an American Indian
mother snd a Puerta8 Rican Father, has certainly establisghed
hergelf as the leading American-based Spanish dgncrr in the
past few years.

A8 is typical of Spanish dance troupes, sha is its star.
Eer two aale partners, Timo Lozanc and Pablo Rodarte, lend
fine support and Rosa Mercedes has a charm and piquancy aa
the company's other voman. Yet zll dance with more carrect-
ness than intricacy. They are broad in approach rather than
nuanced and while their occasional solos suggest a apark
that might suddenly ignite, too aften they are seen in
averly regimentad unison chareography.

Coagidering the inventiveness of Mias Benfteg's paat con-
certs, the weak choreography that marked most of this one
wad dishartening. The men were used with 2z symmetry that
made them laok like hockemds flanking Miss Benftez and the
healwork of all was cften drowned out hy amplified guitars
on a tape in an over-loud sound system.

The highlights included Misa Benftez's own daneing, in a
distinctive, sinuous style that suics her elongated arched
back and expressive arms, a carriage sghe combines with
precise and powerful heelwork.

At her most properly sbasorbed, in the "Soled,” a solo in
which she slinks in with the train of her purple dress in
hot pursuit, she gives us the best of the ineffahle quality
that defines flamencp as a genre., Her own 1dlaayn:racles,
splayed fingers and aa angular pelvis, ace uged with drame—
tic emphasis.
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Hone of this was much help im 'La Espera," Hector
Zaraspe's literal-minded wvignette about a husband stabbing
his wife by mistake instead of her lover. By contrast Mr.
Zaraspe's classical ballet sala inspired by the 19th~
ceatury ''Gachucha" was piquant and well danced by Miss
Marcedes.

My, Greco came Strutting in splendidly in “Nobleza
andaluza,"” very much an old pro wha knew how to address the
audience. Ris Eluency is still remarkable, his heelwork
laud and clear snd his dsring -~ jumps t& the knee - enaugh
ta cheer abaut., He is in fine form.

Luis Vargss, the flamenco singer, spilled his soul out in
Eine style and Guillermo RAleos and Miguel Rodriguea were the
guitarists.

% %

JOSE GRECO RETURNS TO FLAMENCO WITH BENITEZ

[Etom: New York Post, Nov. 29, 1984; sent by George Hysal
by Glive Barnes

The Italian kid Erom Brooklyn wha made the world safe for
non-5panish Spanish dancers returned to New Yotk the other
night. The name is José Greco. The place was the Jayce
Theater. Greco - absent from the local scene since 1979
when he appeared during a Garnegie Hall gala - was guest
artist with the Mar{a Benftez Spanish Dance Compsny, and
they were opening a week's season. )

What is (reca like at 657 Well, you have ta remember
that Spanish. dancers are a long-lived breed. The mightly
Vincente Escuderda (somie would say the grestest Spanish male
dancer af the century) did nat retire fram dancing until he
was 6%, so Greca 1s still almost a kid.

Howadays Grece devores himself to teaching - but he can
still dance. His wasp-waist has thickened, the face is mare
lined (he looks even mare like Victar Barge), yet cthe bady
ie still erect, the grin still Elaahes the occasianal impu-
dence, and the footwork is atill famcy.

As 4 dancer he never really had what the dance aficio-
nados call duendew- which means something rather mere than
just the dewil. It is a spirit af dapcing. What Greco had
-~ in abundanre-- wag showmanship. This &pre made him a
star, and even now it stands him in good stead.

Tc be honeat I never admired him encrmously even ia his
heyday - but he certainly proved yau don't have ra be
Spanish ta dance flamenco. Only talented., And unquestion-
ahly he was that.

Rxther more talented then the compsny he ia currently
keeping. Not so long age there were a number of wonderful
Spanish rampsnies - mostly flamenca based - an the intec-
national tauring civcuit., Now apart from Antonio GCades {due
t4 return te New York early next year) there dre none.
Troupes such as this Haria Benitez company are probably the
reason.

The great anes of the past - most rerently, I suppose,
Antonic, Pilar Lopez and Luisille, but, for cthat matter,
Greca himself - all headed graups of wonderful dancers per-
forming a4 rich and varied repertory, always with settings.
and usually with full orchestra, aa well aa the musicians im
the cuadro flamenco.

Kow thers i1s just a Singer, ONe Or twa guitarists, & bare
stage, rostumes thac look as though they could have came
from 2 mail order ratalogue, and a grear deal of stamping
and puffing.

Miss Benirez - who has a Eroupe of twe men and one woman
- possesses & certain austere, high cheekboned beauty that
looks more Spanish than her actual ethnic background, which
she says 15 Aamerican Indian and Puerts Rican. and she
dancea like a Spaniard. But she doesn't dance well. She is
short on fire and convictlon - two shortages Spanish dancers
dare not permit themselves.

At ane point, during the finsle, she dons matadar pants
for flamencs, in the msnner of that former quean of gypsy
dencers, Carmen Amaya. Which only went ta show that it
H:sn't the pants that made Amaya - simply what she put into
them.

THE ITALIAN KING Oi;‘ SPANISH DANCE

[from: The Daily News, Nov. 279, 1984; sent by George Ryss.
by Rob Baker

He was just an Italian immigrant kid who learned to dance
an the streets of East Hew York in Braaklwn, but Jose Greco
went &n to become the most famous male £lamenco stsr of
modern times. HNow retired and s month shy of 65, Creco's
back in New York this week, making & series of guest appear-
snces with the Maria Benitez Spanish Dance Company at the
Joyee Theater.

0ld fans and new turned Aut to greet Greca and cheer his
still inimitable flair and style at the opening Tuesday
night. Benitez has made the one-week season a tribute to
Greco, not anly for being one of the world's greateat
dancers {in any category) but for being a4 major farce im
apening up Spanish dance to performers not barn in Spain {da
indeed she herself was not, being half American Indian and
half Puertsa Rican).

Greca was born in Montario nei Frentani, & small mauntain
tAwn neat the Adriatic Sea in eastern Italy. "It was the
only commnity that the Romans were never able to conquer,”
he offers. "We were a very tough peapla.”

The Grecas had always been bakers in the community, but
bis father lefr for America, seading for Jase {rthen called
Castsnzo), along with nis mother and his sister, when Jase
was 9.

The family settled in the multi-national melting-pot of

East New Yark. "It was all Mediterranean people," Greco
tecalls. "Syrisns, Lebanese, Greseks, French, Portuguese,
Spanish and Italian. And there waa always music and
dascing, singing, guitars and accordioas, everywhece -

in the houses, at the 3aints' days and
feascs. And at that age, 1 didn't realize cthat cthese
different people were from different countries. I thaught
they were all Italiesns, from different parte af Italy,
speaking diffevent dialects,™

Out af this, his sister became an opera singer (doiag
leading roles Eirst with Alfredo Salmaggi's Papular Opera at
the Nippodrome amd later at the Mer) snd Greca studied art
(ar Leanmardo Da Vinei Art Schaal at 34th and Lexingtaa) aad
Spanish dance,

He was ready to take a job in the habevdashery depariment
of Marshall Field when a call came from his mather saying
that the famed flamenca star, La Argentinits, was lacking
far a partner. He caught the next train, and the rest is
pretty much bistary - touring the U.S5. with Argentinita
until her deagh in 1945, then performing far several years
in Spain and Furope with her sister, Pilar Lopez, then
forming his own company, whirh made its Braadway debut in
1951. ’

There have been three marriagea, six children and a
couple of movies (including "Atound the World in AD Days")
along the way, in gddition t&a 20 vears of touring and
danring on his own before disbanding "my big rompany'” in the
garly "70s.

What has always made Grero's apprearh to sthnic danre sa
aperial is his own eye far theater. "I had a part-time job
as a ticket runner for Broadway theaters in 1933-34," he
says, "and I used tA gzet into all Af the shows for free. I
saw the balance &8f drams, humor snd dynamics thst you must
have to be successful. 1'm not a purist. 1 never toock away
the chsracteristirs of the dances, but I knew that, aas
magnificently athleric as some of them were, they had to be
staged. There's bravura in my concept of rhoreography.”

That bravura is alive and well - and as exciting aa ever
~ through Sunday ar the Joyce.

in the streets,

= T ]
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FLAMENCO: THE EARLY YEARS

by Paco Sevilla

Author's Introduction: This artricle eriginally appeared in
Guitar and Lute magazine {Vol, 25, Nov, 1982) and was
written for readers who knew nothing about flamencc. Hence
some of the explanations.

The history of flamenco has always been an imprecise sub-
ject. Until recent times, flomence artists have not been
literate people, and thus have aot provided us with written
records of their lives ond music. Although a broken record
of the development of Spanish music does exist, the more in-
timate aspects of the art of Fflamence were not made public
until the second haif of the nimeteenth century. Composing
a written history of flamenco hos, therafare, consisted of
making guesses, colleeting and selecting from other people’s
guesses, and then placing everything in oome sort of appro-
priate sequence. However, research inte Sponish, Arab,
Greek, and Romon literature has ip racent years provided new
informstion, as has analysis of relsted wmusic and in-
depth atudy of existing csntes (flamenco song) or frogments
of edtinct cantes. In this article, I bring together faircly
recant research, select amemg different theories, and at-
tempt to present a condensed picture of how flamence might
have arrived at its present stage of development. An under-
standing of the evplutipn of flamenco is one way to begin to
anderstand this complex and beautiful art form; an under-
standing of pll major elements of flamenco is easential to
an understanding of the flomenco guitsr, & relative new-
comer tor the music and, until recently, the least indis-
pensable of its components.

Tt can be said that there exists nothing in Spain teday
thst is purely Spanish; in.almost every aspect sf its
culture, Spain has been an incredible melting pot, absorbing,
even today, wave after wave of foreign invasion. Thus the
history of flamenco will necessarily be a atudy of invasions
snd their effects pn the music of the Iberian Penrinsula, for
flamencp was formed from the fusion of the folk musir of
scuthern Spain with rhe music that the gypsies created from
that some ®musical environment. As we shall see, papulor
folk music influenced the develppment of gypsy music but
also remained separate from itj in relatively modern times,
the union of the twe gave us tpday's flamenco.

As early as 35,000-15,0D0 BC, there was dance in lberia;
cave paintings in northern Spoin depict dancers. In I100
BC, the Phoenicians founded the city of Cddiz, which they
called Gddir. Located on a peninsula on Spain's Atlantic
coasc, Gadiz is the oldest continuously inhabited city in
furope ond was an impertant center of development for
Spanish music and flamenco. There the Phoenicians intro-
duced dances similar to circle dances scill performed 1in
Spsin.

By 550 BG, Greeks controlled southern Spain. Greek art-
wpork shows dancers using arm and body positions similar tno
those used by Spanish dancers rtoday, emplpying castanet-
like instruments, and handclapping to acCompany the dance.
Many folk dances in Spain today can be traced to the Greeks.
It is also likely that they inrreduced the phrygian mode in-
ro Spain. (The phrygian mpde, a basic element in flamenco,
uses the typical "Spanish-sounding" scalej an exampie is the
playing of the C wajor scale from E to E, rather than from C
tp G.)

Spain was psrt of tne Roman Empirve frem 101 BG te 406
AD. vddiz was than called Gides and irs inhabitants
Gaditanos (as they still are teday), while the southern part
cf Spain becams <newn as Bécica. Roman writings refer tp
the cantica paditanae, the songs 0of Giddes, thought by some
ta be possible predecessprs of the ‘archas and zamras (zam-
bras} nf the Aradbs when they later pccupied Spain.  These
songs were verv popular in Rome, as were the women oI Gides,
who dsnced tc the rhvthms of erdtalos (brenze castanets) and
handclapping. The Romans irtrteduced to Spair the kithera, a
form of =zither, which was tp dewelop into the guitarra
latina, 2 small guitar-like instrument with fpur sets of
double strinpgs.

When the Romans were threatemed irom the north by hordes

of barbarians - Vandals and others - the Visigoths, also
from the north, allied with the Romans to help repel the in-
vagion. However, by 537 AD, the Visigotns ended up in con-
trel of mest of lberia and, under a Gothic king, Ghristian-
ity became tne religion of the land. Culeyrally, the
Visigoths centributed very little.

In 711, Arabs, Svrians, and Berbers - collectively known
as Moors - invaded Spain through Gibralter and, within seven
yeors, cootrolled all but the wvery north. During olmest
seven centuries of orrupation, the Arabir culture exerciaed
& tremendous influence on Spain, especially in the south,
which they ralled Al-Andaluz (the lsnd of the vandols) and’
mode it the cultural center of the Western world. The
Moslems brought poetry, song, and musicpl imstruments -
flutes, drums and a lute-shaped Lnstrument with three single
strings that came to be colled the guitarro morisco; this
latter instrument, which was plucked, may have eventually
inspired the ronversion of the double-stringed guitarro
latins te a single-stringed instrument, which happened by
the 13tk rentury. The Parsion poet and musicion, Ziryob,
who made Cdrdoba an important center for mudic, Ls often
credited with adding o fifth string to the guitarro lotina.

The Arobs contributed sensitivity and emotionality to the
music of Spain. Writings frem this period tell of singers
who affected their 1listeners so profoundly that, under the
influence of torab - the Arobic equivalent of flamenco's
duende (o state of ecstasy brought on by the singing) -

they would break jars on their heads, rip their clething,
and roll about pn the ground. Many songs thar later became
important in Spanish mugsic ond flamence have Arabic names:
sambra, zorengo, zarabanda, and fandango. Originolly aamras
were groups of musicimns pr the gatherings at which they
played; rtoday, gypsies in Graopda still call their fieztas
zambras. There remaln ne written examples of Arabic music
of this peried, but certainly the music would resemble zome
of the music thot exists today in parts of North Africe or
th Middle-East; modern [lamenco shares certain elements with
this muoic.

In northern Spain,
their own forms

the unconquered Ghristions developed
: of musie. Wandering muysicians in the
twelfrh and rhirteenth centuriea sang ballads that were
called cantigos. In the centuries that followed, these
would become romances (ballads) ond wvilloncicea (religipua
songs that are, today, sung os OGhristmas carels!, The
Christrian forces never stopped fighting the Mooriah invadera
and graduclly began to push them spurth. By the fifteenth
century, the Moprs had been conquered in all areas except
Gransada. Then in 1492 Granada fell and Spaio was under
Ghristian rule once more.

The fali of Granade was not the only importont event of
the fifteenth century; in 1447, the earliest aurviviag
record tells us, gypales appesred in Spain. In that year,
gypsies reached Borcelona, coming from the north, and con-
tinued to enter Spain for the next severol hundred years.
They had begun emigrating from northern India in the eighth
or ninth centuries. Thege dork peaple were expert metal
workers and had a trodition of music and dance. While it is
true that theae gypsiea, pr gitanos, were very different
from the people who had priginally left India, they had pre-
served scme of their language (There are many similarities
between cals, the languoge of the gitanos, and the sanskrit
of India.) and their tendencies in the dance, particularly
the arm and hond movements and the footwork common to kothak
dance of northern India. Modern flamenco most notably
differs from Indian dance in flamenco's not telling stories
or hsving religious significonce; neither are faciol and eye
movements uaed in the same schooled manner.

It is clear tnat the gypsies did not brimg onvthing to
Spain that resembled flamence, for flamenco is found only im
Spain, vprimarily in Andslucis, (the scuthern region. of
Spain); norhing similor exists among the gwpsies in other
parts of the wocld (except for scuthern France, where the

gypsies nave developed their own music based on Spanish
flamencp). The gypsy found in Andalucia a land that suited
him; there, he abzorbed, preserved, and transformed the

wusic of the region until it finally emerged as a unique art
form - the cante and baile (dance) gitanc. 1In Andalucfa,
the gypsy alsp found pecple whe were similar ko him: Jews
and Moriscos (Mpprs whp chpse t0 stay in Spain afrer the ce-
conguest]). The bond, or ar least proximity, of these people
was increased when laws were passed rhat resulted in severe
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persecution of the gypsies. Between l44% snd 1783, at least
elaven major sets of 1aws‘were passed that sttempted to pre-
vent the pypsies frem living their traditional lifestyle;
ynder threat of punishment that included death, zypsies were

prdered tc settle down and to abandon their wandering ways,
their Eraditional dress, their occupations, and 2ven thair

lsnguage. The Moriscos were alsc in the process of being
expelled from Spain, so the two persecuted pesples found
themelves with much in  common. Jewish music must have

exertesd some influence. There hss been no definite connec-
tion mgde between modern flamenco and the music of che Jews,
but thare are distinct similarities between some Hebrew
chants and cartain flamence songs.

The gypsy preservaed elements of music, that might have
been lost in Christian Spain. Elements of Oriental music
that survived to become part of flamenco include the use of
microtones, thst is, btones smsller than a semitane, slides
from one note ta another, & tendemcy toward repetition of a
single bone, which pives & hypnotic quslity te the music, s
tendency for melodies to flow within a smsall tomal range,
rsther than jump by large intervals, bhe use of microronal
atd semitonal ormamentation to give exvressiveness to the
music, the use of & descending cadence (in conjunctiom with
the phrygian mode), the lack of hgrmonization {(the music
tends to be neicdic, not harmonic), che complex rhythms and
cross-rhythms, 4 preference for a nasal or even harsh tone,
both vocally and instrumentally, and an emphasis on the emo-
tional qualitv of music. There was also the use of wverbal
encouragement of performers) at some point, the Allah of the
Arabs became the olé of flamence (usvally pronounced 'oh-
LAY' at the bullfight, but "OH-lay" in flamence circles).
In the aresa of dance, we find the sinucus, sensucus move-
ments of arms, hands, and torso and reduced importance of
foot movements. Moslem tradition dictsted that women should
not reveal their legs, 5o footwork was not part of their
dance. Footwork did not become an important part of the
female Spanish dance until the twentieth century.

