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CAMARON DE LA ISLA
"I'LL LIVE AS LONG AS I HEAR MY S0UL"

[from: Europa Viva, Sept. 1985: submitted and translated by Brad
Blanchard]

"l was born in La Isla de San Fernando, in C&diz, the fifth
of December in 1950; | grew up there. My name comes from
an uncle of mine, because when | was young 1 was so small and
white that he called me Camardn, which is like a tiny shrimp,
that's what they call it there. My family was a poor one. I'm
poor, | can't read or write, I've always looked to make my
living on the street. My father had a blacksmith shop, and |
went there to work. The only thing I've done since 1 was small
is work and sing. My mother used to sing, but artists in my
family...I'm the only one. And the cante, | think my mother
started me in it. When I was born, | already had it in me.
I've always liked it; it's my life and my world, even though
when | was young | wanted to be a bullfighter, but I was too
afraid.

"When I was 16, I started singing professionally, with Migue!
de los Reyes, and later | went to Madrid with Doleres Vargas
and worked a long time in the tablac Torres Bermejas. There [
sang solos, and, finally, it was there that | met Paco de Lucla.
He would go to see me, he liked me and we recorded my first
record, "Rintintin." Then, later, would come "Rosa Marla,"
"Arte y Msajestad," "Castillo de Arena'... | was in Madrid for 15
vears. Now I live in La Linea with my wife, Dolores, my two
daughters and my son."

In @ hotel on the Paralelo in Barcelona, it is only two hours
before his next performance. In a small room, which he shares
with José Ferndndez "Tomatito] the guitarist and friend who

accompanied him for years, it smells damp; it is in the low part
of the city next to the sea. From the window we see a land-
scape of patios and uralite roofs which don't help diminish the
heat. "It's hot here, isn't it?" complains Camarén. "I would've
liked a nicer hotel." Sitting across from him, face to face on
the beds, with the tape recorder on a table, the man is seen
openly. The sunken cheeks, prominent cheekbones, and wide
chin, accent the genuinely gypsy features of Camarén. The hot,
clear eyes, at times insecure, speak of a delicate man, timid
and deeply human. Tiredness and pain are reflected in his face.
He has come from Zamora today, and in Zamora he couldn't
sleep. A sprained ankle from a stupid fall bothers him con-
stantly and a cold forces him to continuously take Bisolvén,
aspirins, decongestant drops and Nolotil for the pain.

Then we speak about flamenco, his music, about the criticism
he receives, about Andalucia and the gypsies. His words come
out softly, as if there were no hurry. "Andalucfa...is me. |
have Andalucia inside and it comes out when [ sing. And even
though [ know nothing about politics, somehow 1 feel like a
defender of the rights of the gypsies because they look up to
me a lot. Yes, a lot! The situation of flamenco in Spain
seems very interesting to me. Young people, especially, are
accepting it, especially in Catalufia, which is linked to flamenco,
even though in Andalucla it's more of a daily thing."

Camardn, has 34 years of life behind him, with just a few
years less of cante. Records recorded, 12 in the last 15 years.
Since 1979, when "La Leyenda del Tiempo" appeared--and the
song "Volando Voy," was so popular--the introduction in some of
his records of electric instruments, and music and musicians
foreign to flamenco, has awakened the anger of the maore
orthodox "mairenistas"--defenders to the end of the more pure
tradition, venerated in the figure of the brilliant, and now
deceased, Antonio Mairena, who raise angry voices against a
musician who investigates, whao experiments with other sounds,
but who never is even a little bit removed from cante flamenco,
from the deep and'sad "guejio" that springs from his soul, from
the most remote part of its history.

CAMARON DE LA ISLA AND TOMATITO IN 1982
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What do you say to the critieism and apposition of those
who say that the CTétedra de Flamenca de Jerez shauldn't award
vou the highest hanar, the Llave de Ora del Cante?

"Abgut the criticism, 1 have no opinion, because bike every-
one, they have the right ta think wnat they wang, right? And
the Llave de Qro del Cante, [ dan't want them tLa give it to
me, because 1'm sLill young, and 1 still have & lat to da.”

Camardn moves nervously in his seat. While he calls for
water far the photographer and me, and coffee for himself, the
front rows of the Plaza Mavar del Puebin Espaiiol are filling up.

"You should realize that if [ do rock, or whatever [ da, ['il
always be the same, because what cames pub from inside me is
flamenca. What | can't do is leave it, because this mwsic is of
the most delicate and it has more roots than others, like in
jazz, 1 don't mean ta say that it's better or worse, but it has
g lot of culture. [ will never stop doing flamenca.”

--Why have you had musicians like Carios Bensvent, Jorge
Pardo, and Joan Albert Amargss an your latest records?

"Becauge they are fine artists. What [ do with them is
intereating and doesn't atray .away from the precepts of fla-
menco. Even though the public over 40 years ald won't under-
stand like kids who are twenty, right?"

Paco de Lucla, that monster of the guitar, aisa from CAdiz,
is & cornerstone in the works of Camardn and the mirror in
which ail flamenco artists necessarily look. Speaking about
guitarists, Camarén says that, "There are some who play very
well, but they listen to Paco and | don't krow what happens,
but they stop maving, and they dan't know where to go, they da
everything thinking of Paco.” Tomatito, who doesn’t leave us
for a second, agrees with a gesture that says he knows who the
maestro is, but it still hurtg a bit: "It's just that Paca has asid
everything, and we guitarists don't know what else te gay."

The collaboration of the musician from CAdiz is a comstant
factor in the works of Camarén. "Paco de Luecfa is my well.
What Paca daeg...that's where 1 draw my music fram. [nside
what is his, I look for what is mine. We met more than 15
years ago. We mat esch ather, we appraciated each other, and
we still sppraciate each other. He has always wanted to play
for me; he has always liked what | sing.”

While we speak, Tomatito is sitting and strumming  his
guitsr, unmovsd. is biushing chesks, the meaty features, sra
the living symbol of calm; Tomatito always seems caim. He is
glso 8 fundemental figure in Camardn's life, He is his support
on stage, hia guitar filis the silence--at times toa long--and
during his tours, he is always at his side.

Camnarén asks about his suit, about what bime if is.
an the edge of the bed, he tauchas his bandages.

"I keep getting more nervous befora the festivalas, but latar,
when i'm on stage, I'm completely caim. 1t used to be the
oppasite. When | sing 's gusta,” | feel a great satisfaction. If
1 have & good sound and I fael comnfortable, 1 feel good with
either a tango, ar por bulerias, or siguirivas. When [ sing poorly,
I even get bhparse, when the sound doesn't catch me right...l
den't knaw, a ot of things can happer.

*And latras [words to songs), Lhere ara many thet | like.
The ones on my latest record, "Viviré&,” are by Pepe da tucia,
but, later, [ arrange them to suit me. And I sing a lot of
federico Garcfa Lorcs. ['ve sung 8 lat af things that | dar’t
really understand, because [I'm not educated in that, but they
say something to me, and if they say something to me .t's
because of samething. The words have same meaning; whatever
it s, it's very strong.”

--How does fame agree with you?

“Sometimes I wish no ocne knew ma; | would like to go
around ananymous, but other times, when [ fee! good, then it
doesn't matter. But when !'m feeling a little, you know,
defictent, { don't want anyane ta see me."

--And that the psyas fake their hats off to vou...?

"Hombre, that's nice! Sometimes it's taa much, but in the
end 1t's always nice ta start with nathing and then they knaw
Y'Z“-l'"

During the summer, work is  hard, Perfarmances in the
farthest poinis of the cauntry, pertaps trying to make up far
iost time, many hours pass by on the road. “'When }ve been
away from home J or & days, I'm crazy about getting back and
seeng my wife and kids. Esgecially in the summer, when the
tours are 8 or 9 days long.

Sitking

"l want ta work around here [Barcelana} because | think the
public af Catalufia wants ta see me and | haven't peer here far
a lang time. Alsa, 1 want peaple tp listen toc me, because some
say I'm in bad shape; others say F'm skinny and | want them to
see that 1've always been thin, even though sometimes mare
than others, but also...what a summer ['ve had! All day in the
car, with the heat...”

--What da yau do when yau're nat working?

"Weil.,..] listen to music--flamenen, jazz or rock..] like
everything | hear. | play the guitar, to wark out the notes af

my songs, althaugh I'm nac a tocdor like Tomatito. | q::n’t
krow: | do evervthing 1 like; | don't do without anything.”
Camardn complains about being poarly promoted; he's a fiftle
sick of the record companies.  “Neow I'm waiting to sign a new
cantract with Fonogram--[ also have an offer fram CBS--if they
pay me what | want." o
Wwith the chgnge af subject, his wvoice g less enthus:ast:c,_ as
if he spoke of someone who would never agres with everything.
*I'm interested in working with them, but they dan't treat me
as 1 deserve. What [ want is for them Lo promote me, what
every artist wants. But they are stingy. If you ask them to

promoto  you, they say they are bankrupt, you understand?
Artists shauld be treated with respect. Besiges, i've been in
this for a long time, | sell records and the young public is on
my side, and what 1 want s to be with the public and move on
ahead."”

With a gesture between masculine and childish, he ssks me
what suit he should wear tonight. After insisting that he wear
whatever he wanis, he changes his white pants far dark ones,
the right anes for 8 festival flamenco. Later, hefore the
mirror, without a shirt, while he runs his fingers thraugh his
wet hair. 1 laok at his thin body, aloost like a child's, as
fragile as his wards when sometimes, insecurely, he asks for
advice.

--Camardn, you are realiv thin,

"Yeah, 1 knaw," he snswers with s saft voice, with an aimost
umperceptible air of sadress.

And in the dreassing room, Camarén greets everyone, kind
with 8ll; many gypsies living naw in Barcelona speak with me
about him. Among the most sincere, arne remembers when they
"faught bulls" together in the middle of the street in San
Fernando when they were anly tan. Bambi, the farmer director
af 1os Tarantas [a tablaa] in the Pleza Real de Barcelons, tries
to define Camarén: “Even though he seems extroverted, he's
very shy; I've known him for years! A couple who are his

" owns an the coast,

"It's hard to find friends. People seemn ta like me a [at, but
then they might ga and say Lo gnother, *You should see how
this guy is’ (said sarcastically} and they had been with me and
they didn't say anything to me, Sometimes they don't sct like
people or anything. If they have something ta say, they should
55y it to me.”

And, at this point in the corwersation, we have to talk about
the black iegend called heroin that has been following Camerén
for several yesars.

--lt seems that some flamencos, to play ar sing, have gone
on from wine to ather drugs...

"What da yau mean! The best way to do things is to be
natural and when | work [ do everything natural; when I'm going
to do something impartsnt I'm fresh, not like peaple say. And
when ['m not working | smoke a cigarette at certajn moments.”

«~-But many people say yau use "horse™.

o, hambre, if [ used tnst, haw could I sing? They say that
because there's a black legend about me, the same that they
say [ don" show up at festiveles. If [ dan’t show, it's nat my
fault, it's tne agents’, who sign 3 cantract, and if they put the
buil in frant af me and | don't go, thev say it's my responsi-
bifizy."

~The words of the sang "Viviré" (fram the latest record of
the aame name): "Viviré, mientrss que ef alma me suene, aqul
esioy, para marir cuando llegue" (I'l [ive as long as | hear my
saul, here I am, to die when it cames). What do these wards
refer to?

"Wiviré is an answer to what people are thinking, since they
sav | ga this anc that...Also, I did it for mv love tawards my
nother, because people tell her many things about me and she's
ald now, 'Wiviré' is: here 1 am now ta die when it comes, nat
when ! want..out haw could T want to dig wikh such beautiful
znildren and my life before me? Naw is when | have tastruggle,



JALEO - VOLUME VIII, No. 4

PAGE 5

because if the rudder goes astray, everything goes astray, |
want to take care of myseif because it will be 8 or 10 mare
years before 1 can Jeave my ehildren well-off. 1 daon't have
ambitions ta make a lot of maney, I just wart to live comfort-
able, and besides that, I want my children ta be taken care of
when they are grawn up.”

--What is love for you?

"It depends; I'Mm wvery strange. [ always have been but naw
mare because 1 have my wife, and that's who T love,

"They say we gypsies are machos, but no way., Al 1 want is
that what [ say be done in my hause. Understand? My wife
does evervthing 1 tell her. MNowadays it's hard to find a gypsy
waman like mine, pure gypsy; [ got her when she was 12 and
how she's 22, [ made her. She respects me, and thsat's what i
want, along with my children and my mather, Because of them
| have the energy ta struggle.”

-=Are you religisus?

"l believe in Gad because that's what's been stuck into our
heads. | believe in something, but mare in what's here an earth
than in what's up there"

by Isabel Csderque

=

LETTERS

A SECOND OPINION OMN MOLINA CONCERT
Cear Jaieq,

[ am shocked and extremely disappointed in your editorial
staff far printing the so-called “review" aof Jose Molina's Bailes
Esparinies in your mast recent issue (Vol. VIII No, 2.

I rould rebutt this disQusting piece of slander point far
point, such as when the “eritic” cites the use of taped music in
Carnegie Hall as belonging in a cabaret or rehearsal studio. |
wauld remind him that taped music was also used by the re-
nowned Ballet MNaciona! and by Maric Maya. However, ta rebutt
the prece in this manner dignifies it way beyand its merit,

i will simply say that when a person whs does not even
identify himself elevates himself to the stature of "eritic" and
uses @ farum such as Jaleo fram which to make personal attacks
upon respected artists it is the publication and its readers who
1ase, The publication damages its credibility and the readers
around the ecountry, indeed arcund the warld, receive irrespan-
sible and incorrect information.

What the sa-called "Shah of Iran” wrate was certainly not a
review but a vengeful persanal attack on Mr. Maolina, the
arinting af which is a disgrece.

As a member of the audience the night of the perfarmance |
would iike to reassure the readership of Jaleg that Mr. Motina
and his company gave the kind of exeiting and dynamic perfar-
mance we have cocme to expect and |1 am sure New Yorkers look
forward ta his concert return with mueh anticipation.

Regards,
Shauna Hankoff
MY, MY,
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N SEARCH OF A TEACHER

Oear Jalea,

[ am a student af flamenco danca now for 5 years and am
vary much ‘dediceted to the art form.

At present | am seaking a teacher of the cante and would
ask who you would recommend as the best, or a few best, in
the ecountry in terms af their love of teeching cante, their
ability to hreak it down for a student, and their love 8f singing.

I am interestad in moving anywbere in the USA to study.

I seek the right teacher--where there wouid be personal
sympatico, '

Thank you for any suggestions you might sffer,

Simcereiy
JoAnn Zugel
Santa Cruz, CA

[Fd. Any suggestions for JoAnn may be sent care of Jaleo.]

¥ x ¥

PRAISE FROM VIRGINIA

Dear Jaieo,

I recetved the lstest issue last week, Through Jaleo, 1've
received flamenca tapes, videotapes, eance supplies, news af
warkshaps and Lrips, and mueh, much mare.

This magazine has been invaluable in keeping aficionadas
aware af what is going on in the flsmenca warld.  I'd like ta
read an article on Paco Sevilla, & persan who has helped make
this possible.

Keep it up!!

Ana Wrenn
Virgima Beach, VA

[We thank Ana for her kind words. Paca responded to this
questian sametime back that he'll let someane do a 'bio’ on him
when he retires as editar of Jalen.]

A Classic Combination
PACO PENA & DADDARIO

Born in 1942 in Cérdoba, Span, Paco fefa has bean
playing professionaily since the age of twelve and has 1oured
Europe bath as a soloist and as part of the “Pacs Pefa
Flamanco Company ' g wida critical acciaim.

Dedicaad to canserving the pure artistry of tlamencao, Mr.
Pafa gstabiished tha saminar "Encuantro Flamenco' offering
the aric:anado an infensive program of study as well as the
oppeortunity la live in Andalucla, the heart of this musical
cuitura.

He has racarded nine albums for Decca Records inciuding
1hres liva performances and a dua effart with Pace Dalucia,
anothar world renowned lNamencg guitarist. He has alsc made
several highly successful tours of Australia, givan recitais with
the company at restivais in Hong Kong, Edinburgh, Halland, and
Aldeburghand pertarmed toaudiencesinJdagoan and London, ai
0 widespread enthusiasm.

Paco Pefia appears regularly
waridwide on Televis:an and has
received exlenswe grase lor his
sharad recitals with Jonn williams.

Paco Pafia uses
D’Addario Strings.

E Farmmgdale MY 11715 USA
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serious students of flamenco, this amusing example of falk
FLAMENCQO etymaology dies hard. Another freguently advanced theory, snd a
more plausible one, i3 based on the fact that in Spanish the
. . . word "flamenco” alsa means “Flemish.”  Spain ruled Flanders
[fg:In;;arlthiIStereﬂ Reviaw, January 1966; sent by Guillermo from the iate fifteanth century to the early eighteenth, and

by Donn Pahren

[Editor's Comment: The article, written in 1966, not lang after
the -appearance of Dann Pohren's The Art of Flamenca, is a
candensed version aof thst book, with some additional matertal
inciuded. It is interesting to resd a point of view expressed
twenty years ago and then campare it with the present state aof
flamenca. For exampie, Donn expresses the complaint that
artists were imitating the past and not being creative enough!
Today, he would certainly complain af the apposite -- that artist
are being too crestive and not sticking to tradition.]

The art af flamanco is a great deal more then a flashy style
of Spanish music and dance, as is cammonly believed in this
counry. It is an expression of a way of life, of the day-to-
day activities of many of the inhabitants of soguthern Spain. To
be a "flamenco,” aone does nat have ta be & performer -- a
flamenca is anyone who is emotionally and actively imwoived in
this unigue gporoach to the problems of living., To understand
the art of flamenca, it is absalutely necessary to understand
that it is an outwsrd artistic representation af the flamenco
way aof life, i

The traditional flamencos are natural actars. Their preferred
life iz in the streets and cafes, where they can sse and be
saen, admire and be admired. They enjoy being nattily dressed,
and eech of them has an indestructible sernss of being somebady
uniqua., Flamencos. are at once expsnsive, authoritstive, friendly,
condescending, formal, dignified, and above all, individualistic.
Thay are not ambitious, and are capable of living happily with
only the basic necessities. The concepts and developments of
prograss are reprehensible and incomprehensible to them. Thev
scorn the rst race and ita participants, together with such
abnoxjipus modern phenomena as demanding traffic lights, motor-
cluttered streets, shining cafeterias, and ather manifestations of
a grim, unseeing civilizstion bustling to no clear destination.

Fiamenco music hss traditionaily served as an emotional aut-
iet for this group of people. And thus, when the music is
removed from its native habitst (and those habitats are now few
snd secstterad), it becomes sn art without roota. Authentic
flamenco flourishes today only in a few hidden corners of Spain,
All other music that we refer to as "flamenco" has to a greater
ar lesser extent been diluted, commercialized, and deprived of
its soul.

The use of the ward “soul" here is not a litersry affectation,
for it is in the mirscie of duende (or soul), not through tech-
nigue, clevernsss, of sophistication, that the greatmess of a
flamenco srtist is dermonstrated. A cancept that defies precise
definition, duende csn best be explained as the exposure aof the
soul, its misery and suffering, love and hate, offered without
embarrassment or resentment. It is & cry aof despair, & release
of tortured emotions, to be found in jts true profundity only in
real life situations, not in the commercial world of theaters and
night clubs, as a product that can be bought and sold cr even
produced st will. In the art of flamenco, the duende is sought
and found through song, dance, and the gquitar.

There are many theories sbout where flamenco came from
and when and haw it developed. The ward conjures up imsges
as vsried and contradictary as Spsin itself. Although the music
we csil flamenca is of great age, we do not know if it was
celled by thst name at the time of its conception and early
life, But the fugitive existence af the persecuted Moors, Jews,
and gypsies, and the Christisn outcssts wha joined them, suggests
ane possible origin of the term. The Arabic words felag mengu
mean ‘fugitive peasant," and since Arabic was 3@ common lan-
gusge in Andalusia in the fifteenth century, it is likely that this
term wss borrawed from the Arabs and applied to sii those who
flad to the maountains. Through ussge in Spanish, felag mengu
may have been transformed ta flamenco, eventually being
adopted by the fugitives themselves and applied to their music.

There are other theories. Accarding to ane populsr -- and
rather poetic -- explanaticn, the similanities between the postures
snd mavements of flamingas and flamenco dancers (with their
brightly colored costurmes) led to the srt's being catled "flaminga”
and eventually “flameneo." Althaugn it is wholly discaunted by

Flemisn soldiers, called flamencos tn Spain, had the reputation
there of being rowdy and pretentious, much as did the early
exponents of flamenco music. According to this thsory, the
underground types wha ariginated and developed the art of
flamenco were called "“flamencos" because of their similarity to
the Flemish soldiers, and their music jater became known as
flamenca. i

Whatever the origin of the term, flamenca developed as an
art of the lawless snd appressed. It came to be practiced
almost exclusively by Andalusian gypies behind closed doors,
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With few exceptions, payos (non-gypsies) were not wanted, nor
did tlwy particularly desire to take part. Like that of early
jarz, the atmosphere in which flamenco was nourished was 3
drunken orne, replete with prostitutea, bandits, smugglers, and
murderers, as well a3 gypsy blacksmiths, horse dealers, fortune
tellers, and sa faorth, There it dissgreement as to whether
flamenco is a gypsy art -- many non-gypsy theorists deny the
gypsies’ creative role in flamenco, and the gypsies feel simiisrly
sbout the payos -- but it is agreed that the gypsies played a
majar role in developing flamenco into the grest art it is today.

The gypsies came from the region of the Indus river, near
the present-day border between Indie and Pakistan.  Thiz has
been proved tao nearly everyone's satisfaction by similarities
between the Gypsy language and the Indian Sanskrit, as well ss
by other factors too compiex to discuss here, They are thought
to have made two migrations into Spain -- the first with the
eighth-century Mporish inwvagion, in which they played the role
af camp followers and entertainers, the second and larger in the
middle fifteenth century, when s good many of them (having
beerr driven from India by Tamertans about 1400 A.D.) spent
some fifty years reaching Spsin by way aof Perais, Russis, the
Belken states, northern Itsly, and france. Many af the tribes
remained in cauntries slong the way, while athers strayed north
inta Hungary, Poland, Czechoslovakia, Germany, and Engiand.
Those who reached Spsin cantinued south in sesrch of the sun,
and found their paradigse in Andalusia.

it is probabje that the gypsies brought with them a folklore
based on thst of their region in India, which in Andalusia
mingled with other musical infleences, namely the Jewish,
Moorish, and Christian fGregarian chant is thought to have had a
particularly strong influencel. These widely wvarying cultures
blended, ar rather were forced togathar, in the late fifteenth
century and in the sixtegenth when Christian leaders ordered the
expulsion fram Spain of ali "undesirebles” {gypsies, Moors, and
Jews;. Many of them refused to leave, and took refuge 1n
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mountain wildernesses, banding together for strength along with
Christian dissenters and fugitives from law,

The musical union of these cultures very iikely formed the
first foundation of flamenco as we know it today. The gqypsies
had the opportunity of hearing at first hand Jewish, Maoslem, and
Christian religious chants and folk music, influences they incor-
porated into their own orientali musicel background to form a
rich new art.

The Arndalusians wouid like to take credit for the actual
creation of flamenco and grant the gypsies a role only in its
development. For various reasons, | helieve it is safe to con-
clude that both the gypsies and the Andatusians piayed impaortan
roles in creating flamence, principally because to thoge who
know modern flamerce wetl, it ie quite obvicus which are the
gypsy-inspired cantes (song forms) and which are Andalusian. The
qypsy cantes are primitive, gusty, raucous, and wildly moving;
the Andalusian tend to be more lyrical, flowing, literary, and
superficial.