In the Spain of the Visigoths and Arabs, music tended to
be religious, academic, and elitist - it was restricted to
the courts of the nobility. However, its restriction from
the commen people began to change. During the two hundred
snd fifty vears sfter the reconquest, the musicsl brew in
Andalucia incubated 4and underwent transformation. The
development of the music "of the people” followed two
different psths, with some interchenge between them -
paths thst would continue separately wntil cthe mid-1800's
snd, to 8 degree, into the present.

Spanish feolk music comntinued its development . with a
strong Arabic influence, Dsnces in the sixteenth century
inzluded che chacona, the rarabanda, and the fsndange: the
fandanga, changing name snd form, eventually became differ-
enk dances in the different regions of Spain, including the
jots of the nerthern provinces snd che many wariationa found
in the provinces of Andaluc{s. This music would becoeme the
fiesta music of the Andalucian pecple, something te be
enjoyed outdoor om holidsys, danced by couples and groups
and performed by orchestras of stringed imstruments accom-
panied by drums, castanets, and tsmbourimes. At the same
time, the gypsies, suffering severe persecution, were
creating 8 more priuate kind of music, a music that wss kept
within the family circle and often had an almost sscred
yuslity; the verses of their scnmgs dealt with their suffer-
ing - hunger, prison, and desth, The accompaniment for the
song end dsnce was the rhythmof handclapping, fingersnapping,
which the gypsy¥ preferred to castanets, and the rapping of
knuckles on table teops. Gypsy music was deeply emotiocaal.
In ¢ontrast, the motivation for the Andslucian folk music
was festive joy and communal celebraciom.

Apparently, the gypsies did not keep completely to them-
selves, for Cervantes (1547-1616), in his Novelss Ejemplares,
wrote of gypsies performing seguidillas, jicaras, romances,
and zarsbsndas. It would, therefore, appear that gypsies
were incorporating some of the Andalucisn dances snd per-—
forming them for non-g¥psies.

Two othey influences sffected Andalucian music 85 it pre-
pared te enter the eighteenth century: Beginning in the
1500's, Spain began extensive explorstion of Africa: Sevilla
became one of the largest slave msrkets on the Iberisn Fen-
insuls., There are still blsck families living in Andslucia
that dste back to those times, and Black African music may
heve hsd some effect on Andslucian mugic. More certainm is

the rcle played by Lthe discovery of the Americss. Tne phe-
nomenan was two-fold. Most ships sailed from the ports on
Spain's southern coast, from towns like Huelva, Sanliicar,
Cddiz, aad Mélaga. Sailors came to these ports from all
over Spain, bringing with them the music of their home
regions. Andalucian music, ever flexible and open to out-
side influence, incorporated and transformed this music into
new forms, The jotas of Arapdn became the jotss de Gédiz
{much later, the slegrias), while 4 dance from Galicis would
eventually become the farruta. The other side of the pic-
ture bzcamé more evident in the nineteenth and twentieth
centuries, when Spsniards returning Lo these same perts,
brought with them music from latin aAmerica, which then
became part of the andalucian tradition. Thia is another
source of African influence, since Black culture plaved a
large role in the formstion of certain types of Latim music.

By 1700, the guitsr had scquired a sixth string snd was
played in two differenc styles. As a plucked instrument, it

had been highly developed for playing what we now call
"clsssical" ausic, the music of the nobility, The popvlar
inscrument of the pecple waa played wsing rsgguesdos
(strumming with the fingers). While these instruments were
sn integral part of Andslucian folk mesic, it is generally
held that they did mot play much of a part in the early
development of gypsy music. N

Also by L1700, both Andalucian and gypsy music had
acquired recognizable forms, and references to them began to
appear more frequently in the literature of Spain and other
countries. Although gypay music was still very private, a
ritual of the gypsy families, gypsies had become a popular
theme for theatre worxs and were widely mencioned.  The

-oldest written example of flsmenco is a siguiriva found in

an 2ighteenth ceatury Italian opera,”la Maschera Fortunsta"
by Neri., In 1779, Henry Swinburne wrcte in Spain in tbe
Years 1775 and 1776 thgt the gypaies of Cddiz danced av in-
decent danec csiled the manguidoy to the rhychm of hand-
clapping; he also mentioned guitars, castanets, and rough-
volced singing of pole. Other references speak of the
taconee (heelwork) snd the seguidillas gitanas. (The
seguidilias were lively songs, related to the sevillanas,
not the prefound gypsy cante of today that has a similar
name.) Zy 180D, references indicate 24 dsaces that were
supposedly performed by gypsies; moat of those no longer
exisc, snd none of them sre specifically part of the gypsay
dsace we know today, although some survived in the non-
gypsy flamenco, particularly the fandsngos and Lhe sepui-
dillas (sevillsnaa).

At the turn of the century, gypsy song wss well developed
and certsia csntseres (flamenco singers) hsd astablished
reputations for their interpretaticns of the cante. George
Borrow, am English sadventurer and author, wrote sbout his
experience with the gypsies in the esrly 1800's. He men-
tions singing and dancing ™a lo gitano" (in the gypsy
marner) and was the first to write that the gypsies were
called flamencos snd had besn for some time. The music it-
self, however, w8s not yet cslled £flamenco. The word
"flamenco" haa long mystified hiatorisns who ksve demon-
strated vivid imaginstions in attempting to explain why g
word that means "Flemish" or "flamingo” (che bird} should be
used to deacribe an Andalucian music form. Some attribute
the word to Arsb roors, others to fact that Carles I brought
with him from Flanders (Flanders included much of what is
now Belgium, the Netherlapds or Hallsnd, and Luxemburg) sn
entire Flemish courc; in addition, Spain oeccupied Flanders
until 1648, Other origins hsve been suggested: that because
singers in the court were Flemish, the word came te be asso-
tlated with simgings that Spaniards, especially Andalucians,
lixe to name things by their oppesites, and since the
Flemish were tsll aad blond and the gypsies short and dsrk,
the gvpsizs were called "Flemish™; that sll foreigners were
called flamencos snd the gypsies, who were still coming in-
to Spsin, were included; that because Flemish nebleman,
bored with court life, used to party with the gypsies, the
name eventually transferred; and that soldiers returning
from Flanders associsted with gypsies in the taverns and all
were called flamencos,

The preblem with all of these syggestions, 1s that the
avents whith lemd them validity ook place several hundred
years before there is any record of gypsizs heing cslled
flamencos, tt 1§ possible thst. the term remained localized
in some remote area for hundreds of vears and later became
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widespread. Until better evidence emargea,
yeur pick of explanations or make up wour aqwn.

¥au can take

Estébanez Calderdn, a student af Arabic culture and
language, wrote Escenas Andailuzas in 1847. This detailed
descriptian af twenty-twa typical Andalucian scenes in-

tludes one called"in baile de Trians{A Dance in Triana), in
which Calderén dezcribed what we would call today a fiesta
flamenra: tn a pacio in Triana (Sevilla) were gathered a
number of artists, amang them some legendary figures in the
hiatory of flamenro ~ the singers El Planeta and E1 Fille
{whose raspy voice became the prototype for gypasv flamenco
singing and gave us the term afilld to describe that vocal
quality) and the dancers La Perla and El Jerezana. Calderén
writes of the guitar, at first strumming softly then more
strongly, <f the suspire, the singer's warm-up using
passages of “Ay, av...,"” and of a number of cantes. {The
Spanish word far sang in general is canto or cancidn: cance
refers specifically to flamenca sang.) The cantes inrluded
cafta, polo, polo tobslo, sevillsnas, serranas, jaberas,
rondefias, and corridaz (alsa called romances and derived
frem the ancient ballads af nerthern Spain, modified by
Arabic melodies, and guarded and spread through the south by
the gypsies: this tradition survives conly in remote areas of
Andalucfa, alchough ir has bsen resurrected somewhat
recently}).  Alsc mentioned were t@nadas [little songs), a
name that weuld lster be applied in the shorcened Eorm,
tonds, to & group of pcofound gypsy cantes that are gtill
sung without wmusical sccompaniment. Names cof Elamenco aong
forms often have odd and confusing derivstions. Thg gypsy
tiguiriyas are nhamed from the Andalucian pronunciation of
seguidillas, s Lotslly unrelated song ferm.
important cante in flamence, was named after a woman callad
Soledad whe sang very well and with great prefundicy, some
songs originally called jaleas; her version wss called
suledades, soleaes, soleares, and most often today, soles.

Canrerning thg dancing, Calderdn wrote- pf the importance
c the cempds (rhythm, includirg metar,- acceftuatian, and
rythmic cycles), arm wovements, footwork, rapid ‘twisting and
turning of the body, and the sEl -(spice) end gracis {humor,
wit) of the performers. He named the Folléwing dances, most
of which are considered ta be Andalucian rather tban gypsy:

cafia, tiranas, jaberas, malaguefias, balera, zorongo, ale
ale, la cana, grsnadina, la yerbabuena, las seguidillas,
raleseras, and zapateado., Of special interest ‘musically is

the fact that most of the songs and dances were accompanied
by an orchestrs of guitsrs, hsadolins (most 1likely ban~
durrias, a mandalin type of instrumenc with double strings).
and vielins; this type af accompaniment is pot typical of
gypsy flamence, but survives in Andalucian folk music, espe-
zially in praups called pandas de verdiales that parfcrm the
songs of the Milaga area,

Other tréuelers in the esrly 1800's t®ll us thac gypsy
dancers did not use their feet, moving only the hips, upper
torso, - and arms. We also know fram these . sgurces and frem
song verses cating from the perlod that the jalgo (verbal
encouragement af the performers) ‘as we know it today was si-
ready in widespread use, including "ol#," Manda chiguillo,"

and "'que tema, que tama" (Spaniah Equivalen;s of "go man
go!") . T
The music thst was accesible te the traveler in this

period was slmost certainly domipnated by the Andalycian ele-
ment rsther than the gypsy. Gypbies may have performed for
the public under certain circumstances, bur reparts do not
seem to indicate that they were performing whst would sppear
a few decades later 8s the highly developed cante gitano
{(fotms like the tonds, siguirivas, and soleares). It is im-
porisnt to kegp in mind the differgnres between these fwo
forms of music, for these subdivisions of flamenco still
exist tedav. The gypsy cante wae private, emotional and
very persconal; it used primarily the phrygian mode and
complex rhythm patrerns, and was very difficult co singi the
accampgniment wak wost often the rhythm of haendclapping,
fingersnsoping, knuckle-rapping, or the tapping of s cane -
even taday some farms are always sung a pald seco (a
capellal; even when the guitar began ta plsy a more impor-
tant role in flawence, distinct pvpsy and non-gypsy styles
of plaving emerged.  Andalucian folk music, op the cther
hand, was very public music, sung in the msjor snd minor
modes and using 2|4, 3 4, or 6|3 meter; it was dften accom-
panied by groups af instruments.

In 1842, events cccurred that would change the nature af

The soled, an

flamenco and gave birth te what we now refer te as the
“Goldan Age of Flamenca," Certain Andalucisn teverns where
flamence was cultivated began toe place more emphasis oo the
performance af the cante and baile [(dance). The performers
were usually not professionals, but performed out of
aficién, love af their art. On the rarg occagion t?at a
guitar wss evailable, it might have been atrummed 1n sn
improvisational manner, but the guitar had not yet emerghd
as an integral part of Elamenco, Howsver, there must have
ben same guitaristz starting to develop the flamenco style,
for it would be in widespread use within a few decades.
Morsover, the Russian composer Glinks was entranced by the
playing of the gypsv guitarist E1 Murcisna in Gransda, and
he wrate down same of the guitsrist’s compasitions. 1In
neighbarhood patips, cauntry inns, and tiny taverns,
flamenco made its first public appearances snd began its
emergence from the private, almast religious pasition it had
held in the gypsy familiez.

The esrliest known café de cante, g3 the firat f{lamenco
nightclubs were called, apened in Sevilla in 1B42. Tor the
first time flamenco artists were paid on & regular basis,
Several more clubs opened, but then all were closed down,
and it was ancther twenty years before the great cantsor,
Silverio Franconetti, returned from Sauth Americe aad cpened
the first café centante in 58villa and officially began the
"Golden Age." The interest in cante and baile flamenco must
have keen building, because after Silverio opensd his cafs
in 1860, the public response resulted in & virtual explosian
cf similar cafes throughout Andalucia ~ gometimes a8ven or
eight in one city ~ and even in other parts af Spain {espe-
cially in Madrid and Barcelana). Often they wers #legant
salons with ornate descor, box seats, and s raised stage,
The arrists were hired to form a cuadro, a parfcrmlug RTOULP
of several gingers, ong or twd Buitarists, and six ar seven
dancers, mostly women, There werg usually same star pey-
formers, most often singers, who were hired as the main
attractidns. The opportunity cffgred by the cafes en-
couraged many new artistz to become professionals. Theae
artists tended ta specialize in a few centes and, in doing

s0, created new variationa and personal styles. {Each cante
is defined by its rhythmic pdcttern, progression of rtones,
emotional moad, end content af the verses. Within those
limits, gach cantaer can creat® his own ztylej that style is
not a "song" in the sense that we think of the term, because
the singer will vary the meicdy and the words each time he
sings 4nd even sing 2 mumber of different styles within a
single performance of a particular cante.)

The period of the “Gelden age," which lasted unctil aboyt
1910, gawve us most af today's flamence forms (cantes)} some
of which were Found in greatsr variety than we know rteoday,
1n spite of the popularity of flamenco, certain of the Eypsy
cant#a - the alboreds {wedding songs) and the romances, for
example -~ did not leave the priuacy af the gypsy circles
until well inte ths 1950's. From the Americed came ney
music forms that spread from Spein’s port tawns to the Test
of Andalucia and were assimilated inte flamenco. Thess
cantes, called cantes de ida y vuelta {round trip songs) be-
cavae they were taksn to the New World, tranafcrmeq, and
then returned ta Spain, would eventuglly include the milotga
from argentins, the colombianas fcom Columbia, apd the
guajira and rumba from Cuba. The flamenco repertaire was
alsa increased by the mixing af the gypsy and Andalucian
cantet The fandang> gvolved inte new and more profound
feems such as the tarantas and the malaguefias, which gra-
dually lost their rhythmic musigal accompeaimsnt &nd were
transferred fram dance sangs into serious cantes for lig-
tening. The alegrias, criginally the jotas de Cddiz,
appeated in new fcrms called romeras, mirabrds, and cara-
coles.

Anocher effect of the café cantsnte period was the break-
ing down of regional bsrriers. Before them, each province
had develeped its own styles of cante: In the gypsy neigh-
bovhood of Trispa (Sevillal, emerged styles of tonda, cailas,
snd soleares; in the Bsrrio Santa HNarfa (C&diz) wers
developad the fdrms of alegriss and tangos; from the Barrio
de Santjiagoe im Jerez, came the siguriyss, jaleaa, bulérias,
and tands; from Granads; Milaga, and Huelva came different
forms of the fandanges. In the cafes, these cantes came to-
gether, and sinpers learnsd from each other. Guitarists had
to learn td accompany mare than just the lacal styles,
thereby expanding their repertoires,
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[n the café cantante, the guitar became an important part
of the flamenco “show”, and guitarists developed rapidly,
learning from and competing with each other, They compered
not only with each other, but also with the dancers and
singers. To get atrention, guirtarists began to insert mare
falsetas (melodies) into their playing, taking their themes
from the cante. Soon, each club had a soloist, some of whom
resorted to playing behind their backs, over their heads, or
with gloves. An early soloist, Paco Lucena (c. 1855-
1930), is credited with introducing picado (rapid melodic
passsges played with the index and middle fingers), three-
fingered arpeggios, and tremelo that he learnad from a
classical guitarist. Another great guitarisc, Javier
Molina, was more of an accompanist, but he helped to mold
two of the founders of the modern flamenco guitar, Ramén
Montoya and Nifo Ricardo.

At  some time during this period, the cejiila (seh-
HEE-yah; capo) came into widespread use and made life easier
fer the singer. Prior to that, a singer had two basic keys
he could sing in, although each could be major, minor, or
phrygian; these were por arriba (above; E) or por medio (in
the middle; A), with the occasional use of the por abajo
position (below; D). The names came from the relative posi-
tions of cthese chords as seen from the perspective of the
cantaor. It has been suggested that one of the reasons the
raspy voice has come to be associated with flamenco was the
limited choice of tones that the cantaores had and the
resultant strain on the voice. (Due to the nature of the
guitar and flamenco, it is not desirable to play the differ-
ent song forms in different keys without the use of the
cejilla. The reasons are many: The accompaniments are
often too spontaneous and complicated to be learned in all
keys; some keys are very difficult on the guitar; che
characteristic melodies of a particular form are often
molded by the chord structures of a particular key; the
characteristic sound of each cante, or its accompaniment,
depends upon the chords used - unlike the piano, the guitar
does not sound the same in all keys. Modern players have
become much more Flexible in this matter but still tend to
return to traditional tones for traditional [lamenco forms.)

The dance in the café cantante was generally corto, that
is, limited in variety. The primary flamenco dances were,
at firsct, the alegrias, tanguillos de Cddiz, and soleares
for the women, who emphasized the upper body and arms, with
very little footwork. The men, who danced the alegrias,
farrucas, and soleares, perhaps placed more ewmphasis on the
feet, but real virtuosify in chat area was not (o come uncgil
the twentieth century. The real explosion of new dance
would also come in the twentieth century, when cantes Cthat
were considered to undanceable or too sacred to dance would
be interpreted by great dancers and added to the repertoive.

The cafe cantante period was the beginning of what we
know today as flamenco, and the growth of and change in the
music were quite dramatic. In the conclusion of this
article, "The Modern Era," we will see how the many forces
acting on flamenco brought it into a state of degeneration
and decay.
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FLAMENCO SHEET MUSIC

of Paco de Lucia- Serranito- Paco Pena-
Manolo Sanlucar- Andres Batista-Manolo
de Huelva- Nino Ricardo- Paco Cepero-
Juan Martin- Pepe Martinez...

Will trade Music for Flamenco Records:

(818)78%-1453 Maurice Sherbanee

5329 Norwich Ave.
Van Nuys, CA 91411

THE FIFTH "ENCUENTRO FLAMENCO"” OF THE
CENTRO FLAMENCO PACO PENA

Paco Pefia will apain hold a series of courses at his
flamenco center in Cordoba. There will be two sets of
courses 1n both guitar and dance. From July 1-11, Paco will
teach his basic guitar course, dealing with technique and the
different musical forms. The beginners will be taught by
Manuel de Palma, a very patient instructor who seems to be
well loved by his students. Paco usually divides his class
intae the more and less advanced. During the same period,
Carmen Cortés (of Mario Mayz fame) will teach a course in
dance.

During July 15-25, Paco will teach a course dedicated to
the accompaniment of song and dance. His cantaor will be the
well-known Chano Lobato. The dance portion will be assisted
by Inmaculada Aguilar, who will be holding a dance class
during the same period.

During the courses, there will be recital in the evenings
by such artists as Pepe Lora and Inmaculada Aguilar, Manul
Cano, El Chaparro, Manuel Lota "El Sordera", Sabicas, Paco
Pefia, and Mario Escudero.

Inexpensive lodgings will be available and meals are taken
in local restaurants. Paco's course ("Course A" - guitar:
"Course B" - accompaniment) cost 23,000 pesetas (depending
upon current exchange rate, $100-150). Manuel de Palma's
courses (AA and BB) cost 16,000 pesetas. Carmen Cortes
(course D) and Immaculada Aguilar (course E) cost 18,000
pesetas.

Send a 5,000 peseta deposit (Postal or Bank money order)
to: Centro Flamenco Paco Pefia, Flaza del Potro 15, (6rdoba,
Spain.

Paco Pefia was born fin Cor-
doba where he was playing
profesionally at the age of
12. He went to London in
1963 ant there he found a
receptive audience who ins-
pired him to start as a soloist.
After an acclaimed debut in
the Wigmore Hall in London
in 1967 his path lay steadily
upwards. He has since tou-
red worldwide bolh as a
soloist and with his now
famous Flamenco Company
crealed in 1970.

Carmen Cortés was born in
Barcelona from andelusian
parents. A sell taught artist,
she first started dancing with
a group of spanish ballet but
in 1979 decided to concen-

Inmaculada Agullar was born
in Cordoba where, from a
very early age, she develo-
ped a greal love lor lamenco
dance. She started her for-
mal studies at the Cordoba
Conservatory whan she was trate only on flamenco.

8, and later, in 1978, bacame She has appeared in interna-
a Spanish Dance teacher in tional lestivals . In France,
that same .‘nsr.‘fuﬂqn. She italy and other countries
has danced extensively in alongside Mario Maya in the

Spanish (heatres and T.V. ;
Her participation in past ac- jec::;:, famous show Ay,

tivities of the Centro Fla- Carmen Cortés has now for-

menco has been a success :
and her presence once again med her own group projec-
ting a personal and experi-

is a happy avent,
mental style of flamenco.
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STﬁﬁENTS PLAY UNDER THE ATTENTION OF "EL MAESTRO"

PACO PENA TEACHES GUITAR
TO HALF THE WORLD

|from: Diaric, July 21, 1983; sent by Barbara Davis; trans-
lated by Paco Sevilla]
by Alvaro Vega

"You have to creste an ambiente where the cantacr can
shine and sing well. Each thing has to be new, a surprise;"

Paco Pefla, a native of Cordoba who lives part of the time
in London, gives this type of advice to the students in his
flamenco guitar course that has been taking place in Cordoba
since last week. It is organized by the center that bears
his name,

Paco Pefia, who speaks a very good English in his classes,
found the necessities of life and fame in Great Britain." I
gave my first so recitals there and found my opportunities,"
he was commenting in the Posada de Potro, seat of the
Municipal Cultural Delegation and site of the classes, he-
tween teaching soleares and fandangos.

Paco Pefia decided to organize these classes —- this is the
third edition -- because, "I found in my recitals that many
aficionados around the world asked where they could learn.
They wanted te know how they could advance on the guitar. I
bring aficionados who want to know about our culture. It is
a beautiful thing that flamenco, something that is so out of
place in traditiomal Western culture should attract so many
people.”

There are more than seventy students from thircy-two
different countries. But Paco Pefia doesn't stop at just the
guitar courses. He wants Cérdoba "to become a center of
culture, an important center for music, as it was in the
past.” For that reason there 1s also the International
Festival of the QGuitar that will feature, among other
artists, Sabicas--on his second visit since his exile from

Spain. The government is ccoperating and providing sponsor-

ship. -—_‘#——

FLAMENCO GUITAR FOR SALE

1960's CONTRERAS
UNSIGNED

WHITE, GOLPEADOR, MACHINE HEADS

ASKING $600.00

TO OPEN --
“CENTRO 'TRIANA’ DE GUITARRA FLAMENCO”

by Guillermo Salazar

In Triana, right across the bridge from Sevilla, a school
for flamenco guitarists will open under the direction of
Mario Escudero and his "profesor adjunto" Sami Martin. The
following interview was taken in December of 1984 for Jaleo,

Jalee: By what date will the school open?

Escudero: Bueno, we don't have a set date, but I don't think
it will be too long, because the remodeling of the loca-
tion is on the verge of being finished. Se¢ I think we'll
begin around the first part of January.

J: You mentioned before that it will be a school, not just
in the sense of private lessomns. In what way?

E: First of all, naturally, we're going to start by forming

different grades, from the ‘“principiante o primaric"

through the "intermedio”, "avanzado" and "profesional”.

Then, we are going to teach about the correct way, the

most possibly adequate way, for the soloist, and for the

accompanist in the two branches which are the "cante" snd
the "baile".

Other than yourself will there be other teachers?

E: We intend to have other teachers, but at the moment 1

don't know any names or how many there are going to be,
because everything is going to happen as things get
underway.

¢ Will this school be open all vear round?

: We hope so.

: If students want to learn classical guitar, will it be

offered?

E: Maybe some fundamentals, but for the advanced classical

guitarist there is already a conservatory here where
there are good teachers. They can contact América,
Martinez, a good friend of mine, who is the "catedratico"
and a very good teacher.

: Here in Sevilla?

E: Yes. Here naturally we're going to teach basic knowledge
applicable to flamenco or classical playing. For
example, we will present scales in their totality, be-
cause in my personal opinion there is only one school of
guitar. Although in flamenco we do have certain tech-
niques not used by classical guitarists, like "rasgueos",
the use of "pulgar", and certain types of “tremolos".

J: What if someone wants to come to the school for private
classes?

E: Certainly they may have them, but the conditions would be
different. It would be more expensive for private be-
cause the attention you give in a group is not the same
as you give to one person. We can give also semi-
private classes of two people as well as the group and
private classes.

J: Could you tell us a little about your assistant professor
Sami Martin?

E: Bueno, Sami has been a professional flamenco guitarist

for many many years. He has a perfect knowledge of what

he interprets, and for me he is a professional to the
fullest extent of the word.

So, other teachers may be invited to teach occasionally?

I hope sa, there will be possibly another "profesor

ad junto" who will teach sporadically, maybe for a season,

but we haven't studied this matter to amny depth yet.

Could we say that up to the moment we don't have a phone

installed at the studio because we haven't finished re-

modeling., But at the moment anyone interested can call
my "'compafiero" Sami Martin at 51 50 25. If anyone wants
to call me directly at home the number is 61 06 36 in

Sevilla. Of course dialing long distance they would have

to dial the appropriate area codes, or go through the

operator. If they want teo write, the address is "Centro

Triana de Guitarra Flamenca", Calle Rodrigo de Triana, 46

esquina Victoria, 20, Sevilla, Espafia.

J: To finmish this interview, Mario, is there anything vou
would like to say to the many "aficionados" in the United
States, and other parts of the world where Jaleo is

m o
T
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received?

E: Bueno, I hope that they keep in mind their “aficisén” of
the flamenco guitar, this marvellous instrument; and also
keep in mind tnat they carn come here to Andalucfa, in
this case BSevilla, where we will do everytning possible
tu make the rlasses worthwhile tc all sruedents. Finally
I wish "mucha felicidad” to everyone, and in particolar
to the "aficionade a la guitarra flamenca™.

ENSENARZA GEWERAL [LE LA GUITARRA FLAMENCAH
Kiveles o Grades:

1-Frincipisnte o primaria

2-Intermedia

I-Avsnzsdo

4-Professional

CURS0NS COMPLETOS:
‘Bolists

Acompafiamiento del cante
Acompafiamiento del beile

MONTAJE DE NUMEROS
MOSICA: SOLFEQ Y CIFRA

CLASES COLECTIVAS E INDIVIBCALES

spertura Curso: Enersg 1985
Teléfono: 515D25 v 6iD6I6...Sevilla

———————————————
GAzZrAcHs 8p

Guoiuierme

HUNTING FOR FLAMENCO RECORDS IN SPAIN

Believe me, flamenco is not dead. How do 1 know? You'wve
just been down to the local recard shop and Ehey teld vou
there were not any flamencc albums except Al Dimepla's.
Well obviausly you live in the United States, right? Yoo
knew FElamence comes from Spain, the south, andalucia,
remember? Hot New York, not Califormia, oot Mexico, not
Burgos nor even Bilbao! Dut wait, isn't flamenco from
Madrid too? Let's find out.

Call your ftravel agent and book the mnext flight a
Hadrid. Tell her you want to arrive early in the marning so
you can be ar the deoe of the 'Corte Inples" when it opens
at 9 a.m, Tell her that many of the flamencos feom
andalucfa have rerotded albumsz in Madrid; tell her you weant
a special taxi cab with a ecof rack waiting at the Barajas
airport. The cab is to escort you for a day and load all
records and tapes in the roof rack, and then drive yau back
to the airpoart to carrh the evening flight home. You've pot
tc be at the ofFfice bright and early for woek rthe nexr dav.

Dnce in Madrid you go direccly for the cab. You tell the
drivee, ''Coete Ingles, por favor." He replies, "Whizh one?
There are fopue lacatioms.”

Anyway, this account may be slightly exagperated but khe
tesk of this article will deal with the most interesting
tecord shops of Madrid, and a few in Sevilla. 1t may save
you some shoe leathee and time.

If you get ahold of the Madeid yellow pages at the lccal
libraey you can plan where you want o goj but Madrid is
such a spread out ciry, and you may want to do many cther
activities on vour trip so... below 1s s list of shops sure
to nave flamenzo recoards:

EL CORTE INGLES-This is a chain of seven-stcry-bullding

department stores. [ didn't find out until the end of my
one month stay that the leocaticn with the most complere
selection 1is the one on calle Princesa, a short distance
from the Plaza Eszpaha. This store must have a verv good
department manager., or maybe it has a better selection due
to its proximity te the ''Ciudad Universitaria.”  Perhsps
there are more record buyers in that area and the bins get
depleted in a hurry if not restocked oftea. There are three
other locations of "El1 Corte 1Ingles™: c/Goya, phone
448 01 113 c/fPreciadog near the Puerta del Sol, phone
232 Bi00; Pasec de ls Castellana near Orense, phone 456 23
00. Tre phone for the c¢/Princesa location is 242 48 Q0.
1 asked the Eloor manager at the Preriados store about
ordering by mail. He said tu send 2ll orders ta their
commercial department. First send an inquiry about albums
or tapes requesting a quote of prices and mailing in Spanish
pesetas, Wait for a return lerter before zending any money,
preferably in the form of a2 foreign bank draft from a big
bank. The address is Corte Ingles, r/Hermosilla #112, de-
partmento comercial, Madrid 28009, S5pain. Motice the new
postal code, The telephane there is 402 81 12.
1f you are mot going to Madrid - there are Corte lngles
branches {sucursales)} in the following places:
Barcelana- Plaza de Catalufia, 14, phone 302 12 12 and

Aventda Diagonal, 617, phone 322 00 12.
Sevilla- Flaza del Duque de la v}ctcria, 1C.
Mélapa- Avenida Andslucia, 5D, phone 3D 0D DO,

Also there is one branrh in the follawing cities: Murcia,
Vigo, Valencia, Bilbao, Las Falmas (Mavorcs), and Zaragoza.

The Corte Ingles has two distinct advantages over many of
the other stares: it is open during the “siesta™ (1:30 ar
2:0D p.m. Eo 4:3D or 5:D0 p.m.), &nd you can charge albums
an your VISA card.

CLU8 AMIGQS DEL DISCD-This is one of the few recard shaps
I found that has a large selection of used albums and tapes.
Each item is marked with twa prices, one for the gemeral
public (higher), and one for "sorios" (lower). 1 imagine
there is a fee to become a sacia, which means member of the
club, but 1 didn't find out for sure. The store hss enly
one location, a spacious downsrairs reoom at co/Fernando de
los Rfos, 93, Madrid-15. 1 did npotice two large bins of
LP's and Etwo large bins of flamenco 45's. The phore is
243 05 03,

M.F. BISCOS~CASSETTES-I went ta the branch on av. Reina
Vitoria, 7 and found a small raom jam packed with Spaniards.
It was very hard ta move around, and even hard to open the
door ta get in. This shop had a different selection than
the others and 1 turned up some goad finds. The shopping
bag had a list af other branches of the business: Jasé del
Hierro, &1; Illescas 42 (Aluche); Marqués de Corbera, 6;
Gsztambide, 1&; and Brave Murillo, 1B9. As with the Corte
Ingles the selection of casertea had a much wider variety.

UNIOR MUSIGAL ESPANOLA-Thia atore had a fair selection of
flamenco, but not as good as appears when you walk into the
Flace. It is & big music store with records and tapea om
the second story, (primer pise)., They had some af the new
releases but seemed to be out of stock on many things, The
sales woman tried to sell me other things that they had
which 1 was not interested in; but I did find a few things
there that were not at other stores. This snows the value
of going =around to all the places, rather than being
finished looking after Corte Ingles.

The stare had guitars, castanets, sheet music and other
musical accessories. The address is Union Musical Espaficla,
Caerers de San Jerdnimo, 26, Madrid i4, Spain. 1 went to
another branch of Union Musical but it had no albums or

tapes.
REAL MUSICAL, S.4., C/Carlos III, Msdrid 13; phone
241 30 07. This store is direrktly acrosa the steeet feom

the Teatro Real. It has sheet muesic, musical insteuments,
and eeroeds and rtapes. The selection of flamence was very
poar, but it had by far the best selection of classical
guitar albums I came aceoss and for that reasen is nate-
workhy.

VEIGA O0ISCO5 CASSET-This is 2 small stofe with used
recofds and tapes. 1f you are in the neighboehood it's
worth a visit. I found 2 Panaequita albumg I didn't know
about  here; derent selection of tapesj address is ¢f
Hortalesa, 62Z; phone 231 52 39.

HUSICAL REMOLINO-This 18 one of the fun places to go.
The proprietor, Mr. José Martir alboc is known as EI
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Remalina, a flamence Stage name he used when he used to be a
tablaa guitarist. The store has student guitars, strimgs,
new and used recerds and tapes, and genersl musical acces-
sories. Hr. Remolino 1is the authar of & flamenco guitar
methed for beginners called “Guitarra Flamenca, Método
Bfisico en Mdsica v Cifra,” Volumea 3, &, and 5. 1 asked him
if he had volumes 1 ard 2 but he said that thkat was nis
other book called "La Guiterra sin Maestra,” only one
volume, but the pieres in the back was volume 2, The
flamencs volumes 3, 4, and 5 had an sccompshying tape called
"Rafres del flamemco." 1 found some wvery good albums and
tapes here, some of which were "de ocasién” (used)., Afcer
about an hour of talking with EI Remoline and buying albums
and a few tapes he gave me a copy of his own aalo cape
called "El Remolina which he atill haa in stock. He runs
the stere with hia wife Filar, Address~-c/Toldea, 9,
Madrid-12; phone 266 36 I1,

MADRID ROCK-c/Mayor, 3B near the Puerta del S5a0l. This
stare had as good a Selection as anywhere in town, and did
have things other places did not have. Another locstiom is
on ¢/de San Martin #3.