Song is the greatest of the elements af flamenco, which,
listed in the traditional order of importance customary in Spain,
are: s@ong, dance, quitar, and jalen. The song was the origi-
nating element, and is flamenco's very pase and soul. A4 true
appreciation of flamenco can not be reached unless the song is
viewed in this perspective, Its verses range through all life's
aspects -- qatety, tragedy, wisdom, iove, hste, hesuty, violence,
tentderness, sadness. These aspects are traditionally expressed
with incradible poetry -- sometimes instinctive, when the verses
sre creations of the peopie, aometimes more polished, when the
verses flow from the pen of the practiced poet.

There are many song forms, called cantes, and within each
cante there are many vartations. For ingtance, the spleares is s
ossic cante of flamenco. However, different regions and towns
developed their own eriginal wsys of interpreting the soleares,
as Oid several creative artists. Thus there exist soleares de
Alcsld (soleares from the town of Alcald de Guardaira), solearea
de ltrera, scleares de Jerez, soleeres de Cadiz, soleares de
Triana, end so forth, and with more finely drawn distinctions,
there are the soleares of various artists, such as the soleares de
Joaquin de la Paula, soieares de Enrique el Mellizo, and soleares
de la Sarneta. All theas soleares have come down to us, sach
with a different personality and intrinsic emotion. Singers per-
form these cantes much as they were sung by their creatars,
adding certain touches of their own, but in genera! adhering to
the original form. A very accomplishes singer such as Antonig
Mairena will sing many different styles of all the cantes. Others
are content with the cantes and styles af their particulsr
regions.

The flamenco song has hecome badly bogged down as 2
creative art today. Young singers tend mereiv Lg imitate the
phonograph records of their famous predecessors irstead of
injecting their own personalities into the cante, and this is one
of the side effects of meodern cormmunication. Before such
widespread imitation was possibile, both singers and Quitarists
were forced to oraw upon their creative abilities. Neediess to
say, it made for & fer richer art.

Flamenco dance has changed entirely since its inception,
Trsditionelly, the gypsies poured oub their emgtions through
their emms, hands, fingers, upper torsos, and faces, emitting a
natural fire and originality unblemished by formal schooling. Now
acsdemiez send forth numberless graduates, all of whom have
merorized identical or similar dance arrangements.  Footwark
often takes up half of a dance {to the detriment af imagina-
tion), and castanets, sn innovation Sorrowed by  theatrical
flamenco from Spsnish hallet, impede the smaooth flow of hands
and fingers {(a vital element af true flamenco), replacing it with
nNogise. But far removed from commercial flamenco, hidden in
villages among the olive trees, there are still dancers who dance
by instinct, who can still enguif one with the beauty of natural-
ness. This is the true flamenco dance.

The gquitar is stmost sacred ground. The Flamenca guitar as
pieyed in theaters, concert habla, tablaos, and recording studios
is loved by peopie the world over -- because it is exotic, and
because they ean feel in tne music 8 primitivism, force, and
emaotion that has been lost to many other arts, But this means
only that the concert flamencc quitar has not entirety dissipated
its original inheritance of earth, wind, and tarment. Mot
entirely, but the virtucses are busily working on it. Play faster,
insert more notes, flash, cstentation, up and down the neck,
arpeggio complexities, tremolos, blinging runs, speed, techriqus,
technigue, TECHMIQUE....They are straying far from flamencco.
They earn a great deal of monev, but thev communicate little.

The real flamenco artist needs only enough technique to enable
him te transmit his emotions te himself and to his public.

This other, uncommercial side of the flamenco gquitar must
bhe heard te he helieved, It is rare hecause poets are rare, and
flamenca gquitar-playing poets even rarer, [t shums the super-
ficial to embrace the significant. 1t demands sensitive [isteners
and captures their hearts. They are not merely astounded by
technique, they are moved by & delicate and powerful music.
There are wvery few gQuitarists who have heen able to preserve
this tradition. If I were to make a tist of them, not ane af the
hig-name Spanish guitarists | hava heaerd couid be included.

The hand-ciapping, finger and fingerneil snapping, shouts of
encouragement, rhythmical stamping of feet and clacking of
tongues that are compenents of flamenco music and dance are
collectively termed jales. This iz an essential snd extrermely
diffeuit art in itself. It demands a comaplete knowledge of the
compéds, or set rhythm, for timing is of the utmost importance.
The jaleador wno claps out of beat throws off the entire group
and destroys its communication.

Jaleo is complicated by the fact that not ali of flamerco’s
cantes have a compas. Those that do, of course, are danceable.
Those that do not are only sung, and the guitar accompanist has
the difficult task of foilowing the singer within s traditionaily
set, but rnythmieas form. The danceable cantes are those best
suited for animated or intricate jaleo. The jaleo for the nan-
rhythmical and for the very profound, rhythmical cantes is
usually limited to murmurs and exclamations of encouragement,
of which "olé" is tha most common.

The foreqgeoing are the modes of flamenco expression, but
there are ieveis of flamenco as well, levels both of profundity
and of difficulty, Since it is the song, aor cante, that is the
root of all the art, it is best to speak of these [evels in terms
of song. There are three: the cante grande or cante jondo, the
cante intermedic, and the cante chico.

Cante jondo (deep song) is the goriginal expresaien of fla-
menca. It is the pure seng, the trunk from which all the others
hrarch, and in its cldest form was derived from ancient religious
songs and chants, which Jater developed intc a more genseralized
lament about fife. Cante jondo includes by far the most diffi-
cult group of forms to interpret. It can be dominated only by
the full use of the lungs and throat, and it demands great
emotion and effert. When sung properly, it has the power to
sweep the aficionado along on its melancholy coursa, '

Although very moving snd difficuit to interpret, the cante
intermedic is less intense snd more ornamental than the cante
grande. It cen be said that the cante intermedic is as profound
as its interpreter. Many of the cantes classed a3 intermedios
are characterized by certain strange discords and rere oriental
melodies, which can be observed in the tarantas, cartageneras,
mineras, end the murcianas. Unimpaded by a set rhythm, most
of therm are sung fraely and zre therafore not danceable. They
are probably the most vocally beautifu] cantes of flamenco,
although not as profound as cantes grandes.

The cante chica (light song) is both technically and emotion-
glly the ieaat difficult to interpret. Consequently, there are
many mare chico singers than singers of the other cetegories.
(This is not to say it is by any means sasy te sing.) Cante chicg
iz characterized by an emphasis on the rhythm and by its
optimistic outlook. The verses deal poetically with love, women,
snimals, and Andalusia and its people. There are country
cantes, mountain cantes, inland cantes, and centes from the
southern Mediterranean cosst. All are characterized by one
power: Lthe abiiity to restimulate one's faith in mankind, in life
-- and in faith jtself.

Thia division into jondo, intermedio, and chico is carried
through the remaining modes of flamenco (the dance, the guitar,
and jaleo) and makes it clear once again that what is truly
difficult in flamenco has nothing to do with intricacies of foot-
work, technical expertise, or the operatic qualities of a voice; it
is, rather, the ability o convay profound emotion.

What has been covered so far amounts to an introduction to
the art of flamenco as a wnole, so it now hecomes possible to
discuss individual fiemenco forms specifically, and, while relating
g little of the more recent history of the art, toc mention a few
of the great flamenco artists, both past and present, The forms
of flamenco are divided intc two major groups: the Andalusian
forms and those inspired by gypsies. One of the latter, the
soleares, or soled {meaning "loneliness”}, is at present flamenco's
basic schg, dance, and gquitar sole in the jondo, or profound,
style. Its verses are wusually sad, but more philosophically than
tragically sc. Because of its qgreat influence on many aother
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flamenca cantes, the saoleares is known a3 the "mather of the
cante,” although i€ is not certain that it was the first. It is
atso classified as cante gitano {gypsy song) in contrast to cante
andaluz {(Andalusian sang).

The sigurivas is flamenca's most plaintive and rmaving farm.
Also called piayeras {fram piafir, to mourn, grieve, or bewail),
the siguiriyas iz thought to have onginated as a mourning
fament, Even taday its verses qenerally deal with death and
hopelessness, The siguirivas was considered t0o sacred z cante
to be danced unmtil Vicente Escudera did so in 1940, Since as a
dance form it has grown up in a theetrical atmosphere, castanets
are often wsed, an incongrucus element in a dance of such
potential beauty and depth. Like the scleares, the siguiriyas is
classed as cante jondo and cante gitama.

The bulerfas is the favorite festive cante of the gypsies.
Thraugh it they peur put all their infectious sense of sbandon
and gaiety. This cante is usually light, often humaorous, and,
when performed by the gypsies, its darce is original and fre-
quently hilaricus. It is the mast difficult companent of. flamenca
far guitarists because of tne speed at which it is played and
because of its cormplex accentustions and counterpoint. The
buterfas is ciassed as cante chico becsuse it is easier toc sing
than the cantes grandes, and its verses usually deal with lighter

topics.
Other less popular but importamt gypsy cantes include the
tonds and its derivatives:t the martinetes, deblas, and carcelerss.

the gypsy farges are sung withaut

These cantes grandes of

guitar accaompaniment and trsditionaliy are not danced. The
tonds is thought by many to have been flamenco's origina!
canie, The carceleras {carcet rmeans jatl) is a form af the

tonds developed by gypsy inmates of Andalusian prisons. Another
festive favorite of the gypsies is the tangos de Cidiz, & salty
sang and dance from the port of Cédiz,

There are many other gypsy-inspired cantes that in madern
times have taken or a stronger Andalusian influgnce tman have
those already mentiohed, Theee include, amang others, the
cafia, palo, serranas, livianas, aleqrias, tiertos, mirabrés, cara-
cales, romeras, and cantifas.

The purely Andalusian-inspired cantes are tne fandargos
ariginally derived frorm the jota of narthern Spain, which had an
Arabic arigin. The fendargo family aof cantes includes the
melaguefias, verdiales, jsberas, rondefias, taramtas, taranto,
rartageneras. murcianas, mineras, granainas, and media granaina.
These are termed cantes intermecios (intermediate songst be-
cause, generelly speaking, they lie between the Ca-te grende and
the cante chico in ocifficuity of execution, They are airier, less
raurous, Bnd more soshiziicared than the Svpev-inspired cantes
and lend thermseives better to nigh, clear, flexible voices. They
are very Maoarish in mature, and cre can ogiect jn them & more
pochished verse content, the prilasophizing of the learned ooet ir

comtrast to the cruder (but perhaps more powerfull verbalization
of the gypsv.

It rmust be emphasized that what we have been discussing sa
far are pure farms that no true devotee of flamenca would
confuse or attermpt to rmix in performance. It is ong of the
more distressing aspects aof modern commercial developments in
flamenco that these cantes have become cenfused, At first thie
was dane deliberately by certain gifted (if misguided} performers
far purposes of “show business," and later by lesser performers
out of sheer ignorance and a desire Lo please audiences.

it was toward the end of the eighteenth century that fla-
mence emerged from its almost ritualistic secrecy in the moun-
tains of scuthern Spain and came before a wider audience,
When it became popular engugh amang the Andalusian upper
classes, a few gypsy professionsls were able to support them-
selves by hiring out for private juergas {sessions of flamenca
music-makingl, and in time they gained more than local fame.
These are the artists -- all gypsy singers -- whose names begin-
flamenco's known histary:  Tla Luis, el de [a Juiiara {Uncle
Louis aof the Juliana}; Vicente and Juan Macarrén; El Planeta
{The Planet); Diego el Fillo; Maria Borrica {Little Mary Donkey).

As flamenco grew i popularity, clever businessmen realized
its economic possibifities. in 1842, the first small café cantante
opened its doors - it was really nothing more than a glorified
tavern featuring a few flamenca artists, Qther taverns foliowed

suit, still on a humble basis, appealing mastiy ta the poorer
classes, The flamenco offered in these establishments, as wel]
as that in the private juergas of the wealthier aficicnadaos,

remained relatively pure. The artists who performed them were
ampng the greatest in flamencao histary and they began, in many
respects, a Golden Age of flamenca,

Soon big money entered the scene.  Luxuricus cafes were
opened, ard the little fiamenco taverns were forced out of
business -- they could not compete with the calaries offered by
their more elegant counterparts. Flamenco was removed from
the poarer classes and became almgst exclusively a plaything far
the rich. By the 1B&0's and 1870's, cafés cartanies were gz
naticrat rage, and flamemco artists stepped from behind every
tree to populate them.