Buena, if all this is not eacugh then there is two more
piaces of a different nature for wou to visit. Ome is the
"Rastro" which is one of the biggest flea markets in Spain.
It had many, many places ts buy tapes and a few record ouwt-
lets alsa, It pays to go a few times as each Sundsy there
are differemt vendors. The other place is the small music
shop owned by Luia Maravilla on co/Leon, 4, Madrid 2BOI4.
Luis deoesn't have much in stock but he doea have albuma by
himseif which are nnt available in any of the cther stares
any mare.

Sevilla

Aside from the branch of Gorte Ingles already mentioned
there are a few other shops:

CASA DAMAS-located on c/$ierpea, 61, Sevills 1853 (notice
pvostal code paly has four digita). I thought Casa Damaa had
2 much better selection I4 years ago when I laat waa there.
It did have s gpod selection pf bargain tapes thpugh. There
iz another locatian in Trisma at c/Aauncidn, 43, Sevilla
1970, Spain.

Other things worthy of nate in Sevilla were a small atore
called Pintp-c/Cuna, 62 near Sierpes, and the flea market
held euery Thursday on the cslle Feria and called appro-
priately dy the name "El Jueves,”" Finally, Sevilla had many
putdoor standa of cassettes for gsale. You can take a walk
slmost anywhere in the city and run acroas Ilamenco tapea
for sale at these metallic stands. Sometimes [ wpuld find
them at indoor locatiana of atores featuring ather products.

50...440.sget on the phone and call the travel agent; the
recprds are waiting far you. Finding flamenco records in
the United States is like finding a needle in 8 haystack.
If you're like me you are tired of haystacks. So.....g#
where the needles are. )

CURRENTLY AVAILABLE ANTHOLOGIES

Those aficionades of old-time flamenco will be_delighted

te know that meny of their Faverite arcists are still awail-
2ble on record in the form of multiple album sets. The
conkroversy rages on between the pld and new flamenco
stvles, but anyone who examines the matier in depth will
find geed moments in bath, If you have had your fill aof
memocized "flamence” or guitarists donning & turguaise
necklace and sunelasses to play “Romance de Amor' to the
beat of congs drums, then consider acquiring some of these
old recordings from Spain. Flamenco fusion may be pra-
ducing some fine new srtists, but in the wrong hands it
merely is & jumbled confusion popular ameong so many real
ascate minded Amecicans in this country. If you cannot
escape the U.S. due to exhorbitant house payments due every
month, I insist thac you ordec zome sf these anthologies py
mails

ANTOLOGIA DE CANTE FLAMENCD, Hispavax HH 12-01/02/03
{2000 pesetas)

This three record set was the first antholeogy I ever
heard, and 1 give it a wvery gsfod recommendation if yau've
never heard it. My first intereat in it was the guitar
playing atyle of Perico del Lunar, but through these records
I became a fan of "cante. The anthology featurea the
follswing excellent aingers: Roque Montoya, Nife de Almadén,
Bernardo de Los labitos, Rafael Romero, El Chaqueta, Fericdn
de Céddiz, Hiflo de Milaga, Pepe el de la Matroma, and Lolita

Iriana.

GRAN ANTOLOGIA FLAMENCA, RGCA CL 35220 (52535 pesetaa)

This ‘'cante" anthology wonm the "Prenio HKacional del
Ministerio de Cultura 1979". It is a ten reccrd aet, and to
my kncwledge is the only cante anthology ever to have a
separate record of guitar solos.

MAGNA ANTOLOGIA DEL CARTE FLAMERCO, Hispavox S5/C 66.201
{13260 pesetas)
I really wanted to get this but it was too heavy to carry
around combined with &all the ather recards I bought. The
set containa 20 LP records and an B84 page madual with calar
photos and glossy pagea. If you order this ['I1 guarantee
yau'll be the only kid on the block to have it as very few
flamences will buy 20 records at a shot, and probably there
aren't any flamences on your block,
If you buy thia, invite me to stay at your place for a
week and we can hear this whele thing and lack at the book
together, ’

ANTOLOGIA CANTES DE ANTONID MAIRENA, Alhambra

This 1la a2 4 or 5 recard set and had ne identification
nmumbers on the cover of the box. There were alac many LPs
of Mairena available which must have been released "in
memorian®. The maat wnotable was ome with Helchor de
Narchena called "Cien Afios de Cante Gitanao®. Another
notable record still available im certain stores was 'Noches
de La Alameda”, alaa with Melchor de Marchena, Glave 13-
12 79 5.

ANTOLOGIA, LAS GRANDES SEVILLANAS DE ORO: Hispavex 166 601,
val. I :

1 coulda’t get the full story on thia. It seemed there
were three valumes each with 6 LPs which comes te 18
records. I also saw lpose albuma for sale which were part
pf the boxed version, HNumbers for vVol., I are 166 602, and
Val. ITIT 146 603,

Some of the artiats were Los Ramercs de La Puebla, Los de
Ta Trocha, Los Hermanos Reyes, Los Hermanps Toronjo and many
othar familiar and unfamiliar names, This would he ideal
for many dance teachers Lo use during dance classes, since
there would be sevillsnss at all different speeds snd wany
different moods.

"QUEJIGS" Cemardn de La ILala, Footana {no numbers on box)

This 13 a thres record set reissued from his previous
recordings with Paco de Llucfa and on a few trecks Tomatito.
I didn't buy this because 1 slready have 13 records by
Camardn, but it did contain two tracks 1 didn't recognize.
Either I missed one of his records of they put acme trarks
in the anthology that never made it onto the original
records.

Thera were two other anthologiea that were avsilable, but
I didn't get much infeormation about the contents: )

ANTOLDGL1A DE CANTE FLAMENCO Y CANTE GITAND, Columbla c/s B134/6
Three records fpr 1BDD pesetas.

LA GRAN H1STCORIA DEL CARTE GITANG ANDALUZ, AThambra SCE 91476
Three cecord set.

As Ear as loose albums and tapes the following series
were svailgble:

LC MEJOR DEL CANTE ANTIGUD, EMI-ODEQN

This series was ariginally released on LP recsrds by the
EMI-ODEON company.  Although I saw a few nf Lhis series
still available in recprd form, the great majority of it waa
sbundant in cassette form under tws different labels which
bought the rights Irom EMI-ODEON: Ark and Amalgama. There
are moce than thirty volumes featuring some of the following
rantaores: Manuel vslleja, Don Antuniao Chacdn, El Nifio de
Gloria, Jusé Czapera, Manuel Torre, E!l Tenazas de Mordua,
Angellile, El Cojp de Huelva, Nifio de La Huerta, Kifis de
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Fragenal, Nifa de los Peines, Pepe Pinto, Pena Hija, EL
Carbanilleros, and manv oehers.

GRABACIONES HISTORICAS...,Hispavox

From its library rhe Hispavox company has made available
as recampilations a series of tapes tirled: Grabacicnes
Historicas por Soleares, Grabaciones Histaricas per alegrias
»0tr Siguiriyas, and por Bulerias. The series had one ather
notadle release: Grabacienes MHistoricas, Les Chiquitas de
Algreciras, Hiapavox 250 001 featuring Paco and Pepe de
Lucia when they were in theilr teens.

So there you have it. The only thing T might mention in
addition to this is that the "Archiva del Cante" was nat
available in Spain. The Archive is the one that cémes in
the big red box with a nice backlet and features Diego Del
Gaster, Joselerc, Lebrijane, Fernanda and Bernarda de Utrera
and others. It may still be availsble here ia the United
States under the title 'The History of Eante Flamenca,"
Murray Hill Records, £-4360. The Spanish versian af this
has much better fidelity and a nicer accompanying basklet,
but has gone the way of most flamenco records and ts put af
arint.

-—Guillermo Salazar

Dance Espafiol Incorporated
Proudly Presents
The
Juan Talavera

Spanish and Flamenco
Dance Workshop

For

Beginner and Intermediate

Dance Siudents

Pleose Cull (213) 699.9855 For Detoils

1349 Franklin
Bellingham, Weahi
h. (206) 676-1364

1:MOREA FOUNDATION PROUDLY PRESENTS THE 7TH
“ALL FLAMENCC WORKSHOP CELEBRATION AND

$ FIESTA OF FLAMENCO "SPIRIT“, AJGUST 12-24tH

¢ 1985, THIS INTENSE TWO WEEKS IN THE BEAUTIFULY

NORTHWEST IS WHAT FLAMENCO IS ALL ABOUT.

LIMITED ENRGLLMENT, FOR COMPLETE INFO: PLEASE

tWRITE OR CALL TEODORO MORCA. OLE! CON OLE!

it il

e ——

... Sobre el baile

CONTRA TIEMPO. RHYTHM’S LIFE FORCE

There ts nothing that wakes up a person's soul as well as
good thythm doused with an abundance of exciting., predictable
and unpredictable caunter-rhythms--contra-tiempos, in flamenceo
terms. More people have been turned on to dance--especially
flamenco dance, music and aong--while listentng to “"well
placed counter-rhyttms. Flamenco encompasses the full range
of rhythmical and musieal force and has been an inspiration
for countleas composers throughaut the warld.

People Iike WMichael Jackson have taken the traditionsl
rhythma of Latin American, Afro-Cuban and other 4/4 thythms
and; by adding a new twist to exciting counter rhythms, have
created a world wide popularity explosion of their recorded
music. They have sald millions of records with much thanks
toe their rhvthmic explorvations. Rhythmical pulse &nd
counter-rhythms seem endless in their variety, which indeed
they are. Another great master in country point was J.S.
Bach whase 300th birthday is eelebrated this year. His warks
are more alive and vital todav than when he was alive. His
warks have inspired every type of wusician, dancer, chérea.
grapher and artist in their questc for musical Inspiratien.

Flamenco is very unique in its dance in thet the dancers
not only have many instruments within their own bodiea but
heve a variety of rhythms ta work with., Rhythm bw itself can
be boring if it is sa steady and unadorned that it has the
affect of a dripping water faucet. Both visual and audible
rhythms come alive with accents, dynamics, flexing pulse, s
pushing and pulling effect and, of caurse, beautifully placed
jewels of counter-rhythm.

Rhythm ia one of the main faundatians &f all music and itg
variety of pulsea challenge one ta awaken these pulaes with
a variety af counter-play. Rhythm and counter=chytbm have
played a most important rele= in man's expreasion and communi-—
cation with nature, religion, life and art since the begin-
ning of time. Flamenco is really s history of, and a picture
of, all of maa's expressions and communications with life in
all of its rhythms. Flamence c¢an transcend the 474 world
which domirates much of the world's listening.

Dancers just beginning their study of flamenca will dig-
cover layer upen layer of rthythmical explaration. Most of
the various compas in flamenca, the various rhythmical struc-
tures in flamenco £all intd the basic 4/4 rhythms and the 12
count rhythms. There are various 5/8 vhythms alse and all of
these unwritten forms have varicus base accented rhythms that
give it a particular form, style, peraanality, flavor and
interpretation. Needless to say, an important requirement
for studying flamenca dance--or any other dance ar musical
form for that matter--ig te hsve a good sense of rhythm. 1
mean a4 real musicality of thythm and a deep understanding of
what the pulae of the rhythm is. All rhythm has an undey—
lying steady pulse and this is the core of the rhytimical
structure. ALl flamenca forms have a definite underlying
pulae, no matter how strong the base accents. Keeping 8 very
steady beat may seem very basic but that is why the finest
musieians uae a metronome at times so that they may develop a
self controel in expressing rhythns with and against a steady
pulse. The pulae af a flamenco-compas is Like 2 steady heart
beat underlying every counter vthythm, falsets, melody and
expressian and this exists no matter what the tempo or how
many silences are used or how many dynamics are vsed. It is
literally "thst", "the pulse or basic rhythmicai beat of that
particular form." Any flamenca form tan be tapped aut in a
ateady heat. This 1s wvery Important to understand in
approaching a deeper underatanding of expressing flamenco
dsnce snd understanding flamenco music all-togsther.
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One of the First things to comsider when you are approach.
ing the study and use of counter-point is tchat it is
natural. All of the possible rthythmical adernments are
natural in the sense that between each best of hase rhythm
there is 2 natursl space that can be filled i8 in wvarious
ways. Lt is very important ta& get past the psycheological
difficuley or mental difficulty of performing contra tiempos,
Toc many teachers do a negative heed Crip op their students
saying, that "now we will get to the diffitult part and that
is learning contra tiempos" or amying other negative no-nos of
that order. A basic counter time is the primary ™2nd" count
of the compds, so s good start in counter rhythm study is,
for example. ta verbalize & compéis auch as aaving, 1,2,3,4,
and then putting an "and" count hetween each heat, landZandl
and48nd... This is the base compés for many of the four
caunt Thythma, Dance wige you could start by marking the
base thythm with the feec¢ and the "and" couat with the hands
doing palmas. This could sound like the opld German song,
um-pah-utn-pah-un-pah-um-pah "stamp the un with the foot and
the clap the pah". This is very basigc but a simple beginning.
The more that you verhalize the compés, clap the compds, ude
your feet to mark the comphs, the quicker the compds will be
inside of you and part of yau. You will start to feel the
"breath™ of the compls apd the breathing time between the
compds for the flow of the counter rhythms. It is that
breathing, so to speask, of the rhythm that givea under-
standing to the placement of counter rthythm. In the 12 count
compds, it is important to know and understand the varicus
accents (the base accepts of the various forms) to facilitate
good placement of meaniagful contra-tiempoa. Eaplore,
breath, feel the flow and continuity of the rhythms. Lat
your whale body experience the pulde and counter pulse of the
Compéd. ...

Obvicudly this article, like 4o msny that I writo, ia to
create an awarenesa in pogitive way about a facet of '
flamenco that is hagic and yet important. All parta of an
art form are of equal importaace, juat as earh facet af a
jewel is of equal importapce. Thid article is not 4c much a
how te do buc an awareneaa of what can he done to grow as a
total flamenco dance artise. If a peraca has a built-
in good sende of rhythm, then a variety of exciting counter
times and their understanding will come aa the perdon studies
the muaic and improves their technique and growd ad an artiat
in understaading the music and dance art of flamenro. Good
tecbnique helps the piacement and execution of contra-tiempos
in the sense that they will blend into the total movement as
exciting adornments. Contra-tiempoa for there own aake are
Just another part of rhythm. For example, if during a fiesca
5 people are playing palmes and they all wanted to do roptra-
palmas then it would nat be near as exciting aa if 1 or 2
were playing counter time snd 3 were piving s good atrang
steady base rthythm for the counter rhythws ta werk againat.
With all playing rounter rhythr, it would be baaically "an"
of the beat and sound muahy. There is as much musicality in
knowing when to de reounter rhythm as in any other study of
music such =sa melody, falseta, dynamics, Cempos; etc.
Counter rhythm can he very subtle snd create great energy and
excitement hy their almeat mysterious placement ia the
rhythm, such as juat bouncing off the beat, before or after
the heat or accenting a caunter begt differently between a
surcesaion of compéis. Carmen Amaya waa rTecognised as a great
genius and inspiratiom in her use of counter rhythm and sha
inspired all flamenge dancers who ever had the privilege of
seeing her or hearing her records. Another of the racog-
nized masters of the use of rounter rhythms in its ronge from
pure simplicity to immensely difficult was Fred Astaire.
Many flamenca dancers alpag with almost every other dancer
have given him great credit, not only for his total dance
artistry but for his genius in using the full range of rhythm
and counter rhythm in hig dance. That gaee for a moat
importanpt part of dsnce--counter rhythm in "movement" as well
as "sound". The first licctle dance that he did in the movie
"Tep Hat™ made in the 30s and the other dances that he did
with his cane and tapping will be an inapiration forever for
those choreographing interesting and exciting escobillas.

The execution of counter thythms in flamenco dance is
total executicn of movement snd sound. A dancer that knows
haw tn move in counter point with total movement is half way
home, with the beauty of moving all parts &f the bady in
oppositien And isolatica and creating a tension that can

awaken and exprees the art¢ of flamence dance. When doing fooc~
work and u2ing caunter rhythms it is the understanding and
using of wvarious saunda af the various techniques that can
gregtly ephance the effect of the counter rhythm, so chat it
will nat always be the flat of the foot for example doing the
rhythms hut the ball of the foot, the heels and the combina-
tion of the different sounds and intenaities of different
techaiques that vary the color of the total fsotwark patternos
including the full range of matice—-of shading, of soft asd
loud counter rhythms--of slow and fast, ete. I like ta study
the rhythms in all of life's aurroundings that I am in. It
ig sort of a hohby to, hopefully, enhante my tatal art
learning. I love to be by the aea and see and feel the never
ending rhythm of the waves with each wave different hut
feeling the upderlying pulse. of each one. The upiverse is an
expreasioa of d4a infinite variety of rhythms. Just lacking
at a sgimple picket feace is aeeipg rhychm, or hearing the
sound of rain or a train clicking an the railg. (Thia sound
indpired & sapateade of a Ffamous C[lamenco dancer of the
paat). Our heart bests or the rhythm of Sur subtle breathing
are rhythms of life. I often think of life in all af its
posaible rhythms and we are im rhythe and couater rhychm with
it, its seasona, itd mooda that counter and alter ita out-
ward hehavior. Flamenco ia an expreaaion of life-art. We
can know our total spiritual, phyaical, mental gnd emotional
range of seasons in flamence and by locking into its rhythma
and ita full range of counter rhythms we can better under-
stand our own rhythmical pulse, cur rhythmical intunement and
creative purpese in life.