In the beginning, even the luxury cafes attempted Lo present
a pure type of flamenco, but had to abandon the policy as
competition increased., Attention-drawing spectacles were intro-
duced ard, as-in ali situations where maney becomes the final
and cole abjective, the art fell into decadence. By the 1BBQ's
and 1890's commercialism had taken aver entirely, Lo the extent
that eventuvally the very public that had caused the decadence
recetted againat it. They withdrew their suppor:, the fad died
aut, and the cafés cantantes ceased to exist,

Flemenca wae returned to the numbie fglk in the form of
theatrical navelty acts. In this setting it went from bad to
worse, tulminating, in the 152C's and 1530's, In a phenomerncn
called "Spera flarmenca,” a ludicrous atiempt ta inject operatic
rechnigues znd staging into fiamenco. The few purists feft - -
and no matter what the genersl state of affairs, there have
8lways been purists and outstanding artists -- retired in disgust
to their villages. and authentic flamenco wss not far from dying
out. .
The singers who perhaps played the largest roles in fla-
rmerco’s development include El Plameta, Diega el Fillo, Silverio
Franconetti, Tomas el MNitri, the Caganchas, Errigue el Mellizo
{Henry the Twin), Joaguin de la Paula, and the man oftern consi-
dered the greatest of all time, Manuel Torre. All sang in a
gypsy stvie, and all were thermselves gypsies excepl Franconetti,
an almost legendary figure barn in Sevitle of an Italian father
and a Spamish matSer. Among guitarists, we can begin with
Antonia Pérez and El Maestro Patifie, twa nineteenth century
accompanists  wha plaved in the typical otd-style manner --
thumb-oriven, rhythmicai, and hard-driving, with many rasqueadaos
ralling effecte produced by running the fingers over the strings
continuausly).  This way of playing has been maintained thraugh
the years by a small, hard core of guitarists, whase number
steadily dwindles as cammercialism increases,

Under the influence of the cafés canmtantes, cifferent schaoals
af singing and guitar-playing blossomed forth. The pure Andalu-
sian cante was popularized to a large extent by twa men, Juan
Breva and Amtanio Chacdn, both singers with high caressing
voices perfectly soited ta their type of cantes.  Unwittingly,
tnase bwo singers, botn of usguestionable integrity, prepared the
way for the decadence aof the wcante andaluz and of cante
flamencs in  gerersal. The masses found thie easier, more
fiowery type of flamencao ta their liking, and soem many inter-
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The art of flamenco. even in the somewkhat diluted theatrical form, can still retain its powers of fascination. Dancer Manuela Var-

preters were singing such commercial versions of it that it
became mare closely identified with popular commercial music
than with flamenco.

The situation was similar with the gquitar: the new school
was dedicated to pleasing an uninitiated cafe public with tech-
nigue and tricks. Paco el Barbero and Paco Lucena began the
trend, but Ramén Montoya, a gypsy from Madrid, can be given
the credit for its rapid advancement and acceptance by the
public. He dazzled everyone with his ereativity and flashing
hands, the very flashing hands that drove a good deal of the
meaningfulness and soul from his playing He set the course for
a flood of younger guitarists, including all of today's popular
idols -- Sabicas, Carlos Montoya, Mario Escudero, Juan Serrano,
Nifig Ricardo, and the latest rage in the United States, Manitas
de Plata. It might be said that the road taken by these qui-
tarists has carried them beyond true flamenco into a no man's
land. There they are developing a distinct art, an internationally
fused art, an art free from boundaries and nationalism. It could
well be labeled flamenco interpacional.

The dance did not change radically until flamenco was moved
into theaters. The early figures were all gypsy dancers of the
gypsy school - Miracielns (the Sky Watcher), El Raspao (The
Scratched One), Enrique e| Jorobaa (Henry the Hunchback),
Rosaric la Honrd (Rosario the Honest), La Macarrona (The
Macaroni), La Malena, and La Sordita (The Little Deaf One).
They were followed by such dancers as Antonio de Bilbao,
Antonia Mercé (La Argentina), and Encarnacién Lépez (La
Argentinita), non-gypsy and even non-Andalusian dancers whao
introduced the inevitable overemphasis on technigue into their
watered-down flamenco versions of Spanish ballet. This has
resulted in what is called '"flamenco ballet," which has been
popularized the world over by the companies of Antonio, Pilar
Lopez (Argentinita's sister), José Greco, Jiménez and Vargas,
Luisillo, and so on. Within this atmosphere Carmen Amaya was
able to maintain her highly personal version of the traditional
gypsy dance, although even her programs were badly commerrial
at times. Another controversial dancer, Vicente Escudero, is
still, at the age of seventy-five, executing his highly imaginative
type of dance that fits neither into the ballet nor the gypsy
style.

Happily, there are still unspoiled exponents of the authentic

cas and her flamenco company at the Spanish Pavilion were among the most successjul entertainers at the 1965 New York World's Fair.

gypsy dance scattered around 5Spsein. They are mostly unknown
outside a tight flamenco circle and, with an exception or two,
they earn little with their art. [ could single out Anzonini de
Santa Marfa (also known as El Chonini), Paco de Valdepefias, La
Pipa de Jerez, La Chicharrona, and, in a more polished but still
authentic style, Maleni Loreto, La Chunga, and Luisa Maravilla.

And this brings us to the final stage of flamenco history:
the rediscovery. In the 1950's authentic flamenco wa found
again by a group of French and Spanish intellectuals. Recorded
anthologies were made, and the results were almost shocking - -

the Spanish public was not interested at all, but foreign listeners
were captivated. Artists completely unknown in Spain suddenly
found themselves international figures.

However, the inevitable has taken place. Spurred on by the
initial success of the anthologies, record companies flood the
foreign market with commercial recordings -- a few good, most
trash, Troupes of flamenco performers flock overseas, but with
a few notable exceptions the work of these dancers is extremely
mechanical. In Madrid, thirteen tablaos, modern cafés cantantes,
have apened to handle the influx of tourists interested in this
earthy art. Their offerings, unfortunately, are decadent to one
degree or anocther.

A valid comparison can be made between the effets commer-
cialization has had on flamenco and on American jazz. Both
began as the expressive outlet of oppressed peoples, and both
have lost much of their impact and meaning as the oppression
was reduced. In both cases, this vital loss of innocence and
profundity has been replaced by technique, tricks, and musical
complexities, although in jazz the process has taken a much
shorter time.

Parallels in their rcourses are clear. The primitivism and
soul of such jazz artists as Jimmy and Mama Yancey, Ma
Rainey, Bunk Johnson, and the early Louis Armstrong correspond
to the jondo in flamenco. The modern training schools for both
are also similar, with musicians of a more mechanical nature
toying with basic arts that they have outgrown emotionally,
changing them, drawing them more and more into the cool shade
of sophistication,

The state of flamenco, however, is improving, although only
a small percentage of what is available to the general public
approaches any semblance of purity. And truly great moments
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in flamenco can really be attained only when all its components
-- the song, dance, guitar, and jaleo flow spontaneously in th_e
atmosphere of a juerga, in an intimate gathering where time is
forgotten amidst laughter, malancholy, and wine.
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FLAMENCO: THE WAY IT WAS

[from: Lookout, Oct. 1985; sent by El Chileno]
by Donn Pohren

[Editor's Note: This article, the major part of which was taken
from the author's book, A Way of Life, gives us Donn Pahren's
point of view some twenty years after the publication of his
first book and the article reprinted in the issue of Jalen. Donn
has been pretty much out of the flamenco scene for a number
of years, but has resurfaced in order to update his book. This
article is followed by @2 reader's comment from a subsequent
issue of Outlook {a magazine for Americans living in Spain); the
"Ugly American” still lives!]

THE LAST "JUERGA'

Whirling dancers showing shapely legs, snap turns calculated
to send flying the flowers from their hair, fancy footwork,
castanets, a guitarist executing technical miracles in the back-
ground, a singer weiling something or other further in the
background... that is nearly everyone's idea of flamenco, be they
Spanish or foreign. In fact, it is nearly the only type of
flamenco to be found today, the type prevalent in tablaos, night
clubs, theatres, even in the flamenco festivals.

You might be wondering what other type of flamenco there
could possibly be. A key word here is "sophistication." The
flamenco described in the above paragraph is a highly sophisti-
cated version of the traditional flamenco of the pueblo, The
sophisticated dancer is largely academy trained, often in several
styles of dance (classical, flamenco, regional, perhaps jazz), a
highly polished technician who eventually transcends the flamenco
of down home. Modern flamenco guitarists go the seme route,
becoming so musically and technically sophisticated they can
with ease incorporate universal influences into their flamenco
which are recognized and acclaimed by today's international
audiences.

"All right, I am often told, "so flamenco is changing with
the times. That is necessary for its development.”

That argument does not hold water, for the sophistication
and internationalization of flamenco are robbing it of its very
essence, its only reason for being: the emotional expression of
an unsophisticated people. | am not alone in my analysis. One
of flamenco's remaining purists, the fine singer Manuel Soto
"Sprdera," expresses it thus: "There are many present-day
artists who go commercial because it is artistically easier and
the ignorant majority loves it. Such artists call it 'evolution,’
when in reality it is simply artistic prostitution.”

A terrible thing is happening. One of the world's maost
highly emotive folk expressions is being transformed into mere
entertainment.

It is not really anyone's fault. It happens with all the
emotive folk arts (witness the blues), and was bound to happen
to flamenco once it emerged from behind closed deors. And
"closed doors" is no exaggeration. The most widely accepted
theary of the birth of flamence is that it is a music developed
hy the fugitive groups back in the time of Fermando and Isabel,
the Catholic Kings (late 15th century).

Within a period of a few years those confused leaders set
about purging Spain of its religiously “impure" elements: the
Jews, the Moors and the Gypsies. Those who wished to convert
to Catholicism were allowed to. The rest were told to leave
Spain. Thus, in one astonishing move, Spain lost the elite of its
professional class (the Jewish doctors, bankers, alwyers, finan-
ciers), much of its labour force (the Moors, excellent agricul-
turalists, constructors, craftsmen), and many of its thinkers
(Jews and Moors), a monumenta! blunder from which Spain still
has not recovered.

However, each of the forbidden groups had its rebellious.
They refused either to convert or to leave, instead heading for
the hills and forming fugitive camps. (The very term "flamenco,"
in fact, may derive from "felag mengu," which in Arabic, the
most commaon  language of Andalusia at that time, signifies
"fugitive peasant.") These fugitive bands were swelled with
Christian dissenters and bputlaws, which would contribute vet
another musical heritage to the flamence melting pot, composed
of the musical and dance traditions of the Jews, Mbors, Gypsies

and Christians. Even today the similarities between the tradi-
tional music of these cultures and flamenco in its pure form are
striking.

When flamenca first began finding its way into print (first
half of the last century), it was still a music and dance of
Andalusia's very poorest and oppressed illiterate, including a
goad number of law offenders, who "expressed" amongst them-
selves ("performed" was an inappropriate term at the time)
behind those closed daoors. The sensitive well-to-do who did
appreciate this music involved themselves by paying the fla-
mencos for a "juerga," or jam session featuring flamenco singing,
dancing, guitar and recitation (still behind closed doors). This
no doubt was flamenco's first professional manifestation.

Flamenco remained an in-group minarity art far a long time
because the Andalusian middle class highly disapproved of
flamenco, its exponents, and its free-swinging way of life
infamous for its incredibly high alcohol intake, its sexual freedom
with prostitutes, many of whom were fellow flamencos (the
incidence of venereal disease was high in the flamenco warld),
and irresponsibility in general.

" . ..FLAMENCO EXPRESS10N
WAS AS NATURAL

AS EATING. OR, BETTER SAID,

DRINKING, FOR A LOT MORE OF
THAT WENT ON THAN EATING
IN THOSE HUNGRY DAYS. ..

It was not until around 1850 that a few entrepreneurs got
the feeling that flamenco could be good husiness. They began
opening "cafés cantantes," the first known attempts to bring
flamenco to the general public. The experiment was a success,
and flamenco's sco-called "Golden Age" was underway. The
paverty-stricken flamencos entered the category of “professional
artists," and their lot improved considerably.

The new stimulus caused creativity to blossom, and flamenco
expanded with new forms and new styles. The creativity was
within traditional boundaries, in good flamenco taste, and it
really was a Golden Age. But not for long. Once the novelty
af the whole thing began wearing off, the public began demanding
mere for its money than natural folk expression. It had to be
fed larger and larger quantities of fun and diversion, or it would
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drift away. Sa before long the Golden Age became the Tarnished
Age. Al sorts af nan-flamenca contrivances made their appear-
ances, and flamenco’s purity was ieft by the wayside. The
artists wha went along with it thrived, while all-powerful empre-
sarios sent those who refused to adapt back to the atmosphere
af the intimate juerga.

Big time flamenco went from bag to warse (from the Café
Cantante to the night club to the theatre to huge buliring
spectacles), finally becoming so base it offended even the Good-
time Charlies who had been the cause of its debasement in the
first place. The ensuing disgust with commercial flamenco
engendered a 'TBLUFN ta purity” movement, heginning i the
1950s.  The remaining purists were sought aut, recorded, and
featured in flamenco festivals and contests throughout Andalusia
{in Madrid, Spain's first tablag, "_a Zambra," alsg stressed the
pure, among the very few tablaos ever to do so). This move-
ment swepl through the flamenco world, and soon many of those
long-neglected artists were able to compete with the commercial
herces, rising to the height of their eminence in the 1970a.

Alas, the movement was short lived,

What happened this time? Many factors were involved, but
basic human greed was the principal one. Success quickly went
to the heads of the purists. They went from rags to relative
fame too quickly, and were soon demanding higher and higher
remuneration for their art. The empresarios had to organize on
a8 larger scale, and were soon attracting a non-aficionada public
willing ta pay to see what it was all abaut. This new audience,
of course, grew bored with pure -Harmenca ang bagan to fall aff,
causing the empresarios to thraw them crowd pleasers. Which
is histary repeating itself, and today finds us on the familiar
downhill road, the same road flamenca was traversing just a
century ago.

But this time it goes deeper, far today's affluent times have
razed flamenco down to its very roots. Even the pure artists
are demanding sa much payment that intimate juergas, fla-
menco's only group vehicle o true” expression, bave all but dis-
appeared; only the wealthy can afford thern. With the dis-
appearance of the juerga, the carefree flamenca way of life is
also on its way out. What is left? Business. Flamenca taday
is basically business, just another branch of the vast waorld of
entertainment. .

Whnen 1 first became invalved with flamenca in Spain, back in
1953, there was still a strong division between the commereial
and the pure. The commercial artists were in it strictly for
maney, and would prostitute their art in any way to keep the
maney folling in. The purists an the other hand included both
professtangls, wha made their lving in private juergas i which
their pure art was well appreciated, and the non-professional
aficionadas in the towns and viliages aof Andalusia, ta whom
flamenco expression was 85 natural as eating.  Or, better said,
drinking, for a-lot more of that went on than eating n those
hungry days.

Back then it was incredibly easy to get a juerga going. One
had only ta visit the flamenco bars, those inexpensive sanctuaries
where tne flamentg hung aut; there was at lgast ane 1n each
tawn in lower Andalusia. If the flamencos were in, the chances
were they were already juerga-ing. If they were nat deep in
werga, a few rounds of wine would do the trick. If they were
not in, one had anly ta wait argund until they did show up, or
perhaps inguire after one or two of the mare prominent; in-
variably same Dittle boy would be dispatched to advise them.
They would be flattered anc curipus (not to mentian thirsty and
always ready far & good time), and before long wauld material-
ize, saon followed by their eronies. .

in such informal situstions no maney changed hands.  All
that was expected was plenty of wine which, at around five
pesetas the litre, was no problem.

[f you knew where to go -- the Barrio de Santiago, in Jerez,
ar the Cruz verde, in Mdlags, or the Santa Marla, in Céadiz, tne
Casa Pepe, in Maorén, other neighbourhoods and bars in Alcaléd de
Guadaira, Utrera, Legrija, Los Palecios, Mairena de]l Alcor, La
Puebla de Cazalla, Dos Hermanas, Arcos de la Frantera., Chiclana,
5an Fernando -- you rcould pot miss, and as the traditional
fiamenco of sach of these localities was distinct, the veriety of
flamenco and human experience was forever exeiting and reward-
ing.

Permit me to describe & typical juerga situation of those
days. This ane began in 128 at Utrera's first "FPotage” (Jiteraliy:
garoanze bean stew), a flamenca gathering designed to raise
funds far the local brotherhoomd of gypsiss.  (The Patage has
tince grawn out of all arogartion anc today is valid onty far

making maney. [n 1960 some one hundred souls attended, nearly
all gvpsies, and it was held in an old dirt-floored warehouse on
the outskirts of Utrera., Today noisy mobs of 1500 or maore
attend, paying outlandish prices and getting served very poar
“patage” and even waorse artistry.) Many of flamerco's great
artists were performing, including Antonig Mairens, Juan Talega,
La Fernmanda and La Bernarda de Utrera... But [ went in parti-
cular to hear and meet the guitarist.

The gsthering was relatively intimate, and the warehguse
turned out to be fine acoustically. The artists were an imposing
bunch, among the mast famous in the flamenco world, with
their corresponding over-sized egos {a narmal and helpful, even
necessary, asset in any of the parforming artsk. Even in such a
graup, however, Diego del Gastor wes unguestionably the fore-
most figure at that table. Not at first glance, | should add, for
sepltuagenarian Juan Talega, with his rugged, nearly black face
contrasting sharply with his thick mane of white hair, his solig
body appearing 8s powerful as his deep, profound wvoice, sat
looking every inch the godfather,

Diego's prominence was of a more subtle nature. Born in
1908 of a relatively wealthy gypsy cattle dealer and gypsy
mother who weaned him on the soleares of his birthplace, the
muountains of Ronda, Diego exuded an aristocratic air that was
in no wav put on.  With his nearly white fece and white hair
combed carefully to one side {0 cover a balding spob, Diego
loaked far more like Spain's ambassador to England than s gypsy
guitarist, regardiess of his atherwise distinct gypsy featuyres.

His air of refinement was so great that ane was apt ta
forget that Diego was, after all, fram a primitive and crude
ambiance, and that during the course of a juerga he might drap
ashes ar cigarette butts ar spittle on your living-room floar,
that he didn't know how ta manipulate a seat tailet ang was
not too good with silverware.  Although his father had been
cansidered well-to-do, none of the family, friends, relatives or
acquaintances of his youth had the wvaguest notion aof such
things. All were illiterate. Meals were spooned from  the
communal stew pat, fingers were used for eating whepever
possible, Bathroom facilities did not exist, nor running water.
Floors were usually dirt ar cobblestane. Entire weeks were
spent driving cattie from one village to another, selling them,
returning hame, sleeping under the stars en raute.

.Diege was extremely shy by nature. This night i Utrera he
began cautiously, pleasant enough although nat at all at ease.
But as the juerga progressed and empty wine bottles began
fitling the lang table he was enveloped by an air of decisiveness.
His accampanying became more assertive as the wine flowed.
He gave a remarkable lesson in the art aof accompanying that
aight, praving himself even superiar to his legend.

Twao days later 1 was off {0 Mordn de la Frontera n search
of Diega, in a2 meeting that was seriausly to affect the course
af my Life for the next fifteen years, Follawing Diego's instruc-
tiong, | arrived at the Plaza San Miguel, a quite lovely squara
situgted in the upper part af Mordn, abaut mid-marning.  As |
entered Case Pepe, & bar that far years had served as head-
quarters far Mordn's flamenca element, 1 immediately spatted

Diegg, standing at the bar reciting poetry in a rather raucous

manner, his hair dishevelled, face unsheven, eyes gleaming,
gesticulating wildly, .
"Bpur wine, goad fellow/Luis de Vargas is paying/he wha

helps the poarfand tramples the rich...”

Diega finished his lament, written by the late Ferhando
Villalén {a marquis and irani.ally, one of Mordén's richer citizens
in his day, and began expounding on its merits and on those of
the ppet, who had been a good frieng cof his and “wha was not
at all like most of the rest of the rich sans-af-bitches in
Andalusia.” He suddeniy spotted me and called, "Hala, came
have a drink.” We had only talked briefly in Utrera and | was
afraid he wouldn't remember me, but he did, seemingly because
there were very few foreigners interested in flamenco in 1960,
and apparently nope who had made his way ta Mardn and to
Oiego.

It turmed out I had arrived at an excellent time, far Diego
was still going strong fram the Utrera gathering of two nights
eartier and had just arrived dack to Mardn himsetf that morning.
He had staved in Utrera drinking and generally catrying on, and
had nat esten or slzat in the interim., This was nat unusual for
Diego. In his prime, he used to take the six-dav Seville fair in
stride withaut even seeing a bed. The last time he did this,
when ra iohger in his prime, ne suffered a stroke.

| had to marvei that anvone can even play the guitar after
two or three sleepless davs and nights of drinking, but in time [
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came to lestn the formula. First of all, one must possess sn
extraordinary capacity for slcobol and an extremely low-level
need for sleep and food, achieved by Diego and others like him
through many years of living the flamenco life styla. Diego and
most others in the flamenco world had learred to pace them-
selves. At the beginning they kaep up with everyone eise,
perhaps surpass them due to their enormous capacities, but when
gach one's moment of uncertsinty aerrives he siacks off and sips
for a time while munching on a few tapas, until he feels his
head clear a bit. He can then drink steadily sgein for some
time, sieck off again, and so forth, for hours and days.

What about sleep? The flamencos lesrn to nep at every
desired opportunity, and the most minimal nap of perhape fifteen
or twenty minutes pdes a long way with them, 1 have seen
Oiegn nap in a chair in the carner af Cass Pepe when | thaught
he wag surely too far gone to continue, anly ta have him baund
up  after a half-hour, ready for another twenty-four., in fact,
flamencos prefer such naps to & full night's sleep because naps
avaid, ar at least postpane, herpovers. The &voidance of
hangovers is an important factor in the prolongetion of juergas.
But when the juerga was definitely over, for it had toc end
sometime, Diego used to tsper off slowly, switching gradually to
milk and fruit and cetnapping in chairs and other such uncom-
fortable contrivancees until he thought he hsd the hengover
licked and he rcould afford to ga to bed. This plan worked well
thraughout mast af his lifetime.

That morning in Casa Pepe several rounds of wine were
consumed while Diegn and bis friends took turns reciting the
"flamenco™ poets:  Villalén, Gsrcfla Lorca, Aptonio and Manuel
Machado, Joeé Carlos de Luna, others. Severs! timas following
recitations Diego launched into erudite but not pedantic explana-
tions of the poems if he thought them unclear or confusing,
abave all with those of Garcla Lorca, many of whose poems sre
open to manifold interpretations. This was 3 new experience
for me, for here united were s flamenco guitarist, a butcher, a
pastry-maker, a shpemaker, an office clerk, s retired cabbie, a
barber, and two temporarily unemployed construction lsbourers
reciting from memory and intelligently discussing the poetry
created by some of Spain's finest minds., A few of these peaple
were illiterate or nearly so, yet. they were enthreiled by compli-
cated symbelism and imagery that appeal anly to the most
hiphly educated minarities in other countries,

After a while the poetry started wearing thin and they
switched to singing humorous songs, rapping out the best on the
heavy wooden bar.

Diege gor going on certain unmique pre-Civil War tanguillas,
same political in nature, others quite spiced up. Msny were
very clever and had the group crecking up. Others ceused his
friends to shuffle uneesily snd glance about, for they reeked of
anti-regime, and secret palice were everywhere in Spain at that
time. However, 1 came to find out the denger was not great in
this case, for everyonz in town knew wha the secret police
were, DBesides, by 1950 the police had become quite tolerent at
village level; one really hed to go out of his way to incur their
wrath. In Diego's case, even more so. He was respected as an
artist and gentleman, and the police knew that when he wes
drinking this normally spelitical person rmght start blurting out
"barbaridades.” They either ignared him, or secretly chuckled
along with him.