~-Teg Morca

+*

THE SHAH SPEAKITH
STATE OF THE ART’
FLAMENCO IN MEXICO CITY
NOVEMBER 1984

The condition of flamence in Mexice City can ba de-
scribed in ome word - naribund. The three instituticaa
reviewed herein present the total eatthly flamenrc praduc-
tion in Mexira. Additianally, there is a ghost tablao.
It's the moat fgbulous, the locals say. Some aay it's
located in Colouia Polance. Some g2y in Calle Verrarra.
Othetrs say somewhere else, but they are not quite sure.

Et is our personal belief that chis magnifirent tablao iz
located in the Twilight Zome. Three weeks of reasonably
diligent investigstion produced no clue to its terrestial
whereabauts.

High altitude, acarce cxygen, smoB, CONEastion, devalued
currency, popular apothy, dull quotidian grind - perhaps
these conditinas of Aztec life combine and permeate the
spirit. Perhaps they weigh upon, warp and digrapt nightly
dreams and daily reality, producing a shimmeting fancascic
vision, a magnificent mirage tahlao. Or perhsps this
peripstetic tablas without certain name or fixed sddress is
the product of people too courteous to tall you that what
you seek does not exist.

4 Mexican, when ssked an address he does oot know will,
after all. give you incorrect directions rather thdn Lo
appear uncbliging.

corral de la Morerfia
Londres 161, Local 20z
Zona Rosa

The first shov starrs more or less on time at 12 mid=-
night. Three youthful guitarists sing Spanish popular
numhers and entertain pretty well, They yield to four
ladies vho commence an assault on the sevillanms. Two of
th?m tan almost dance. In due rourse, a reasonably good
gultartst holds forth, as does a capcaor. This latter
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gentleman's effores were not outstanding, and his amplifiad
wails drove twe nearby spectators from their table into the
hatlway, sa they could exhaust their laughter free from thae
constraints of courtesv.

Carmen Cesarubio, star bailaora, appesrs. Her dancing
will win no awards, but her racitacion is quite good; warm
and well-inflected. Apparently, she knows her limits. She
dances as much is appropriate, theg recites. The tired tals
of Antonir El Camborio has sume of irs lesser-known verses
brought to life. Miss Casarubic alse presents a racitad
tanguilln and 2 soléa danced and recited. This latrer is
the first we have seen of its kind and the effect was quite
pleasing.

The star bailaar, Cristdbal Reves, appeared locoking con-
ceited and abnoxious, and this apparently wss no affecta-
tion, He killed manifestations of spontanesous enthusiasm
with angry scawls, and lster paused to milk applause from
the sudience aceording to his own pleasure.

His strong paint was s manoeuver of a criple pirouette
ending in s knee-drop. He has it down nearly to perfection
and uses it often. This move and similar pyrotechnics
should be used spsringly lest they lose their effect. His
footwork was mediocre and lacked nwance, although he himself
seemed impressed by it.

As for the house, the amplification was overpowering, and
their request for the sudience to refrain from palmss was
ill-adviaed. Why not suggest instead that those whe felr
rhythmically inspired fellow the palmas of someone in the
tablao? Thus, by opening up and not by clesing in do we
expand the ranks of aur aficionados and advance oOur ark,

Gitemerfzs
15 Avenida de Oaxaca
Flata de Insurgentes

The word "lousy"” is barely adequate to desrribe this
"tablao" which has the nerve to advertise itself ss the
"seat of flamence in Hexico." In the Eirst place, the
program predented i@ more of an uninspived nightclub ace
than s tablao. ft would be pointless to dignify this pre-
duction with amy further analysis in these psges. Instead,
we shall examine three items worthvy of mention culled From
this garbage heap, snd leave the rest to moulder where it
lies.

Ko. 1t The show's only saving grace was the rantacr
Chiguite de Trinna, wheose fine flamenco veire snd sensitive
interprecrstidn were applied to threadbare popular numbers;
not to flamencn,

Wo. 2: The guitarist deserves & medal for his gentla-
manly restraing in not grabbing up the furniture and
reducing it Lo matchsticks over the heads of some of the
unruly and disrespectful revellers, They certainly begged
him ‘te, but the man just smiled and played on, a true,
Christian martyr.

Na. 3: The bailgor Reberio Hantdaya exhibited same very
ciear, fast and accurate footwork. Unfortunately, every
ather partirle snd piece of his body seemed to have a mind of
its awn, snd they all went their separate ways. Art Canmnot
exiat without body contrel. If it is fast feer you want to
@ee, you're betteraff going to a rere-track.

* 2 »
"AIRES Y DONAIRES"

The Palace 4f Fine Arts af Mexico arches and bulges it
mzrble in #ll directions and dimensions as it sits shade-
less and steeped in exhaust fumes. Rivers of zutog rourse
abaut its four sidea, now spurting forth, now stopping shert
» always eddying about, commingling with curreats of pedes~
trians converging and dispersing, frantically comimg and
going.

Its exterior vaguely recalls the "Belle Epaque” period;
its elements suggest perhaps France or Italy, but mostly the
amalgamated public style of Buenos aires.

Brave the tide of steel, rubber and swesty flesh. Press
scross ts marbled portice and cross its thrashhold, and find
vaurself transported to another world...to Miami Beach! Yes
indeed, art deco rules the interior of this latin opera
house with its cool stabs of polishad reddish marble, its

long flat planes and its curious gless and brass appoint-
ments.

This strange pelace is celebrating its fiftieth eniver-~
sary thie year by attempting te present performances of
inordinate excellence. And B0 We arrive at the subject of
this endeavor; s very fine program denominated "Aires y
donsires' fearuring two very fine Spanish artiscs. Pilar
Ricjn needs no further introductinn here, In our judgment,
ghe is the finest gll-around female Spanish dancer per-
forming today. The critics of "The Few York Times" hold her
in mimilar high esteem. Miss Rioja's paTtner in this per-
formante, Maci Mistrml, is every bit as remarksble as Miss
Rioja but ia unknown to general Americen audiences.

Miss Miatrsl sings and declaims and dnea borh superbly.
Her rendition of poems by Cervantes, Garcia Lorca and
Machadn, among others captured the audience's atrention and
breath., The highlight of the entire pragram was her cante,
recitatian mnd dance af "Prisoners in Algiers” by Cervantes.
This number should be introduced into the regular flamenco
repertoire and placed alongside the "panas Mera."  Tha
lovely moorish melady was accompanied by finger cymbals and
sinuous movements; the audience's appreciation was spec-
tecular!

Miss Rinja presented some nf the same courtly dances she
brought to the Dnited States last year and executaed them
with her perpetually carrect technique. She preaented a
guajira. and a tarventos that was received with great
enthuaiasm, While we aalute Mias Rioja'a artiatry, we glso
award her the prize for the nadir of the concert. Thia came
in the form of 2n inane pantomime called "The Muns' in which
2he altevnately draped and undraped both heraelf amd & planc
Etoel in a white sheet. This plece of noRsense was charao-
graphed by nane other than the great Manelo Vargas of long-
eg0 and distant memory. We justifiably would expect greater
things frem him.

The unusual accompaniment ronsisting of a chamber group,
Indian sitara, flute, piane, guiter both flamenco and
rlassic, as well as the participatian 4f the exrellent
flamenco ainger Chiquito de Triana will give the reader some
idea 4f the diversity nf this fine program.

We close this review by correcting two errora of fact.
Miss Rioja is listed in the pragram ag having had "out-
standing success in the grestest theaters of BNew York.”
Qurstanding succeaa, yes, but in the theater of the
Repertorio . Espafie]l which, with fewer rhan 150 seats is not
considered ome of New Yark's Rreatest. We wish, of course,
that #he would bring her art to bigger and berter-knowm
theaters. We invite her to de sc and to repart the fact
accurately., Miss Mistral similarly claims teo have performed
Yin 2ll the impertant cspitals of Europe and the U.S. with
enormous succes."  We congratulate her on the tremendous
accomplishment in keeping thia succeas so secreb. We only
know her thyrough the medium of Spanish network televigion,

x ¥ %

THE FLAMENCO’S GASTRONOMICAL GUIDE
TO MEXICO CITY

Ne flamenco &hould be required to eat tablan food, aa
this fate is more appropriate to inmates or tourists. And
since functions uswally are given ar 12 midnight and 3
o'clack a.m. in Mexiro City, one is well-advised to dine
befarehand. Kere is 2 aelection of the wery fimest (and
reasnably-priced) restaurants in Mexico City. All, save the
Hesém del Cid are clustered in the Zonz Roaza., For 520 to
525, twe pecple can est and drink themselwes ints oblivion
at all save L'Eatovil and pDelmonico's. Furthermore, there
are many Tnte modest establishments whose fare is commen-
danble and whose prices are even lower, (ue to the limita-
tions of space and the slow encroachmen:t of writer's cramp,
we present here only a select few which are outstandiag for
the suthenticity and fine preparation o©f their dizhes.
Little consideration will! be given here to decor snd atmoa-
phere. One rarely eats the decorations.

Bellinghausen
85 Calle Landres

Despite its name this, this olace provides wery fing
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rraditional Mexican cuisime. Criadillas {bull's testicles)
are prepared in three different ways and are the best we
have had anywhere in Mexico City. Fine roast kid, and a
silken-smooth creamy pumpkin-flower soup are without equal.
Arrive for lunch no later than 2 p.m. or you will wait
eternally for a table at this popular spot.

Loredo
Calle Hamburgo

The free appetizers are 50 copious that the diner can be
full by the time he has read the menu. In that case, just
Their desserts are fine and their pastel de
rompopo (eggnogg cake) is sublime. For those who take their
cntrées before dessert, cry the crépes of huitlacoche, which
is the black Fungus that grows on corn stalks. Interesting.
More comon Mexican dishes are available and delicious.

order dessert.

La Fonda del Refugio
Calle Liverpool

Our favorite! Outstanding dishes, unusual preparations
an a well-deserved international acclaim. The wildest of
rthese dishes is chiles en nogada, peppers stuffed with
walnuts, slathered with a creamy ssuce and sprinkled with
pomgranate seeds. The cherubs of Heaven meoan for this dish.
Topa mexteca, a soup of mushrooms and beef marrow is quite
good, black corn fungus soup leaves a bit to be desired.
Moles and daily specials are very good. Desserts unremark-
able, but mexican coffee, cafe olla, is about the best 1in
the City. Mexican coffee, like thelr wine usually is awful.

For Spanish food, the finest to be found in the City is
"Meson del Cid" on Calle Humboldt. This place would have
few rivals even in Madrid and its atmosphere is outstanding.
[t has the atmosphere and offerings of a good Spanish
country inan.

The preatest continental food in the City is served, we -

believe, at L'Estovil on Calle Genova. Many classical
European dishes as well as well-prepared Mexican ones are
served in a serene and beautiful atmosphere.

At all costs aveid Delmonico's, This swank joint has
mediocre fond, high pretentions and higher prices. The food
is brought to the table and subjected to the torture of
skewers, knives and other curious instruments. Solids and
liquids alike are then torched before your eyes. When the
smoke and flame have cleared away, the result is not remark-
able in anyway. One rarely witnesses these days an auto-
da-fa from che Grand TInguisition. Bloomgarden, in his
guide, gives this dive four stars.

: . He must have gpone there
with his mouth shot full of novoe

ine.
And the hand having written, moves on....

TS

ESPADERO

THE CLASSICAL DANCES OF SPAIN
COME TO THE CORNELL CAMPUS

| from: The

Ithacg Journal, May 3,
Fisher]

19843 sent by Michael

by Lee Scott

At the ape of 3, Jose Espadero was dancing on the docks
of Alicante for American sailors, in exchange for Chicklets.
Today, in his early 40s, he is one of Spain's best known
classical dancers, He's preserving the folklore of every
region and presenting it to audiences all over Europe and
the United States.

Artist in residence at Cornell University this semester,

Espaderc will give a weekend dance concerts as a grand
finale te his stay in Ithaca. Three solo works choreo-
graphed by Espadero are on the program, scheduled for

8;15 p.m. Friday and Saturday and 2:30 p.m. Sunday in the
Wilard Straight Theatre. Tickets are awvailable at the
Straight Box Office, 256-3421.

padero’s dancing career began even earlier than thoss

lmpromplu performances on the docks, He was a child sensa-

tion at 2%, touring Alicante (on rthe southeastern coast of
Spain) and the surrounding provinces as "El Gran Pepito."

Espadero speaks no English, but reflected on his career,
through an interpreter, this week in Cornell's dance studio.

Every Sunday, he said, Espaderc's mother would take him
- 2 babe in arms - to the Orpheum Alicante, to watch their
friends and neighbars sing and dance. As a toddler, he was
entranced by the dancing and imitated the steps as soon as
he could walk.

One Sunday, his mother dressed him in & flamenco outfit
and put him on the stage to dance. The elderly piano player
enjoyed a game with the youngster: He'd change the rhythm
an tempo of the music without warning. Espadero followed
flawlessly, matching his dances to the music. The audience
loved it. Soon, Espadero became a regular Sunday performer.

He never had formal dance training; noné was available
outside the large cities in the years following Spain's
civil war. Espadero said he learned by watching others.

As he grew up, it became apparent that Espadero's passion
for dancing was not going to fade. At that point, his
parents tried to dissuade him from choosing dance as a
career,

JOSE ESPADERO

But by them, he had teamed with a girl named Paquita
Garcia, who was to be his partner for the pext 30 years.
At 14, they secretly registered to take the national exami-
nation which would qualify them for the tirle of "profes-
sional artist." They passed the exam easily, and imme-
diately formed their own touring company.

In @ modern twist on the Romeo and Juliet story, their
parents were reconciled to their children's wishes and gave
their blessing, Espaderc said.
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JOSE ESPADERO

In 1965, Espadero was named to the Chair of Classical
Dance at Alicante's Conservatory of Music. This was the
first time classical Spanish dance had a niche of its own at
the conservator. Previously, ir was raught only as an
adjunct to classical ballet,

Espadero created a curriculum which adapted classical
ballet techniques to the particular characteristics of
Spanish dance - and to its three types of expression -
flamenco, bolero and regional dance.

Bolero, a courtly dance with origins in the 18th century,
is performed in soft shoes and punctuated with castinets, he
explained, Flamenco, characterized by handclapping and
rhythmic toe and heel tapping, has been danced almost as
long as bolero, but grew from the people, with RYPSY 1n-
fluences from Andalucia in the south of Spain.

For several years, Espadero has been traveling throughout
Spain, documenting regional dances, talking to older resi-
dents who perhaps know the dances in a purer form, Some of
the dances are performed by Espaderc's 23-member dance
company . But most are not, he said, because they are not
theatrical enough to please most audiences.

Classical Spanish dancing as a profession is well
supporteéd in Spain today. Since the creation of a school of
national dance, young artists need not form their own
companies as Espaderc and Garcia were forced to do,

Instead, they have a place to apprentice and teachers ro
coach them,

During his stay in Ithaca, Espadero is living at Tellu-
ride House; paying for hospitality with occasional informal
dance lessons. This is his first trip to the United States.
He said he's impressed with the green panaramas of the
Finger Lakes region and with the architecture of lthaca
homes. He said he loved the Maid of the Mist baat trip he
took at Niagara Falls, and reveled in the atmosphere of New

After seeing a production of the
musical "42nd Street,” Espaderc insisted om buying a pair of
tap shoes, and plans to teach himself to tap dance by
watching old Fred Astaire and Ginger Rogers movies. .
Espadero used the services of a translator for tﬁﬁ flrst
classes with Cornell dance students. But he soon dismissed
the translator, saying that he and his students understand

York City's Broadway.

each other through an internacional language - that of
dance. .

There are many classical dancers in Spain, but few real
artists, Espadero said. "Dancers can excel technically.
They can be perfect technically. A true attisF makes the
ttchnique serve his art....A true artisc feels it from the
heart."

This weekend's dance concerts will be dedicared to
Paquita Garcia, Espadero's long-tiFe partner, who died
shortly after Espadero's arrival in cthe United States.

* & %
IVIVA ESPADERO!

Jose Espadero, a slight and supple man, walks into the
Helen Newman dance studio at Cornell University and turns
his body and the dance floor into instruments which serves
his art.

The classical
Cornell University

in residence at
flamenco,

Spanish dancer, who 1is
this semester is teaching

bolero and regional dances to students of all ages, from
chilren to adulrs.

Espadera knows something about Cteaching dance to
children. He began his career at two-and-a-half in his

Gy

i

R R
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native Alicante on the southeastern coast ot Spain, per-
forming in the focal amateur theater for friends and neigh-
bors. Known as "El Gran Pepito," he toured the countryside
with his partner, the late Paquita Garcia. The children
were loved for their precocity and fluid dance movements.