Fresh friends arrived at the bar thraughaut the efternoap,
hbad their flurry of mood-making drinks, and jained us. Gregorio,
the hig peacefu! mason who had spent fifteen years in prison
gfter the war, wno could drink impossible guantities and was not
truly drunk until he started roaring his sole saled, his eyes npt
guite focusing, an impish grin an his face. And Ferpandillo, a
nearly bleck gypsy, wha at that time made his living partly by
urloading trucks but basicaliy by the con, illiterate but with a
razor-sharp mind.

It was nat two o'clock in the morning and Pepe, owner of
the bar, had to close up. No one, of course, wanted to break
up the gathering, snd at Diege's suggestion we loaded up a few
bhottles of wine end & case of beer snd fallowed ‘him out into
the summer night, We did not go far, moving down a street
lighted only by the moon and through a large, barely discernible
doorway to the right. We emerged into a large, walled-in court
that shone blindingly in the maenlight. Three of Diego's five
sisters lived here with their families, as did Diego's sole remain-
ing brother, Melizzo, and his siderly mother, quite senile at the
time and confined to 8 wheel chair. Diego's sisters claimed
they lived there with Diege in order te “take care af him," but

of course in raslity it was the other wsy around. During those
hard ysars Diego was the only one in the cian who regulsrly
brought in money, and wss in large part responsible for support-
ing the entire fsmily.

Diego was in the mood to plsy, and one of his nephews
brought him & cheir and his guitsr. The rest of us settied down
on the ground, distributed the wine snd beer, and waited. Diego,
his heir silver in the moonlight, his nose gypsy-besked in ailhou-
ette, began playing, It took only a moment to reatize that this
was like nothing ! had ever heard. It was not even iike the
Diego of the Utrers gathering, the excelient accompanist. This
was a mystic Diegn, opening his soul for his friends in this
mapnlit caurtyard. Ma technics! frills merred the pure emotion;
each note was significant. The music broke forth, ebbed, surged
sgein, like some magic surf. Extremely forceful phrases were
followed by passages of utmost delicscy; lang silences heightened
and dramstized this tapestry of feeling and beauty inta which
each of us was being woven. 1 was spellbound, [ had heard
much music in my thirty-one yesrs, but none anywhere near so
maving es this.

‘Diego played an for perhaps thirty minutes, Mot a saund,
not even an olé, was heard, When the last notes were carried
swgy on the werm summer air the silence continued far a few
moments longer, and then sil hel! brake loose. F ernandillo,
sitting next to me, commenced tesring hie shirt off his back,
then inte shreds, then hurling them ta the ground and stomping
on them (it was his only shirt, ] {ster learned). A roar of
"Diego” snd "Olé" engulfed the courtyard, end everyone was
embracing Diegn. The plsce was complete bedlam, Diego's
entire family had alsa hesrd, end were also demonstrating
excitedly. This could only lesd to one thing: merrymaking for
at least the rest af the night. Everyone sang and danced,
Diego's young nephew, Paquita, played, es did Diego’s brother,
Melizza, Pepe of Casa Pepe was awakenad and more wine and
beer purchesed. Sometime during the night & pair of mumicips!
policemen dropped by to see what all the ruckus was sbout, hsd
a wine or two, tald us to try ta hald it down a bit, and departed,
sheking their heads and grinning,

About seven in the morning we went down to the Bar Nuevo
Pasaje for coffee spotted with brandy or aguardiente. After the
twenty-some haurs of juerge, | felt not perticularly tired, nor
exhilsrated, but instead feit like something worthwhile had tsken
plece during those hours, samething that wes truly worth pur-
suing. These poople, 1 felt, had the enswer, or et least were
far closer to it thsn we in our punch-in world of nine-to- five.,
[ could not put my finger on snything we had truly accomplished,
nething thet would move worlds, ar meke eny difference to sny-
pne tomorrow. Perhaps the answer is thet we hsd lived those
hours,  Ambitions, daily bread, schedules, pressures, mores snd
stsnderds hed been forgotten, time had been erased. Perhaps
for the first time 1 began fully to understand just whst the
flsmenco life style represented. | liked what [ felt.

Diego and Fernandillo (in a barrowed shirt) were talking
sbout running out to the Pefidn for ths dey. It would be wsrm
and besutiful, snd the Pefin wes e glotious place, they explained,
ta nap an the sunny sand and heer the waterfslls play. We'd
pack some beer and wine on ice, tske some vegetebles snd
mest and make = guiso {stew). This fetching pian snapped me
bsck ta reaslity.

"My god," 1 toid them.
night for dinner!”

"Hambre," ane of the group answered cesusily. "So were
aurs. If you da everything your wife wants, you don't livei"

So the picnic was on. Diego talked a cab driver into tsking
the day off and coming with us, carrving half the group in
exchange for his food, wine and gasoline for the day. 1 took
the other half. (In 1960 only the weslthy, cabbies and foreigners
could afford cars; not one of the flamence aficionados ! knew
throughout Andgiusis awned g8 cer, not even those considered
weli-heeied.) We purchesed the wine end beer fram Pepe and
alss borrowed his huge stew pan, got the fpod and ice st the
market-place, and were soon bumping due south over a terrible
dirt road,

We arrived at s tawering railroad bridge that spsnned & deep
divide, at the bottom of which ran the River Guadalmanil.
MNearby, the river cut between high cliffs, spreading into a
tranguil lagoon. At the fer end tumblied a mast inviting water-
fall, high enough to stend under and let the water beat on one’s
body. High on the cliffs lived hundreds of birds of all sizes --
cewing corows, sparrows, hawks, wvultures, sagles -- and at any

"My wife was expecting me lest
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Ahove, author Donn Pohren jcentre) with singer Manolito de Muria

"...THESE PEOPLE HAD THE ANSWER. OR AT LEAST THEY WERE FAR
CLOSER TO IT THAN WE IN OUR PUNCH-IN WORLD OF
NINE-TO-FIVE..."

one time anywhere from two dozen to two hundred birds would
be gliding high overhead.

The trip had been well worth jt. The spot was spectacular.
And here we spent the day, swirnming, napping, drinking, a little
singing and quitar playing, but mostly relaxing and regaining

strength. The food prepared was memaorable; memorably good if
you had an excellent digestive system, memaorably bad if not.
The salad of tomatoes, green pepper, garfic, onion, black pepper
corns, oil and vinegar, all in considerable abundance, was deli-
cious, as was the stew of pork, potatoes and vegetables if one
could handle the effects of the handful of hot red pepper that
Fernandillo so casually tossed in. Fernandillo maintained that he
was not anly the best, but the best looking chef south of Paris
(he had never been further afield than Seville), and these were
his specialities, explosively succulent as we spooned them from
the communal salad bowl and stew pan.

On the wsy back te Morén we stapped off in Caripe, a
spotlessly clean little town so remotely located that many of its
citizens al that time had not even been to Morén, just 17
kilometres away. But Diego had been to Coripe many times
during juerga excursions, and seemed to know half the town.
The first task was to attempt to quench our ravenous thirst
with quantities of the most refreshing ice cold beer | can
remember. The beer revived us instantly, and Diego decided to
break out his guitar. The locals were delighted. Flamenco with
the guitar was a rare event in this isclated village, and in this
case was even more notable because the great and eccentric
Diego del Gastor was playing.

The day was sinking fast. It was nearly 10 p.m., and | could
see Lhat the group was getting revved up again and that the
juerga could go on indefinitely. Which was well and qood,
except that [ had a wife and child at home who were used to
some measure of stability and consideration. 1 began suggesting
I had to leave, but everyone was having far to much fun to
consider the idea. | insisted, however, and finally two of the
aroup who had to work next morning decided to depart with
me, leaving the rest to pack into the taxi when the Caripe bar

closed.

An hour later we arrived at Casa Pepe. Innocently, I
intended to drop my two new friends off and head straight back
to Seville, but to no avail. My friends insisted on inviting me
to the "peniltima" (next-to-the-last, for Andalusian folklare has
it that the last arrives only with death), nearly carrying me by
force into Casa Pepe. And guess what? A most lively session
was in progress, invoiving mast of Oiego’s young nephews, four
of whom were up-and-coming guitarists. Another, Andorrano,
was a singer-dancer; his dancing, above all, was unique and
inspired.  Since it was Sunday, everyone in Casa Pepe had been
drinking all day and was by now literally aglow, taking turns
dancing, singing, inventing crazy antics. My good intentions dis-
solved, and closing time found me happily drinking and enjoying
life.

By now it had dawned on me that to break from these
people you couwld not indulge in formal good-byes. There is
always somewhere else to go, something to do, and they will
never let you go wunless you are most determined and wilful
which, | must confess, | rarely was. I have always believed
that life is too short to avoid good times. Within reason, of
course. This particular night, for instance, they wanted to
continue over in the gypsy courtyard, as we had the previous
night. | finally decided the best way out was to merely dis-
appear into the night. [ was later to learn that this is precisely
what they all did on the rare occasions they decided to go
home.

It was during the latter part of those riotous years (1965)
that we decided to open a flamenco centre, in a farm outside
of Mordn, designed to show international aficionados the real
thing. We held some three juergas a week (starting around
midnight and lasting until sunrise, if not considerably longer),
offered flamenco lessons, and in general helped our guests
experience the best Andalusita had to aoffer. Diego, of course,
was a mainstay, both in lessons and many of the juergas. We
remained open eight wild years, closing only with the decline of
the flamenco life-style, when the artists' fees soared out of
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reach end, warse yet, most aof the fun disappeared. The Fla-
mencos discovered money and whet money can buy, and turned
glt their effarts in that directisn, Their former creed, the
scorning of matertal possessions and the exsbtation of freedom
and independence, was abruptly reversed.

Today the vast majority of flamencos, above &bl the new
generatian, abhar the old life stylie, act as if flamenco has been
liberated from ali thet disagreesble dissipation.  Most avaid
juergas like the plague, demand exorbitant fees if they do deign
to accept. They have switched ta whisky, dreas fashionably,
frequent the discotheques and mod bars, have bank accaunts... In
short, they act just Eike the dull rest of us.

Of course, there still remsin a few who would like to
continue their former way of life, but the "Prohibido el Cente”
signs and the blering TV in all the hars make it impassible,
Progress has seen to it that flamenco remsins bottled up until
show time, Wwhen it emerges not as spontaneous, emotional
expressisn, but as a reheared, repetitious, workedsy quest for
gold.

I can antly feel fortunate to have participsted in that unique
life style so many years, and feel sorry for younger eficionados
who no longer even have the opportunity, One thing is certain:
if Progrese hes offered a substitute, I heve yet to heer about
it

The Last Juerpa

It came as quite 8 surprise that you should devote six pages
of your magazine to a dissertation of flsmenco faik music snd
dancing by Mr. Pahren.

I feel sure it did not occur to you that the vest majority of
your dedicated readers couldn't care less about this subject and
are sssumed to be 8 bit more selective and sophisticated reia-
tive the company they keep.

The writer's education and flair for writing appears to he
wasted on these flamenco peaple whom Spanish Kings prohibited
fram serving in their armed forces and from crewing and
emigrating on ahips destined for the New World, A vast nurmber
of these fandango people do nat need to be glarified (for any
art form) as their main contribution to this great country is
through begging, indolence end lawlessness.

LAE 2

John S. Tayior, Jr.
Puerto de Santa Marfa

&>

RECORDINGS OF DIEGO DEL GASTOR

Zincali Productions has made available a collaction of
invaluable tapes aof Diego del Gastor and the peaple he wasz
assaciated with in and around Moron de la Frontera.

There are four 90 minute cassettes Featuring Diego with
singers Fernanda de Utrera, Manolitag el de la Maria, and Juan
Talegas 1515.00 each). There is a 60 minute tape of Antanio
Mairepa in La Cuadra, alang with a number of other artists
($15.00); two tapes feature Cilego and guitarist Cristdbal Dos
Sartos with some of the abave singers. There is alsg a 4§
minute cassette of Manolo de Huelva, who is unavailable on
records [(with some rinagr exceptigns) for $15.00, and *wo
tapes of solo playing by Cristobal Dos Santgs, an American
guitarist whose playing is hignly respected bgth in Spain and
in the United States !53.00 each].

Fzr more information write to: Glohal Information Distri-
oputors, 53 Eldr:idge Ave., Mill valley, CA 94941,

This is a tnigue opportun.ty and desecrves full support by
all sericus af:iecicnades.

PABLQ RODARTE

AN INTERVIEW

by Guillermo 5Ssaiazar

Beckground: Peblo Rodarte, a native of Denver, Calorado,
studied under the direction of the Lillien Cushing Schaal of
Bellet, was a dencer with the original compsny of the Denver
Civic Ballet, and left for New York in 1965 et the mge of 18 to
pursue a career in Spenish dsnce and flemenco. After a few

months aof tutorship under the Jeoffrsy & American Ballet
Thestre Schools, he rssumed his pursuit for knowlsdge in the
traditional academies of Spain, where he has FHved, studied snd
danced for the psst twenty years. He begen his training under
the tutorship of Antanio Merln, Mercedes y Albano (family of La
Quice y Frasquitla), Pedro Azorln (authority on the Jots Ara-
gonesa), and Miss Keren Marie Taft {Dsnish Instructor in the
Bournaville Schaol of Ballet). _

Within a vear, Pablo was auditioned snd contracted by
Rafeel de Cdrdoba to perform &3 soloist with Mr. Cérdoba’s
company in the “Festival of Picasso,” Toulouse, France. The
"Three Cornered Hst" wes the bsilet and the compsny was
attired in the ariginal costumes of Pablo Picasso under the
auspiceas of the Paris Opers. Rafael de Cérdoba then returned
to Spain to resume a tour of the [berian peninsula appearing in
summer 'Festivales de Espana.” Spain  then unsugurated its
nationa! television network, and Mr. Raodarte was engaged ss
iesd dancer in the telecast of its first jazz ballet under the
direction of Sandra LeBrsgus, Intermetionsl English Choreographsr
and "Ex-Blusbell Girl," known for her work in South American
end English television. Baing of true pionear atock, Pabio then
returned to the opposite end of the globe, to Australis where he
began instructing Spanish Dance for the British Bailet in Sydney,
Australia. In due time, the Sydney Symphany Orchestre was to
play works sf Manuel de Falla coanducted by Mashe Ashman, and
Mr., Rodarte was asked to dence end choreagraph these works,
furthering his popularity in Australia, which led to cabaret,
theatre and television performances, Also, through his endesvar,
Sydney audiencas ware t0 witnpess the opening of tha firat
Spanish Cabaret in Australia. Such was his success thet s six-
month tour of the Fer Esst was aoffered him and a baliet of
four, teking them to Indopesia, Singapare, Malaysis, tha Philippine
Islands, Hong Kong snd Maceo, also perfarming in cabarats,
theatre and teievision.

Upon receiving mews that Spain wss to install nstisnwide
color television, Albsrto Lorca, choresgrapher and director of
the caompany "Antoclogia de Is Zarzuela, contrected Psblo for
one year bringing him back ts Spanish sail. Thus, begen a new
chapter in his artistic carser. Submerging himself in the art of
flamenco, Pabla Rsdarta began ts work the flamenca tablac
circuit, performing in the tableos of Los Cabales and Torres
Bermejas in conjunction with Raul, a famous dsncer. It wes
during this time that Mr, Rodarte was to begin studying under
Angel Torres, a very well knaown flemencologist, for whaom Mr.
Rodarte, to this day, is totally indebted, for the knowledge and
insight acquired under his direction. As ane of Spain's [eading
flamenco suthorities, Angel Torres has coschad such artists as
Antania Gades, Marioc Meys and Carmen Mors. Ange] Torres
has also performed and instructed on the Continent, Australis
end in the United Stetes.

A Brpadway musical then taok Mr, Rodarte to the Scendi-
ravien countries. Mr. Bent Medding, Denmsrk's leading thestri-
cal directar, asked Mr, Radarte to dsnce in Copenhagen's debut
of "Man from La Msnchs," which alsa took him through the
provinces and Sweden. Yearning to return to hia hometand, Mr.
Radarte joined tha compeny of Jose Moling, making several
taurs of the United States and Cansde, performing with great
success in such places as Carnsgie Hall, Lincaln Center, Kennedy
Center snd the Cenver City Auditorium. Agsin, retuming to
Spain, he formed hiws own duo and traveled toc Oslo, Brussels
and Berlin, and then farmed a trio comprisad of Carmen Cubillc
snd Luis Porcel, former saloists with the compsanies of Antonia
Gades and the 5psnish MNational Baliet. The trio worked fsr twao
years cansecutively in the Cansry Islsnds, five months in Behgdad
snd two months in Ceiro, st the fsmous mena house, Mr.
Rodarte then returned to the United S5States once again, with
Maria Benftez tp dance with her in Santa Fe, ‘New Mexico end



PAGE

16

JALEC - VOLUME VIII, No. 4

resume another American tour, closing in New York at a gala

performance with Mr, José Greco.

Recently, Mr, Rodarte has

finished the 1985 season of the Central City Opera's production
of Bizet's "Carmen.”

Jaleo:  Tell us 2 little about your recent experiences in Spain.
Pablor Okay, as you know, Guillermo, ['ve been there since
1964. I want there when I turned 18 &nd have been there

X

t Yeah, Camelamps Nagquerar.

ever since. | was gone ten years before | came back to the
States, you know, so I've seen z lot happen; and [ think, in
the past ten years since Franco died, flamenco has undergone
a big change, becauss now there (s freedom of speech.
During Franco's time everything was suppressed, snd [ think
all the people, [ike all the flamencos, like the gypaies and
the andeluces, are using this as =2 protest, 2 means of
expression. Flamenco is a political movement, it's a social
happening, you know, and they're using this for protest now;
s0 you're getting a lot of theater things--Mario Maya does 2
ot of that--to protest foar the gypsies, Sp it's a wonderful
thirg; it's like a rebirth, and & lot of things are happening,
you know. It's crested s big interest in Spain now; befors
it’s just been the tablao flamenco, very rmuch alive in
Andelucla, but you know Andelucla has been suppressed undar
Franco'a regime; only now are they wusing that to ask for
social...human rights, because il's been a very neglected
province. So & lot is happening jn the theaters, which is
wonderful, and the people are being made sware of flamenco,
the Spanish people themselves; before that it wes just in the
teblao and for the tourist, right? So rnow they get it in the
theeters and they're waking up, and it’s becoming very much
alive.

So in your recent flamenco experience you mainly roticed
one thing, the protest type of flemenco that was..

Yeah, Mario Meya just finished two shows. The first one he
did, what was it? Cameiamos...

MNaquerar.

That was the first one he Jid,
which was a bit hit in Madrid, because it was the first time
they had seen flamenco on that scale, in that sort of theatri-
cal sense, you krow; and what's the other one he did, the
later one, which hg did down in the Lavapies?

"AY"-

And then Antonio Gades, of course, what he did with "Bodas
de Sangre” was another revolution; he took Garcia Lorce's
poemn and he did a thing on that, which was excellent, and
that was a big rage in Madrid,

Then, after that, he did “Carmen,” which | just saw in
Madrid; he did "Carmen" the stage play; | prefer the film,
the stage play really dragged sn. He traveled with that, of
course, through Europe and that was just a rage. So he'’s
done = lot to bring the public's attention to flamenco.

Then I think the tablaos ere taking a turn, because the
public is becoming eware of flamenco, they're starting to
become 3 more critical public; so therefore the standard is
going up. MNow you're getting importent figures like...[ just
saw a man who was wonderful, his name was Menolo Soler,
he was from Sevilla; he hssn't danced in ten years. He's
had a lot of problems, msrital problems, you know typical
thing in flamenco life. You know jt's not s happy thing, it's

very tragic, This is snother thing | wanted to express about
foreigners connected with flsmenco; it's very important that
vou have a personal conflict going on in your life. It can
only be used a5 an expression by somebody who has got
sormething gojng  on  inside, you krow, conflict, personal
convictions, and that lends itself to that expression. 5o like
[ say, Manolo Soler is wonderful, wonderful...and be hadn't
been dancing for ten years. He just felt like he had to say
something. So he's not 8 young msn.

And then you haeve La Tati, wonderful, wonderful, wonder-
ful dancer, you know, buierfas anmd that; Matilde Coral, she's
doing wonderfuly the other one, Msnuela Carrasca, she was
another thing when she came out, you know, she was gypsy,
she was wonderful...and so it's really wonderful, because you
get a iot of young kids interested now, you know, they call
them the “Macarre"...

What is that?

: Mecarrs are the youth wic ere protesting; you know, they

want social change, they want this, that, and the ather. Yau
get a lot of these peaple getting invelved in flamenco naw,
and so you get all this young blaod.

X
P

: Routines, right.

: h yeah,

What about foreigners?

I've been away from the States for twenty years, and when I
was in Spain | was a novelty; there weren't many of us
foreigners there, right? And row you get, (God, Japanese,
English, Austrelian, or...everybody coming. I've seen & lot of
foreigners come and go, but [ don't see meny forsigrers
stay.

That's en jnteresting point.

They come and they pick up choreographies, so they don't
stay.

5o they're more interestad in picking up routings,

So, I don't believe that is dancing; that’s
not flemenco darnce.

And 1 think it's wery difficult because we're coming from
foreign cultures; !'m a foreigner as weil. When I arrived in
Spain [ was the milk end cookie boy, you know, al! americen
boy. I was looking at everything through my Americen eyes,
becauese of the way I was brought up, and it took & while
for me to stop doing that and to start sceepting. Qver the
yeers [ got over thst. [I'm so giad because it changes your
outlook., 1 miss Spain very much. To me thet's my home.
I've got my friends, my lifestyle, and everything there,

Back to the foreigner. So many foreigners de this: They
come, they pick up the rputine, they spend their time in the
studio. The studio is very important; you heve to pick up
your techrigue thers. But the dance, the soul, whatever you
want to call it, that other thing, you've got to get down
among the pecple; you've got to be among the flamencos;
you've gob te live that Iife; you've got to feel that, So
you've got to have something...a drive inside yourseif, what-
ever your confictions are, you've got to have something to
lend to that expression.

Tne foreigners are involved in footwork, To them fla-
menco lies in the feet, and the more complicsted the batter.
That’s an exhibition. Flamenco to me is what takes place
with your upper body; the upper body...now can [ explain it?
Raza! Race! We ali have a race in us; the thing is that
the andaluces, the gypsies, they exhibit this race in their
dance becsuse thay're very proud. That's the thing that the
foreigner finds very difficult to lesrn and which they just
pverlook, They never learn to work their upper bodies
because...the andsiuces, the flamencos, the gypsies, they
stand in a natural way becsuse of their race; they are vary

proud; that's the way they're smnade. Sp it's very difficult
for a foreigner to capture that. [t's e Fforeign Lthing to
thern: being proud and to assert themselves, 5o thet Lakes &
Iong time--if they even concern themselves with it, | go to
classes, and [ say, "Oh Gopd, wbat fabulous footwork, what
foatwork! But they don't "say" anything; there's nobaody
inside them, There's no '"peso'...you know whal peso is?
Pesp is personality of your...yourseif; they have rone of that.
They haven't asserted themselves.

And you get a lot of foreigners who deny their identity
and who want to becoine gypsies, right? This whole gypsy-
manie, you know, they’ve got to be gypsy. | heve so many
gypsy friends and 1 consider them my brothers and my
sisters, but [ have never had to give up my identity. [Ive
done the other way. I'm very proud of where | came from,
you know, Chicano, Mexican ancestry, of whom [ am; I'm
very proud of myself. You have to be, and so I’ve never
given up my identity..and they heve accepted that. You're
never going to bDe gypsy; you can't be whet you're nob. So
thet's the whole thing about flamerco; flamenco s  an
expression to assert who you are. [f you give up an identity
you're anly hitting your head against the wall. Whet else
can you say?

What sbout the varipus places you've been in Spain?
do pretty rmuch work out af Madrid?

[ was a while down in Sevilla, I've been in MAlaga, I've been
in Cédiz, and my hase haa been Madrid, yeah. That's where
show business goes on, that's where vou're gaing to get your
contacts, thet's where you're going to be able to work,
right? 50 almost everybody who wants to pursue flamenco
as g career, you knaow, they come from Andalucfa end they
always end up in Macdrid because that's where the nucleus...
that's where you're going to get the...work.