You will notice Espadera's skill and technique, but only
when you concentrate on them. Otherwise, his technique 1is
subservient to hig art. '"There are many dancers who are
perfect rtechnically," says Espadero. "But for a real
artist, it must come from within."

Borth a dance and choreographer, Espadero will perform
four solo works in a concert this evening and Saturday at
8:15 p.m. and at 2:30 p.m. Sunday in Willard Straight
Theatre.

At the start of class, the teacher travels from one and
of the reoom to the other, leading the mass of people in
floor routines and drilling them on steps which will later
be incorporated into dance numbers. The students follow him
intently with their eyes and bodies, imitating his every
move .

He does not speak English, butr uses the services of a
translator only occasionally during class, making his wishes
known with gestures and dance movements. Dance is a univer-
sal language which needs no tramslation, he saya.

As class time grows short, Espaderc takes four women
dance partners in succession. He circles them, leads them,
coaxes them, Inspires them ro be his equal on rhe dance
floor. And they respond. A scene from a Spanish cantina is
recreated in Ithaca.

e TR

XXIT INTERNATIONAL SUMMER COURSES
IN JEREZ

The twenty-third version of the 'Cursos Internacionales
de Verano: Flamenco in Jerez,'" sponsored by the Cétedra de
Flamencologia de Jerez de la Frontera will take place this
year from August 1 through the 17th. The dance course,
taught by Teresa Martinez, will feature tangos and peteneras
and cost 25,000 pesetas; in addition, Angelita Gomez will
teach a course in bulerfas, at a cost of 15,000 pesetas per
student. Guitar~-tango and bulerfas--will be taught by
Parila de Jerez and Pepe Moreno; cost: 25,000 pesetas.
There will be nightly performances and lectures by various
arcists and flamencologists. Dance studenty will be divided
into groups with two hours of teaching per group., Guitar
students will receive twenty minutes individually. Reser-
vations may be made by sending 5,000 pesetas in the form of
a bank draft or money order. The remainder is due by July 1.
Only those students who have some experience with flamenco
that 1is, intermediate or advanced, will be accepted.
Spanish will be the language of instructiom.

For reservations or information, write to;

Cétedra de Flamencologia
Apartado 246
Cale Quintos, 1 (Edificic Domecqg)
Jerez de la Frontera
Spain,

PACO PENA

“Live in Munich™

$14.95:s

PCOFENA
' I s

Postage & Handling

LS and Canada - $150
Other Countries - 5300

&uitar Studios, Inc.

10 € Doy Sp
San Trancsco O3 W18

BALLET ESPANOL DE LOS ANGELES

[ from: Variety]

—e

by Bask

The recently formed Ballet Espanol De Los Angeles, under
the artistic direction of Roberto Amaral, brought some 40
dancers, singers and musicians onto the Wilshire-Ebell stage
for two performances this past weekend.

GUEST ARTIST CRUZ LUNA
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BALLET ESPARNOL DE LOS ANGELES (program photc)

Those “pieces that stuck closest to traditional Spanish
dance, bringing out the corps of dancers in colorful cos-
tumes, were -the most successful. Happily, there were
liberal helpings of such fare during the evening.

"Tiempos Clasicos," which opened the performance, hegan
with an elegant, balleric dance featuring six dancers. Un-
fortunately, it closed on a racher passionless melding of
flamenco movements with ballet.

Amaral, who choreographed this and most of the other
numberd, also performed. He's obviously a skilled dancer,
but he lacks presence, with the result that the numbers in
which he was featured ticked along smoothly but with a
curious lack of focus, which he should have provided.

"Origenes," again choreographed by Amaral, was set to
music by Ravel. A ballet about conmception and birth, 1t
combined some graceful movement by a corps of dancers with
silly "Solid Gold"-style gvrations by Amaral., whe appeared
as The Magner, whatever that might be.

One of the bright spots of the evening, however, was
"Chotis Del Maniqui," a charming piece about a young girl
who wanders through a carnival sideshow and becomes trapped
hy mischieveus dancing mannequins. Amaral choreographed to
the music of John Morris and Bernard Herrmann.

Gurst artist Cruz Luna was impressive in a number of the
dances, most notably 1in
stamped out a complicated rhythm depicting a horseman.
Luisa Triana choreographed.

‘Zapateado,”" a solo in which he

"Abre Los Dios" was notable for ics colorful costumes and

cafe scene, hut

s conception 15 clumsy. & man - Amaral -
sits at a desk writing a farewell letter ro his wife, with
whom he's been fighting.

He falls asleep and dreams of a cafe, where he meets a
woman who reminds him of his wife. He gets inco a knife
fight with ancther man - Luna - over her, but she's the one
who accidentally gets stabbed simultaneously by hoth men
(well, some allowances have to be made for dreams). Then he
awakens and has a reconciliation with his wife.

The transitions from writing desk to dream back to desk
are awkward, and the fight, meant to be so full of passion,

comes off as a trite schoolboy reverie. Amar shows no

fire, with the result that he's impossible to take seriously
in this piece, which he choreographed.

Showing more electricity was "La Vida Citana," a number
of dances about gypsies - particularly one about basket GYPSY TRIC FROM BALLET ESPANOL DE LOS ANGELES
weavers, in which dancers lrene Heredia, Valeria Pico and
Isabel Campos exuded an earthiness that proved 4 welcome
counerpoint ta the bloodlessness of some of rhe other
numbers,

(program photc)

The last piece, "Romeria," brought the entire ensemble ¥ ¥
out for a rousing round of gypsy dances. Taking a turn at
the footwork im this curtain=closer were Ilsa Mura and
Antonio Sanchez, both of whose marvelous, Eiery singing

buoyed several of the dances.
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BALLEY ESPANOL DE t0S ANGELES

[from: The Hollywsod Reporter. Februacy 11, 1985.}

by Mauceen McFadden

Ballet Espanal de Laos Angeles (BELA) held captive its Los
Angeles audience last weekend with a darrling debut at the
Wilshire Ebell Theatre. Five new chareographic works were
performed in styles ranging from narrative flamenco suites,
classical balilet to contemporary Spanish ballets. Artiatic
director, Roberts Amaral (who alsoa serves as praphic
designer), the batkbone of this tompany and o joy to watch,
uaes his artists’ talents ta the maximum. This wee espe-
clally evideat in "Rameria,' where & challenge arena was set
up For the individueal artists to display their solo talents.

Special mention must go to the exceptional talents of the
gueet arrists Laurdes Radriguer and Cruz Luna., Transitions
between numbers was extremely smooth with backing provided
by s combination of tape and live. The Elamenco guitarisLs
added to the already hipghly charged emotisnal wmoads, en-
hanced by zinger lsa Mura, Calorful castumes were besuti~
fully executed by Frances Gutierreg, Chriestina Mosqueds,
Dorita and Rubina Carmana of BELA's in-house stafE. All
araund - e magt impressive evening.

THE RYSS REPORT

NEW YORK (MOVEMBER) .

Extraordinary months af flamenca presentations had their
shawings here in New Yark. Pilar Rioja from Mexico had an
extanded seasan. & cancert of the guitar virtuosos, Pedca
Bacdn.,,Mario Maya's ane night paortcaval aof the plight of
tone pypsies in full company at the Carnegie Hall...La Tati
considered by aome as the greatest ballaora, an stage. Ta
top it off Gumbre Flamence flown specially ta New York far
the Lstin Festival (included puitarist Serranito, bailaar El
Gdita, cantaor Enrique Morente and Familia Mantaya)...and
there is more... .

America's own Maria Seniter has seven shows projected at
the Joyce Theatre on Eighth Ave., Mew York City starting
next week. Just to show, how great an artist she is, she is
paying 8 special tribute to José GRECO wha will be with
Maria an stage. GRELO, the man who has given so much ta the
Spanish dance, 15 returning ta Spain to form andather
company. Ms Beniter has been featured on the caver af this
manths Dsnce Magazine. Latest on Antonio Gadez is that he
will be presenting "Carmen' and "Bodas de Sangre" ar
Cernegie Hall the beginming of 1985. Jasé Molina aftec the
completiaon af his USA touc witl be appearing at La {olumbia
Tempa, Fla.--Manoloe Rivera is touring with Suwsans Hauser.

EI Msestro Mario Escuderc will concercize on Feb. 3, 1983
at the YM~YWHA on Lexington Ave., his cantaor will be Luis
Varpas, cantaor far Benitez {Augustine Strings, sponsar).

Paco Pefia wili appear on December 2, 19B4: guitar solas
ot Meckin Concert Hall, 129 W 67 Street, KFYC (sponsored by
D'hddaria strings). Peha will also play at Carnegie Recitsl
Nalt HMay 13, 1985, His cantasr at that recital will be
Chano Lobata.

Philsdetphia's flamenca enthusiast Julida Clearfield
advises that the exceptional danter Orlando Romero, with
cantgar Miguel de Cidiz and guitarist Carios Rubio, will be
appesring at the Dan Quijate Restzurant on November 17 and
24, Philadelphia.

Carlos Montoya conrertizes at the Carnegie Hall, Now, 24,

Otherwise, on the local sceae, the tablaocs are not
active: Villa del Parral, Rincdén de Espafia, Hesdén Asturias,
have no flamenco; the Mesén still featuces guitarist Adonis
Puerras} Mesa de BEspafia has guitacist Roberto Reyes.

Pepe de Milapa, with Estretla Morema, are now performing
at El Cid in Miami, with the Eamily Gorctés and the very good
guitarist Pedrs Cortés. TFor "Dia de la Raza,” Pepe and
Estrella and guitarist Emilio Prados were featured with the
famoua Spanish tenor Placido Domingo.

Liliana Lomas 1s back in New York from Andalucia. She
worked three monthe in a tablso ia Amufiecar, provincia de
Granada, with the famous dancer "El Duende', José Silva.
With her in the tghblaa was Sghicgse' sister, Germen Castelldn,
and her daughter Carmen Rocfaj Emilia Heredia waa on the
guitar; they had a large turnover af cantaares from Mélagas
and Granada. Liligna will have her swn show at Marymount
College, WN.Y., an December 16...La Lili wvas very sad ghbaut
the lack af actual tablaos in the New Yark area...excited
abaut the Maria Benitez' sppearance next week...sad she waz
thrilled (far the first time) to see the JALED article af
March/Aprilt 1984

* &k *

NEW YORK (DECEMBER)

A recard bregking attendance at the Jayce Theatre on 8th
Ave., New Yark...the occasian, Maria lenites‘w1th hef guest
arcist, the legendary Jasé Greco. (See Review sectian far
lacal reviews.)

{ am ssading & phata of Greca dedicated ta Jalea, three
critiquea, foc whet they are worth, a program snd aome ffser
thoughta. Maria is of course incredible. Gan any living
dancer in the flamenco raalm equal her movements and
badywork?...What a saled she put together; accarding ta one
af her choreographers, Victario, thia was her best number...
I liked best the “Aires de C&dis," danced in pants; Carlata
Santgna tald me that was her besw dance, her farte.. . .

No decent mentian by the newspapers of the par;1c1pat}ng
artists...to single out the male dancers, especlal}y Timo
Lorsno. Luie Vsrgas (from Algeciras snd practlca}y a
neighboc af Paco de Lucis snd famiiy) wag in FX:EPCl?nal
farm; he rase to the accasian! And tbis ipcredible puitar
playing af Guiilermo Rias, wbo muesicglly banded the show,
played far dancers, the cantaar, solas and duets...flamenco
at its best.

To top it off: The legend of José Greca, back anm the
gtage, dancing in his own city, here, whare he had intro-
duced thausends ta the Spanish dance and to thF flamenca...
decarated Spain and with thst came all the big troupes of
dancers, cantaores, guitarists that Greco, snd only Greco
had brought to the Kew World.

We flamencas wight have been satiafied to see just Greca
and Marfa Benftez tagether in "“Encuentro” ar ‘'Noblesa
Ancdalusa" and nothing else...A posaible miscalculation by
the mansgers...I feel the Bealtez show could easily have
been carried two ar three weeks here.

Pefia introduces his audience Lo the many farms of the
flamenca rhythm, shows his brilliance and beawtiful clean
togues...He has a tremenddus sppeal; he ia a traditional
player, introduces his music in English and has ;he great-
ness of Escudero} the mgestrs in him. Three af his musical
compositions were of Nifio Ricarda, Sabicaa and Escuders, who
was in the audience.

T have not heard all of his recordings, T feel thst he is
far gceatec thsn his recozdings caowld show it. For those af
us who strive for & cantanr., Pefia is returning to New Yock
in May in the pood company of Chana Lobato...there is no
doubt in our. mind, Pefiz is a caming force among the trsdi-
tional pguitariats, and is very well-kmown in the USA.

In conclusion z HOMZNAJE for Sunday December the 9th at
Casa de Espaha; readers of Jalea ace familiar with mest of
these artists wha will be participating.

¥ ¥ ¥

HOMENAGE A MARIANG BAGUENA
Eulogv

Ko nan habido muchos aficlionados & este arte por siempre
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postergado y minoritaric como es lo Flamenco. n1 muchos
zonocedores ni defensores tan entregados, al borde mismo de
lo fandtico (que asf &s como se es en esta pequefia cofradia
de aficionados en tono mayor) come Lo  fuera Mariana.
Sabedor de purezas y la entrega total en =1 Cance, Baile y
Guitarra, y del dolor antiguo de la herida que no restanari
nunca,

Por eso su casa siempre fue paradero,
transitos de artistas flamencos de

refugio y otros
los que fue amigo, que

nos visitaban, venfan de paso o que aquf’ residian, como
Fernanda y Bernarda de Utrera, Pepe Culata, Mario Maya,
Enrique Morente, José Menese, v un largo etcétera. 0 las

inexhaustibles conversaciones sobre cantacres, bailaores y
guitarristas y sus estilos y méritos o defectos, alrededor
de und mesa con tinto y tapas abundantes, con Sabicas, Mario
£scudero, Domingo Alvarado, Pepe Segundo v otros artistas.

Con esta reunién queremos recordar su memoria porque
creemos que asi le hubiera gustado ser recordado. Y donde
quiera que esté, alld donde pretendidamente existe el estado
de perfeccién absoluta, que siempre encuentre una Soled que
esuchar v, a pesar de la perfeccidn, y exigir
rigor y pureza.

criticar,

Vicente Granados

They are still talking about the great happenings in
flamenco in New York 1984, The Homenaje to Sr, Baguena
ranks with the greatest and, in that setting, the intimacy

of Case de Espana, La Tati danced better then anywhere else
in New York.

This was an Homenaje to "Mr. Camara de Comercio Espanola,"
the min who cared for flamenceo, sheltersd the arrists [rom
Spain, guided them, and established contacts. On December
9th, they assembled at the Casa de Espafia to pay the tribute
he would have wanted por tientos, seguiriyas and the
soleares,,..

All the arrists pave of their best; it might pot be fair
to single chem out...but there was Maria Benltez and her
"super-soled." -, She came out as a (Queen...Liliana Morales
dancing por tientos the most gypsy melody of them all...and
the cantacres Domingo Alvarade, (Cacmen Amaya and Sabicas
cantaor) and Luis Vargas and Paco Ortiz...with these
cantaores and four guitarists zll por fandangos, The sur-
prise of the Homenaje, La Polilla de Madrid (i{ntima amiga de
La Tati), who has not danced in three years, but knows it
all, and young Miguel de C4diz, a top guitarist, cantaor and
dancer...The oprogram was well coordinated by Vicente
CGranados. .

1) Soleares: Carmen Rubio, Faco Ortiz, Miguel Rodriguesz
and Marito Escudera,

2)  Guitar Solo: CGranaina-Miguel Rodriguez, Fabolous
plaver from Houston.

1) Cante, Por SiguiriyaS-Domingo Alvarado, Miguel de
Cadiz.

4) Tientos: Liliana Morales, Luis Vargas, Miguel de
Cddiz.

5] Cante: Malaguenas and verdiales-Paco Ortiz, Rafael

Cafizares ((Cafiizares is one of two sensational gui-
tar plaving brothers from Barcelona).

6) Por fandango sung by three grear cantaores: Alvarado,
Vargas and Ortiz, with the puitarists,
Canizares, Miguel de C&diz, Rodriguez, and Escudero.

7) Solea: Maria Benitez, Vargas, Rodriguez
and Escudero.

four
Alvarado,

intermission

8) Por Alegrias by the bailapres Jesus Ramos and
Nicolas Gutierrez) cantaopres Alvarado, Ortiz,
Vargas, guitars of Rodripuez and Escuderao,

§) La Poiilia de Madrid makes her sensational appear-
ance with the same musicians and cantaor Mipuel do
Chdiz.

10) Ever popular Marz Sultani entertains por alegrias
with cantaores Luis Vargas, Mipuel de Cadez.

11) Fandangos de Sevilla, with Antonio "El Sevillano'.

2 Lantes de Milaga...with the tremendous cantaor

Antonio "El Malagueno''.

13} Final: Por bulerias: hailando Nicolas Gutierrez, La
Polilla, Laliana Morales and the
homenaje with Maria Benitez por bulerfas..
guidance of six cantaores.

ending of the

swith the

Present in the audience was maestro S5abicas.

New York is getting a new flamenca hide-ur: "Frente
Unido Flamence" -- 97 Atlantic Ave., Brooklyn...the old La
Mancha —- the new Firs! star will be Liliana Lomas.

Mario Escudero will be ac the YMCA on February 3; he was
joined by cvantaor Luis Vargas, with Brook Zern as narrator...
an exciting experience~--Guillermo Rios 1s making his New
York debut in Carnegie Recital Hall, February l2th,

Flamenco--Moro created by teachers and students at
Fazil's studio on Eighth Ave., New York---Maria Alba was
outstanding; Lisa Bottalico, one of Manolo Rivera's favorite
students danced well, especially 1in her seolea. Kor jhan
outdanced everybedy else. His creation "Madrid 1936" 1s =
classic in its own. His bulerfas in itself wasunparalleled;
he kept good company, with Amador on guitar.

Few flamencos seem to know that some of our own dancers
are also belly dancers. Maya of Chicago and Mara Sultani af
New York are beth belly dancers as well as flamenco. Naima
Dalal is a Pakistani gypsy. --George Ryss

PRESS RELEASES
FUEGO ESPAROL. 11

by Michael Fredrics

The sensational Fuego Espafiol, 11 Spanish dance concert
was performed before a sell-out sudience on December 15,
1984 at the Mayer Kaplan Jewish Community Center Theatre in
Skokie, Illinepis, The combined companies of Teresa y Las
Preferidas, in residence at the Ballet Arts Studic of
Wilmette, and the Northern I1linois Repertory Dance Company
from the Theatre Arts Department ar Northern Illinois
University in DeKalb performed with a rare combination of
polish and exuberance. 1In recognition of the fine quality

of their concert work, partial funding for the performance
was provided by gramts from Productos La Preferida of
Chicago and the Illinois Arts Council, a state agency.

IT featured dance works by the world
Nana Lorca, La Tati,

Both Act 1 and Act
renowned choreographers Maria Alba,

FUEGO ESPARNOL
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Cire, Robertas Larca, Manol® Rivera and Ede Sie. This was
the Eirst Chicage group te present the chareagraphy af Cira
and La Tati, Musiciana Paca Aloosoc and Paco Fonts ceatri-
buted their wunsurpassed musical abilities tca mske the
flamenca section of the ahow even mare memorable, Lighting
and decar were superb; the well rehearsed companies were
beautifully caatumed, revealing the coler, wvariety and
uniqueness that 1s Spain.

In sddition, to Teres2, soloista inciuded Lila Doie,
Assoclate Praefessor in danre at Narthern snd director and
the Hepertory Spsnish dancers; Susan Emig, in a warld
premier, "Danza Mora," by Mariz Alba; end Lolz Galan, per-
forming her awn Seguiriyas. Roberto Lorca provided exciting
finzles for the two actz with his salas "aAlfarers," a world
premier, and his "Seled," bringing the houae down with both.
Indeed, the title. "Fuego Espeficl" (Spanish Fire) was weil
deserved.

As a side nate, directors Teresz and Liia are off to a
dancing trip to Spain in January, 19853. They are losking
farward ta & whirl of dsnce ciasses, new repertory, and
perfarmances.

* Kk W

GUILLERMO REOS NEW YORK DEBUT
CARNEGIE RECETAL HALL

A resident vf Madrid, Guillerma Rios has performed widely
in Spzin and North America. He appeared on NBC televisisn
with the Jose Molina Spanish Dance Company, and om  the
nationaily telecaat flamenco program with Arthur Fiadler and
the Boston Pops. He alss campased and recorded the wusic for
Maria Alba's flamencs bailet based oa Garcia Lorca's play,

"Yema''. With Ramon de los Reyes, he perfarmed with the Grand
Rapids, Michigan, Symphany Orchestra. As soloist and
accompanist, he has perfarmed in msny af Madrid's leading

theatres and flamenco nightelubs or tablaos.

amang flamence artists, Guillermo Rios is highly regarded
for creating new and fresh guitsr music without veering
toward the jazz~infused "Elamenco madernc” which toe often
leaves the emotionsl essence &f the art

far behind. His
remarkable techunique ia nevar emplayed for mere effect, but
is subordinated ta the expressive demaads af hia unigue
misic. He has recarded tws acclaimed zlbums in Spain, and
has accompanied maay 8f the leading flamenco singera in mejar
Spanish festivals 2ad many of Eurape'a capitsls.

The Mew York Times has cited Riaz "zkilifully reatrained

passion,” calling it “much more than. accompaniment’, while
the Chicsge Sun-Timea hailed his plsying and its "fine
bajance between tensile and emotional strength.” Guitar

"2 leading expanent of Eiamence
flamenco 15 exceptionaily

Review cgiis Guillermo Rios
—-—an extraordlnary artiat whose

intense and moving.'
REVIEWS

‘FLAMENCO MORO,*

vark

DANCE :

'[from: Kew
Gemrge Ryss]

WITH MARTA AiBA

Times, Jan. 24, 1%B83: sent by

by Jack Anderson

"Flamence Moro' did muech to make one forget the winter
chill Surdsy sfternvon. Presenred in the ©Park Roval
Theater, the program was a concert of Spanish flamenco and
Middle Eastern dancez choreographed by Maria Alba, Victorice
Korjhsn, Manolo Rivera, Curro Sarava and Elena.

Miss Alba, who was billed as a special puest artist, dis-
played her comnanding Ppresence and geatural power to par-
ticularly good effect in "Asturias” and “Romeraa."  Mr.
Karjhan, her partner, danced an impressively stormy solo as
he portrayed a 4disilusioned weteran in '"Madrid 19356," a
sketch about the Spanish Civil War. And in “Buleriaa,” he
made his steps expiode in sharp little bursts. Ancther
notable Spanisn solc was Lisa Bortalico's "Scled,” which
began a5 a lomentation and proceeded intc a dance of pride
an defiance,

Elena combined Spanish and Middle Eastern forms in
PArabesque Espaiiol,” in which she whirled steadily and hyp-

natically while her red and black ceéstume billowed absut
her. in "Tangos Oriental," ghe whirled again, this rCime
playing tinger cymbais. HNaims Dalal alsa made music as she
moved, clacking wooden canes sgainst each ather snd an the
floor in "Danza Mara."

A dramaric dance inapired by Federica Garcia Larca's play
"Yerma" unfartunateiy invaived lirtle mare than maping and
quarreling., And, althaugh & prsgram note atated that some
acholarae believe the ward "Elamenca" derivez fram an Arabic
expreaaisn meaning "Fugitive peazant,” the choreographers
miaaed the appartunity to have thelr pragram demonstrate how
flamenco may have been affected by Middle Eastern in-
fluences, Instead, they provided simply an assortment af
dances in Lwo styles. Yet the dancing, accompanied by
recarded sceres and live muaic, waa aften lively. The musi-~
clans were Ricarda Ammdar, Joe Zeyroonian, Hagi Tekbilek,
Higuel de C&diz, Kemal Ates and Harald Hagapisa.

1 * ¥
SPANISH DANCE SOCIETY

The Case de Egpafta of Washington DC and the George
Washingtan University, co-spenaared the Spanish Dance
Society's production

FIESTA ESPANDLA
at the Marvin Theater in December 1984, featuring Marina
RKeet's "stunning' new baller BDLERO, to an Ameritan composer
Richard Trythall's percuaaicn scare,

{from: The Waahington Peat, Dec. 17, 1984, |

by Suzanne Levy

Harina Keet ia one of the unheralded treasurea of the
Waahingtan dance acene. A choreagrapher snd teacher here.
sine 1981, she has a passian for Spanish dance and a mizsisn
to make everycne else passiBnate about it toa. Keet has
spent 35 years collecting the regianal and clasaical dancea
of Spain, end 1t is Washington's Eortune that she is
disseminating them here,

In her Filesta Espafiala at Marvin Theatre an Saturdsy,
Keer presented bath traditional forms and originzl charea-
graphic works, all stuoningly rostumed, That she 1is
foremost an educator was evident in her presentation of
regional dances fram Basque, Galicia, Andalusiz, Castile,
0ld Castile, Estremadura and Catalonia. These dances praved
a revelation in the richness and diversity of styles that
fall under the rubric “Spanish.' The old Folk dances with
their filigree of the lpwer legs seem claoser to Celtic step
dancing chan ta flamenco, although the Spanish dances dis-
play a looser torse in their zttentimn to epaulement.
Diversity was alse the impulse behind Keet's “Granm Via," a
colorful 19th~century Spanish street scene that served as
the frame far demomstrsticns nf a2 wariety of dances by the
patrons of a café,

Keet's "Bolero (Percussion Variztioms)" is a stunning
2554y 1n rthythmic and viswal counterpeint Fer 15 dancers.
Orginaliy choreographed for South africa's Danza Lorca, the
"Bolero" is a complex work in which badiiy and spatial
patterns af circularity play against the hypnatic drumming
score of Ameriran composer Richard Tyrythall.

The exuberance of Keet's company proved winming., Gharo
Linares, a guest dancer from London, braught her own con-
siderable talents and expressive verve to the Aldeana, the
Castalterscl, the 0ld Madrid Jota and, nost particularly,
the Rumba Fimale. First-rate also was the musicsl support,
particulariy by zuest flamenca guitarists Paca de Maiapa and
Manuei Racca, and singer Jomenico Caro.

* k&
ROBINSON DANCERS TRIUMPH

[from: Rocky Mountzin Newa, Jsmn. 12, 1985]

by Irene Clurman

After being on the verge for a long time, the Gleo Parker
Robinzon Osnce Enaemhle showed definite signa of coming of
age in Friday's concert at the Arvada Genter.

Unlike most of the company's concerts, the evening was
programmed tightly, with nc digappointing dead spaces. The
troupe’a remarkable energy instesd was devoted to fAur gery
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different segments, three of them by guest New VYork choreo-
graphers, which were succinct, polished and presented with
verve,

What made the evening particularly special was the pre-
miere of two collaboratians between Robinacn aad Spanish
flameca dancer Teo Morca, wha is bpsed in Washington scate.
"aire and Gracia," a tender duet ts the music af Barb, found
Morca's austere Flamenca Intensity softened by Robinson's
gently curving arme and flexible spine.

"Maviog Rhythms," the piece de resistance, added the
African-inspired rhythms of drummer Bataki Combrelen to
Marca's crisp flamenca beats and Robinsan's barefocar, hip-
swinging abandon, Afro-Caribhean style, creating an elequent
three-way conversatiaon.

* k &

CLEC PARKER ROBINSON ENSEMBLE
ELECTRIFIES AUDIENCE

[from: The Denwer Post, Sunday, Jac. 13, 1585]
by Arlyon Nellhaua

It was like a welcome-home reception for the Clea Parker
Robingon Dance Engemble Friday when it presectad the First of
two sold-out performances at the Arvada Center. The aecond
waz: Saturday night.

The ensembla was electric, and the audience waa plugged
into it every moment. The diverde concert featured premieres
of eeveral new. works and cthe imaginative iacorporarion of
flamence ic a progrsm by & group that drawa heavily from
black culture.

Flamence dancer Teo Morcéa had been in residence with the
Denver company for the previsus week, teaching tbe engemble
Spaniah dance &nd chareographing 2 new work with Clee Parker
Robinaon.

Hia part af the concert built from a sole ko 2 dus with
Robinson to trie rhat added canga player Bataki Combrelenm.
The First two works, both by Morca, were a startling combina-
tian of the elemencs of flamence wich Bach.

Ie the firat, "Inmpriacion,” Morca'a caatanets and Foot-
work were as musical as Bach's Toccata asd Fugue in D minor.
The dancer's inciaive msvements often had the impact of a
Flash af 1ightning.

Be and Rabioson teamed up For more Bach in "Aire y Gracia”
far a flamenco pas de deux telling a dramatic tale of mutual
seductian,

Drusmmes Combrelen opened 'Maving Rbyrthme," which,
“Aire y Gracia," wae & premiere.

like
He moved through a variety

of rhychms and pitches on his two congas, then Morca joined

bim, clappiog and tapping counter rhythma. Robinson joined
both with a salo ingpired by Africen dance, The wock culmi-
nated with Rabinsan and Morca uniting again for some riveting
interplay.

FLAMENCO DANCERS FIND ODD SITE FOR THEIR STAGE

[ froms The Deover Post, Saturday, Jan. 12, 1985]

by Arlyno Nellhaus

Bellingham, Wash., population 46,000,
expected Lo be the home of a foremost flamence dancer.

But that is cne af 1ife's little quirks. And Tec Morca,
who stamps his heels with everyone who is anyone in the world
af flamence and notable dancers of other styles - ballet
dancer Alexander Gadunov, far instance - has lived and taught
dance in a 100-year-old church building in Ehis town berween
Szattle and Vantouver for more than 10 years.

Morce, no stranger to Denver, is here this time ta work
with Clec Parker Robinson. they presented the results of
their collsborstion Friday and will deo so again tonight at
the Arvada Center for the Arts spd Humanities.

Mprcz explsined that he aad his dsocer wife chose aorff-the—
main-track Bellingham “purely by instinct.”

"We had been living ouwt of auitcases forever," he ssid.

hardly would be

"After being in Spain, we got bsck to our base in Los Angeles
and to the freeways - the bad sir."

Then he was invited ts be a teacher-ineresidence at
Western Washington University in Bellingham, "snd after a few
weeka, I wss looking at Puget Socund, breachingg the Eresh air
and [ thought, 'Hey, this isn't bad,'"

Shortly before he, his wife and young son were te return
td L.A., Morca stepped - on a spur-sf-the-mament impulse -
in a real astate sffice aad asked {f rthere was g church far
sale,

Morca, tall and with a dancer's elegant gait, a proud Dose
and a ring of hair that Ffans away from his head, is distinc-
tive looking, but hardly as strange as the saleswamen assumed
him to be. His explanation that he wanted living ond wark
gpace in one building settled her down s bit, and as chance
had it, 8 church came on the msrket fsur dsys lster.

8¢ Mercs and his wife, lsabel, spened a Bellingham dance
studis t2 teach ballet, jazz and flamence with one student.
"Our friends said we wouldn't last twe weeks,” Marca said
with a pleased expression oo his face, remembering that "in a
cauple of years, we had 300 students." His wife's annual
“Nutcracker" performances haue become a leocal inatitutiem,
and Bellinghan says “ole" about the Morcas.

"The town has really gotten behind us," Morca beamed. He
happily lives in twe seemingly disparste places - Bellinghaa
aad flamenco.

The Spanish dance has been his passion since he was 14 and
saw a flamenco dancer at a concert while he was growing up in
L.A., the son of a Hungarian mother and Spanish father,

From the begincinp, he has been entranced by rhe melange
of influencea on flamence, the danee of sputhern Spain. "It
started with gypsies of India a cthausend years ago,” he
expleined. "Then there was the input of Arab music, Jewish
music and Spanish music. And it is wonderfully expressive om
50 many levels.,”

He enjoys the dance's twelve-, aeven- and five-beat meters.
"It isn't g &% world,” he aaid. "in flamenco, there's an
'expect the unexpected choreography.' When 1 eee dance that
gets Lo be repetitive..." FHe closed his eyes and snored to
express his boredom.

Morca maintains that a good flamencoe dancer "is a complete
dancetr. With his whole body, he is expressive, emotiongl,
artistic and technical. He should hsve great subtlety. You
look for completentea. Foot wark and castanets aren't ail
there is to flamenco,"

Morca and Denver’'s Rohinson have kpown each other for five

years. "And yau know how people always say, 'Let's get
together sometime," and they never do?" He smiled, "Well, we
did”

The Cles Parker Robinsan Dance Ensemble is known For
modernt dance Cthat includes African and black-American
influences, Morca said the expectation is thet his: and
Rabinson's differing backgrounds act as inspirations far each
other.

In a duet, ‘Moving Rhythms,” Morca said, "Bataki Cambrelen
will do c8unter-rhythms an the drums, sod L['11 da caunter-
rhythms against his counter-rhythms, Clee will solo to our
rhythms and chen we'll have 2 jam session.

"There's a lat of misunderstanding af how dascers known
For different atyles cailabarate," Morca noted. “People ask
me, =#Are you going to da Spanish dance to Bach?'  Why not?
Why not break out of the mold?"

€
FLAMENCO IN OREGON

adela Clgra, Ffounder of Theatre Flamenco of San Francisca,
conducted & Master Class Ffor beginning ond intermediate
Spanish dancers on Hovember 17th, in the Lake Dswega, Oregon
studie of Viviana Orbeck. The invitational session included
soleares, alegrics, rTumba, with emphasis on technigue.
Young guitarist Sheila Swoja played,

This was the first of several special classes and work-
shops planned through the coming year by Viviana., In March,

Adela Clara -- famed as scloist, inventive choreogropher,
tepcher and lecturer -- returns far a 3-dsy Workshop, with
limited registracian, Flamenco, neo-classic dance and

regional sdaterial will be presented. times and fee

ta be announced later.

Dates,
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Flamenco artists traveling in the vicinity of Portland,
Oregon are invited to contact Viviana to arrange advance
bookings of 1985 master classes when possible. |Write to
10666 SW Hedlund, Portland, OR 97219 or call 503/636-
5940.

r -
L

LOS ANGELES JUERGAS

NOVEMBER JUERGA

by Ron Spatz
Yvetta Williams

Sunday evening of the 1lth found us at the El Gato
Restaurant. It was too cool to enjoy the beautiful patio,
but the Cantino area provided adequate space.

We did not have many dancers present this time, so those
that were there really received a workout. A special thanks
to Coral Citron and Marlene Gael who had come in after an

afterncon of rehearsal and were already tired. They still
managed to keep going for a considerable rime. Dancers
coming in later were Katina, Carolyn Berger, Mary Jane, Suzy
Mathews, and Josie Tamarin. Guitarists on hand were Benjamin
Shearer, Bill PFreeman, Guy Wrinkle, Michael Olson, Alberto de
Almar, ¥verta and Ron. Enrigque Weidman sang and played a
grear chipbowl. It was not a large juerga but a lot of Fun.

* * %

APRIL JUERGA

The April Juerga will bhe held on the 13th at the Long
Beach Dance Academy. Studio 2000 - 727 South Street inm Long
Beach. Hosts: Juaquin and Lisa Feliciano and Oscar and
Virginia Robles. Bring tapas drinks and a juerga donation.
Coffee and tea are provided. For more information call
Yvetta Williams (213) 83-0567 or Ron Spatz (818) B883-0932.

EATINA VRINOS

GUITARISTS RON SPATZ, GUY WRINKLE,
YVETTA WILLIAMS
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ALBERTO DE ALMAR, CORAL CITRON,

FRANCINE NEAGO

Jﬂ"lhlf"lﬂ T
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GUITARIST GUY WRINKLE AND BILL FREEMAN

67 o Rey Oy
Qbvn gy, G 9219

69 483-2793

SAN PIEGO SCENE

MORE TAPAS FOR FUTURE JUERGAS

The present juerga procedure of having a $L1.00 donation
for these bringing food and drink to share and a $3.00
donation Ffor those who don't contribute food or drink 1is
working well. There is no longer the problem of manning a
bar all evening and the juergas are, again, making money
instead of losing it. It was decided to use some of the
extra juerga money to supply tapas or reimburse people who
would like to make extra tapas for the juergas. Remedios
Flores has offered to be the food coordinator for the
Juergas. Anyone wishing to make something special for a
juerga may contact her at 447-1146.

At long last a business manager for Jaleistas and the
Grape Vine reestablished. Basilio Ceravolo has offered to
act as business consultant for Jaleistas and will help in
increasing membership and circulation and promote the organi-
zation in general. He has offered to organize our telephone
grape-vine so that 21l members will be notified of local
flamenco events. Basilio and Paul Runyon will be listed in
the directory under Flamenco Grape Vine Hot Lime as contact
people if anyone needs informaticn or has an event to report.

Flamenco Hospitality Houses. Bantered about at the
inceptin of Jaleistas was the idea of establishing a nation-
wide network of homes for out of town flamencos to crash. It
was never figured out quite how to impleent the idea however.
It was suggested at the junta that we use the directory of
Jaleo for this purpose by adding a "Flamenco Hospitality"
listing with names and phone numbers of those who wish to
offe their hospitality to visiting flamencos.

=
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FLAMENCO DIRECTORY
OF NORTH AMERICA

THE DIRECTORY MAY BE ORDERED, WHILE THEY LAST, AT THE FOLLOW-

NG RATES:
Lst Class U.S5. and all gther countries........ 5 B.5
E Mall @ SUFOPE. i vnuu v srtnemnnnanacnannnna 510.0
Australia, New Zeazland, Japan........ 511.4Q

Make checks or bani drafts in J.5. currency and payable to:
JRLEISTAS, Box 4706, San Olego, ZA 92104 J.5.5.

Spaniah-Cantinental Cuising

350

{818} §06-7337

PABLO

7’!

5254 VAN NUYS BLVD.
SHERMAN DAKS, CA 91401

The Finest in Custom Picture Framing

20% DISCOUNT
TO ALL MEMBERS OF JALEISTAS

1D11 FORT STOCKTON LRIVE CWNER TOM SANDLER
SAN DTEGD, CALIFORNIA {714) 298-8%58

{Hi1lerest/Mission Hills area)

ANNOUNCEMENTS

Announcemants with the exception of classified ads are frae
of charge to subscribers. They will be placed for two
months Lf appropriate and must be received by the lat of the
month pricr to their appearance. Includa phone numbar and
ares coda for vse in tha DIRECTORY. Classified ads are e 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 Oliego, CA 92104.
- JALEC CORRESPONDENTS

TTif you would like to assist JALEC by acting as a corres-
pondent for your city, plaasa contact our PO Box and let us
know. Wa nesd to have an update at laast every two months.

vpdates

LILIANA MORALES Y COMPARIA nmow appearing Fri. thru Sun. (with
gultarists Jose Maria Morenc and Arturo Martinez and singer
Dominiceo Carc} at Frente Unide Flamenco, 97 Atlantic Ave.,
Erookliyn, W.Y.

FLAMENCO HOSFITALITY new liating in the "Directory” will be
added for those wishing to offer assistance or lodging for
flamences visiting im their area.

Sal DIEGD JUERGAS are usually held on the third Saturday of
garh month. For information call Paul Runyon 619/272-2082 or
Basilio Ceraveolo 619/274-9093 or 488-3360.

THE NORTHERN CALIFORNIA FLAMENCO SOCIETY prnmt:s Juergas
on the last | Monday of avery eIy month at Far Fargo's in Mountain
View, CA. It is located on Califarnia St. in the 014 Mill
sShopping Center. Performers as well as observers are
vaicoma. Call (408) 723-0354.

MICHAEL ERUSER appesars Mon. thru Fri. 5-7 p.m. in "The Bar"
at tha §t. Paul Hotel, 350 Macket St. and Sun, from 6-9 p.m.
at the "Caravan Serai" at Pinehurst and Cleveland in
Highland Perrk araa =f St. Paul, M.

FLAMENCO CALENDAR
APRIL ‘85

RONALD RADFORD FLAMERCO GUITARIST IR CONCERT

3-5 BLYTHEVILLE, AR - Mississippi County Community College
S workshops & mini- concetrts, Info: 501/762-1020

19,20 FORT HOODB, TX - Fr. Hood Community Theater 2 workshops,
Infe: BL7/287-3985

24-26 LAWION, OKR - Cameron University Theater,
Wilson Jr. 405/248-1930

Info: D.3.
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29,30 ARKADELPHIA, AR - Russell Fine Arts Auditorium, Info:
Dr. Joom W. Linn 501/246-53511

13 LOS ANGELES JUERGA

29 MORTHERN CALIF. JUERGA (See "UPDATES"” for details.)

18 MARIANO CORDOBA EN CONCERT BERKELEY; Ca - 2320 Dana

) S5c., 8 P.M.

MAY ‘85 _

L-3 ROMALD RADFORD FLAMENCO GUITARIST 1IN COMNCERT, PORT
LAVACA, TX - TFirst Naticnal Bank, Info: Fred Sharkey
512/552-7782

19 CASTANETS 1IN CONCERT with Carela Goya & Matcec, NEW
YDRE, MY - &m. MWugeum of WKatural History, Enfo:
873-1327

25 ROSA MONTOYA'S BAILES FLAMEMCOS, SAN FRANCESCO, CA -
The Music Hall Theater, Info: &415/824-8844

26 SAN DEEGD JUERGA, Info: Paul Runyon 519/272-2082,
Basilio Ceravolo 619/274-6093

27 NORTHERN CALIF. JUERGA (See "“UPDATES™ for details.!

JUNE 85

22 ROS5A MONTOYA'S BAILES FLAMENCOS (3ee May)

JULY ‘85 .

27 RO54 MONTOYA'S BAILES FLAMENCOS (See Hay)

AUGUST '85

12-2511_'59 MORCA FLAMERCQ WORKSHOP, BELLINGHAM, Wa - 1349

11-942

Foc Salae:
Beautlful tona $3,000.
Farmington Oc., Richmond, VA 23229.

CLASSICAL/FLANENCO GUITAR FOR SALE:

Pearl Tuners, very low price $700.00.

Franklin, Info: 206/676-1864

EE SUR JUERGA, CARMEL CA -
0'Connor 408/624-7631 or Barbara
P.O. Box 222498, Carmel, {4 93922

Write or call James
Evans 408/625-2517,

classified

santos Hernandaz 1934 Flamencna Guitar.

Contact: C. Drysdale, 9306

Tel: 504/740-0712.

Pedro Maldanado 1373,
Jack G. Qhringer,

1727 Fern Flace, Vallsjo, CR 94590. 707/642-5424 evenings.
CLASSICAL-FLAMENCC GUITARS -~ studant and professional

mnodels -- Ramirez, Kono, Contraras, Marin, Flores, BLC.
-= Kanneth Sandars (714) 499-4961
SUITAR MUSIC AVAILABLE: Music of many tfp artists, both

modern and old styla, transcribed by Peter Baime, 110D W.
Rivec Park Lane, Milwsukee, WI 532092,

EOR SALE: Music by Maric Escuderc and Sabicaa, plus complete
line of guitar supplies (stringa 172 price). The 3lue
Guitar, see ad foc location.

DAMADEROS FLAMENCCS by Esteban Delgadc recorded by Paco de

Lucia =— accurately notated sheet music; $2.75 in USA, $54.50
foreign, Southwest Watacloo Publishing Co., 6705 Beckett
Rd., hustin, T 78749,

DIRECTORY

australia
FLAMENCD ENTERTAINMENT

Cosmes. Inn (Adelaide)

28-51-2287

¢anada

DANCE INSTRUCTION
Maximjiliano (Torcnto)

463-8948

spain
FLAMENCC SHOES

H. Menkes (Madrid)

232-1038

FLAMENCO COSTUMES

H. Menxes [Madrid)

232-1036

U.s.a.

new york

FLAMENCO ENTERTAINMENT
The Baliroom

El Castellana {Queens)
Frente Unicdo Flamenco

La Mancha (Brooklyn
Mesa de Espana

Mescn Asterries {(Quaeans}
Rastaurant Espana 46

£l Rincon de Espafia
DANCE, INSTRUCTION
Ballet Bispanicoc Scheool 2f Dancae
Loretta -elitan (Long Zsland)
Mariguita Flores
Victarico Kerjhan
Esteban de Leon

Bobky Larca

Melinda Margues

Jerana Michel

Jose Molina

Liliana Mccales
Estrella Moceno

Jorge Havarro

Carman Rubio

Carlota Santana

GUILAE INSTRUCTION
Mario Escudero

Michael Fisher (Ivhaca)

new jersey
DANCE LHNSTRUCTION

Yolanda Fernandez

pennsylvania

FLAMENCO ENTERTALNMENT

Meson Don Quixote

GUITAR INSTRUCTION

Carlos Fubic

SANCE INSTRUCTION

Camila Erice (Harrisburg) Y.M.C.h.
Julia Lopea

virginia
DANCE INSTRUCTION

Maria (Virginia Beach/Norfolx)

Ana Martinez

Raquel Pena (Spanish Dance Canter)
GUITAR INSTRUCTION

Paco de Malaga
fernande Sirvent (Spanish Guitar Centex}

‘washington d ¢ area

FLAMENCD ENTERTAINMENT

El Bgodegon

Tic Pepe

JUERGAS

Charley MOeser

GUITAR INSTRUCTION

Mariquita Martorell

Paco de Malaga (Arlingtan, VA)
Carles Ramos {(Arlington, VA)
Fernando Sirvent (Spanizh Guitar Center!
Tnrcaute Zamora (Silverspring, MD)
DANCE INSTRUCTION

Marina Keet (Gecrae Washington U.)
Ana Martinez

Ragquel Pefla (Spanish Dance Center)
FLAMENCO COSTUMES

Beria Carmen Ramgs

georgia

DANCE INSTRUCTION
Marta Cid

212/244-3005

212/679-2263
212/446~9154
212/489-5708
212/344-5228

212/362-6710
£16/724-6618
212/582-3350
212/927-7220
212/724-4913
212/666-5107
212/263-7654
212/232~-4937
212/245~3504
232/472-1345
212/245-3504
112/478-7292
212/563=-0186
212/473-4605

112/586-6335
B07/257-6615

201/861-3316

215/925- 1889

215/732-9610

215/925-15889

i
:

B804/467-1509
31/931-0324
D3/527-3454

703/9311~-0324
TR3,/527~3454

i01/657-4799
101/992-4792
703/524-5083
3/527-3454
202,/364-0700
703/527-3454

T03/524-5D83

404,993-3062
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florida oregon
FLAMENCO ENTERTAINMENT FLAMENCO ENTERTAINMENT
El Cid (Miami) Norton House Rest. (Portland) 223-0743

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

PLAMENCO COSTUMES

Jo Ann Weber

illinois

FLAMENCO ENTERTAINMENT

Cellarchino (Chicago)

DANCE INSTRUCTION

Ridgeville Park District {Evanston)

texas

FLAMENCO ENTERTAINMENT

La Mansion del Ric (San Antonio)
DANCE INSTRUCTION

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

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

Ricsado Villa - Dance Center (Corpus Christi)

DANCE SUPPLIES
Casa de Danga (San Antonio)
pance Center (Corpus Christi)

new mexico

FLAMENCO EMTERTAIMMEWT

El Nido Restaurant (Santa Fe)
DANCE INSTRUCTION

Tamara Spagnola (Santa Fe)

colorado
GUITAR INSTRUCTION
Rene Heredia
Guillermo Salazar
DANCE INSTRUCTION

oklahoma

GUITAR INSTRUCTION
Ronald Radford (Tulsal
DANCE INSTRUCTION
Jimmie Crowell

washington

FLAMENCO ENTERTAINMENT

G Note (Seattle)

DANCE INSTRUCTICN

Maria Luna (Seattle)

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

GUITAR INSTRUCTION

Gerardo Alcala (Bellingham)

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

312/869-5640

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

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

206/676~1864
206/671-6268

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-Professionall

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)
Xen 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

Flamence Restaurant

E1l 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

Concha Duran

Isa Mura

FLAMENCCO COSTUMES

Raguel Lopez

los angeles

FLAMENCO INFORMATION
Flamenco DanceLine
FLAMENCO ENTERTAINMENT
Lares Cafe (Santa Monica)
El cid

El Paseo Inn

Fez Nightclub

Las Brujas Restaurant

503/282-5061
503/636-5940

202/995-1402
602/841-0028
602/624-9258

802/745-8310

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
415/921-7870
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

213/828B-9205
213/668-0338
213/626-1361
213/666-6137
213/667-9587
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jadrid Restaurant

Pablo Picasso (Sherman Oaks)

The Intersection Folk Dance Center Rest.

Sevilla Restaurant
JUERGAS

¥vetta Williams
Ron Spatz

ACCOMPANIST FOR DANCE & CANTE

Eduardo Aguerc

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 Carmona

Gene Cordero

Gabriel Ruiz (Glendale)
Benjamin Shearer

CANTE INSTRUCTION
Rubina Carmona

Concha Duran

Chinin de Triana
FLAMENCO COSTUMES
Rubina Carmcna
CASTANETS

Jose Fernandez (Reseda)
Yvetta Williams (Imported)

san diego
FLAMENCO ENTERTAINMENT

213/831-1694 or

0ld Town (Bazaar del Mundo - Sun. noons)

Tablas Flamenco
JUERGAS

Rafael Diaz

DANCE INSTRUCTION
Barbara Alba
Juana de Alva
Juanita Franco
Maria Teresa Gomez
Rayna

Julia Romeroc

213/483-7757
818/906-7337
213/386-0275
213/328-2366

213/833-0567
213/883-0932

213/660-0250
213/660-9059

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
619/440-5279
619/481-6269
619/453-5301
619/475-4627
619/583-5846

GUITAR INSTRUCTION
David De Alva

Joe Kinney

Rodrigo

Paco Sevilla
FLAMENCO COSTUMES
Clara Martinez

FLAMENCO HOSPITALITY (See Updates)
Basilio and Pilar
Juana DeAlva

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

619/831-2596

619/274-9093 or 488-3360
619/440-5279 or 440-5238

MAIL ORDER

CASTANETS

THE SEA - 305 N. Harbor Blvd., San Pedroc, CA 90731
Imported from Spain $11.00 (student) $35.00 (professional)

FLAMENCO CASSETTES

PACO SEVILLA - 2958 Kalmia St., San Diego, CA 92104
Send $5.00 for catalogua of flgmancn 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 - Mesonerc Romanos, 14,

Madrid 13 Spain

(Shoes 5,000 pesetas/boots 7,000 pesetas - send

measurements in centimeters)
GUITARMAKER'S SUPPLIES

ALLIED TRADERS - P. O. Box 560601
FL 33156 (Catalog free)

DE VOE LUTHIER SUPPLIES - Box AA,
Finest tonewoods (Send S5.A.S.E.
MANTONCILIAS (small neck shawl)

Kandal Branch, Miami,

San Jose, CA 95151

for price list)

THE SEA - 305 N. Harbor Blvd., San Pedro, CA 90731
Rayon, 24" fringe $20/crepe, 22" fringe $22

SUSTAINING MEMBERS

Your tax deductible contributions
organization are gratefully accepted.
inside cover of Jaleo for a period
following categories:

will be listed on the
of one year under the

to =he Jaleistas
Contributors

5 50.00 - Malaguena
$ 100.00 - Cordobes
$ 500.00 - sevillano
$1,000.00 - Andaluz
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BOX 4706 SAN DIEGO, CA 92104
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