Do you ever get employment out of Spain?

all the time. 1've ftraveled all cover the world
through Madrid. I've been all over, I've been as far as
Australia, ['ve been in the Far East, ['ve besn alla aver
Europe.

Qo you



JALEQ - VOLUME VIII, No. 4

PAGE |7

J: That's a pretty comrran thing ta get contracts out of Spain?

£: Yeanh, yeah, isn’t that nice!
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1 In the flamenca festivals down in Andalucia.

: Yeah,

Thank God! Sure. [ was just
recently in Babgdad, and Cairp last year, and before that
was in Israal. Then | was in tha Canary Islands, you know?
{'ve bean very fartunate to have bean sble to work all this
time, becsuse that supported me, paid far my studies, paid
the rent, the food, you know, I've oeen so fartunata. You
have to make s sacrifica..and there is 8 way; you'll always
surviva if you wart lo chopse this as a life stvle, because it
is a life style. Dedicate your Lfe ta 1t! 1 don't believe in

‘dzbbling.  That's why vou get all these ather things araund
the warid, these flamenca things...it's a verv suparficial.,
image. You know what I'm talking abaut.

What is your feeling about how flamenca is to be presented?
Far exampie. many people feel that everything has to be ih
the "cuadro” style or format.

fFiamenca fends itseff to a grest theatricai sense, as iong as
it...it Nas ta be dane in a very intimate...l don't believe in
big theaters. They even do it in stadiums, my God! It
becames sao cald then. It's always been done in an intimste
atmasphere.

Where did you see flamenca in a stadium?
do you remember?

Where was that,

They have big
places, and it tends to logse because it's too far away.
You're too isolated fraen the perfarmear.

But not foatball stadiums.

I've seen it in Madrid in foothall stadiums, and it
loses. I believe it has to be gZone om a small scale, but in
that small scale so much can phe daone, you know, as far as
lighting, staging. 1 think flamenco iends itself tremendously
ta that.

Have vyaou
settings?
Sure, [ used to go to Villa Rosg a lot.

That closed dawn mary vears ago,

Then there's this place around...Café Andalucls, 1 think it
was called, where evervbody hangs out, and another place
called Candelas--a lat happening there, everybody goes there
after hours, very small, very relaxed, sometimes it happens,
sometimes .t doesn't. It's very, very, very relaxed, unforced:
Sg, I've been able ta see a lot of things, you know.

So it wouldn't be paid flamerco, for money?

Ng, ng, na, na'! This is your crowd; "la basca" they call it,
vour...your friends. Oh God, you know, that gaes an every
night, and like I say, sometimes tnhings don't happen. People
are working all day, they struggle, trying to make a living.
You just hang aut tnere! And so, that's what | miss very
much.

What sbout that place called "Saturday's”..or something like
that?

"Yesterday's," oh yeah, [ think it's lost a lot. 1 think it's
changed aover. It's gane dawn to Candelas now. 1 say I've
been in the States s year and a few manths now...maybe it's
changed, but "Yesterday's," everybody was going there.
Was that s place for professionals to hang out if they
wanted to get qgwgs?

Cn yeah, definitely.

Are there any "seforitos," or
appeared?

Yau know, | don't think it's like in the oid days. “You mean
somepne who is giving you backing. it's very...Ged, I haven't
seen any around, Jesus. One should be so fucky! Gades ran
intg things like that. [ think that really existed more under
Frarca, beceuse, 1 guess, it was s tremendous suppressian.
¥You depended on that. But now there are 30 many peaple
involved in ity like now you have the Ballel MNacional, tne
Snarish Ballet MNactional. which is more Spanish dance. i
aan't esre for campanies of that size, It starts to look like
Radia City Music Hall, you know, precision, The Ballet
“aciana! started with "Antologla" under Aloerto Lorea and it
was Spanish dance. They oo into Spanish dance berause it is
such & granc scale. Thev resart to Spanish dance, the
Spanish classical pieces.

Flamenca bewng a part of that presentation also.

Yaah, they include it in there, and ye!, mast of the time,
it's not really flamencao oriented. They are Spanish dancers
wha da flamenco, instead of the other--a flamencs whao
wpu'd do  Spanish  dange. If 8 flamanca dancer daes a
Spanish classica! piece there's a different matiz,"” there's a
different colaring, and its & different expression, as oppased

seen much flamenco in family or jusrga type

has that pretty much dis-

to 8 Spamish dancer who does flamenco. To e 1t doesn't
cut it. Like "Antalogla"; when they started, it was 3 small
campeny and they did beautiful thingsy but then they made it
g national ballet and vou get hundreds of dancers like Radio
City Music Hall, And it's funny, you know, have you ever
seen Piler Lépaz' company on the stage?

J Not!
P: Well, it was wonderful, barause it was a large campany, but

there was so much personality.  You had all these great
dance personalities; yoy had Alejandro Vega, Jiménez and
Vargas, you #frad Alberto Lorca, you had...God, sa eany, all
of them that she had, al! these graat male dancers..and
female dancers. They wers graat personalities! [t wasn’t
Pilar L6pez and her carps. There were definite persanali-
ties. You went awey and you knew who was dancing in her
compeny. Today yau don't; you know that somebady has a
company and thet there are dancars. You came sway talking
about whoever's coempany it was, You don't come awey
talking about "she" or “he", I think Spanish dance or fla-
menco has last its' "aire". Just naw people are waking up to
the fact that it's not the technigue; it's what you got inside!
Your personatity is very important, because it is you. It's
became so much,.. guess because of the maodern age...exacu-
tion: the contratiempo you can do, the faster heelwork you
can do, the mare spectacular..it's exhibition! But you still
have people lika | said, like Matilde Coral, you have Mancio
Soler, you have these flamencos that come up, thel move
DLl

X }IZ()D you have sny advice for students of the danca?

P: Fareigners shauld study from everybody, right? But  then
after that you've gol ta do you're own thing, because other-
wise you are still copying. You stili haven’t established who
you are. So it's very important ta study from all these
peoplie, but you don't ga out and..."l learned this routine from
such and such'...and you perform that routine; that's just an
execution, a technical execution which anybody can do. The
thing is ta take what you have lesrned, and to develop your
awn personelity, snd do your thing.
tr. Rodarte may be contscted at: 1581

Denver, Colarado 80223; phane: (303) 722-4036.

W, Nevads Pl.,

i E—

EVOLUTION IN CARMEN AMAYA'S FLAMENCO
STYLE AS PERCEIVED BY THE CRITICS

by Meira Weinzweig

Carmen Amaya was a gypsy flamenco dancer who gainad
international star status in the 15940's. In & majestic and
creative way, she gathered the power of her Fuli self and the
power of the traditional flamenca art form, ta bring this dance
ta 8n unequalled height of popularity. Her innovstions left a
permanent impression on her contemporaries and on those who
fullowed her. Yet by the and of her life Amaya's innavations
were completely integrated into the traditional aesthatic froem
which she sprung.

Amaya's essential heritage was
aesthetic* In flamenco, the dance avolves as a reactive,
amotionally exposed, commentary. The content and structure
gre impravised, using traditional signals of communication and a
traditional vocabulary. The singer strings together o series of
short verses, consisting of poetic irmages of ematian, ar nuggets
of traditional wisdom. The varses are chosen to makea 3 com-
ment an himself, the dancer, the audience, or life in ganeral.
The dancer reacts ar “comments” on the unfolding mament,
sbaping the dance either in cantrast/rebellion or harmany to the
sung statement. The audience is a participant, albeit passive,
identifying emotionally (racially] with the artists, The flamenca
audience, somewhat like the jszz audience, perceives a dialogue,
with a series of arguments and resolutions, which beccmes
insight as the dance unfolgs, and is internalized by esch viewer
individualiy.

"Flamencg is...an integral form of feeling the cosmos and the

tha gwpey tradition and

smali warid af ore's personality.” {(Vicente Romera, Dance,
Mav, 1982.) Flamencc peaple mave within  an  unaitarable

scheme aof outcast status, and :heir behaviar is verv regulaied
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by iaws internal to their society, Within this unchanging warld
erupt an infinite variety of situations and emations, which give
the gypey his conceptusl freedem. The internal life of feeling,
and fantasy, is externalized in flamence. The height of the
ovosy  aesthetic cansists of a  conjunction  between profound
ematicr and supreme gbjectivity., These fatalistic chmaxes of
emotional jnsight, when they dan't self-destruct, lead full circle
o the carefree humor of flamencao culture. In concert, the
viewer experiences the deep inner reality of all the participating
artists, as well as his own.

Far example, sexual distinction is prongunced in  gypsy
cujture, and s9, in flamenca dance the male and femaje differ.
The male dances from the waist down. He holds his chest out,
the body weight shifted over the metatarssls. In place ar
walking, he changes his weight in steady tempo from the [eft Lo
the right foot, alternating back and forth with the knees, hips,
and ankle joints loose enough ta create an impression of smooth-
ness, bul without any excess side to side motion. The arms
mave rteflexively, describing alternating circles of each shoulder
Jaint in front of the body, the head is straight, the glance
autward and slightly upward, Fram this symmetricality, the
maie will throw his body to either side, farward, or back, with
8 sudden, off-tempo impuise. In this off-balance posture, the
male will cross one leqg in frant of the other and kick it out
again, and just before falling will throw his weight the other
way by crossing the gesturing leg behind the other and aut
again.  Again, he will save himself just in time by teking a
smooth step forward accompanied by a small circle of the hands
to shaw that he has “tied off" the situation. Men aiso create
rhythmic patterns with their feet, bringing the whole foot
sharply and repeatedly to the ground in a stamp, or bringing the
matatarsal dawn sharply, then lowering the hee! in a separate,
gunctuated action,

Women dence from the waist up. Their iower body aiternates
in reguiar tempo from one foab to the other, walking or in
piace, with the knees and ankles toose and the hips refiecting
the rchange of weight by breaking autward as the body weight
snifts side to side. The weight is carried back, over the heels,
in a 'sested”, bent-knee position. The waist is flexible, tne
torsa lifted, the back arched, head puiled back, and arms
cireling from  the shoulders in & broad radius which extends
behind the body. The arms move slowly, the wrists eircle, the
nangs and fingers extend and flex. The head is arched back and
titied up, the gaze either our and Up, ar dawn at the Ffloor.

The male dance demanstrates virility, agility, and skill in
"slight of hand."” The female dance communicates gracicusness,
senmiivity, and majesty, In developing a commerciskly viable
dance tecnnique, Amaya drew from both male and femaie
fiamenco dancers.

Carmen Amaya rmastered the male foatwark techniques and
incorporated them inta her dance, The fast foatwork was very
commercial, and had far-reaching effects onr her technique. She
was forced to shift her weight from the traditional, backward
tean of women, forward aver the metatarsals in order te achieve
veiogcity.  Fram this center of balance she could execute sharp,
percussive moverments which had previousiy been the province of
meles. Far exsmple, she altered the "broken turn,” in which the
upper body rotates bent at a 45° angle from the axis of the
turning Jower body. Before Amava, women had performed this
turn softly and lightly; she performed it sharply end percussiveiy.
Her speediness, which was her greatest commercial asset was, in
flamenco terms, & male rather than female quality. ‘Yet the
constant realignment of weight fram back to forward esused an
undujation along ner spine which was refiective of female upper
body expression. And the consequent dynamic interplay of
epposing centers of gravity and tension pave a wvibrating, helgd
quality ta Amaya's dancing which embodied the majestic, female
style.

José El Ching, Amaya's cancer/father, taught her foatwork,
turns, maie bady postures, and sharp weight snifts. Amayz aiso
assimilated idea: from Vicente Escudero, an early mentor and
famed flamenco dancer, and Rarfael El Gate, a family friend
wha invented a virile dance calied the Farruca. Amaya learned
the feminine dance from her dancer/motner. She atso drew from
La Tanguera, La Salud, La Macarrona, and La Malena, who were
well-known dancers of an older geperation with and far wham
the prodigy Amava performed. (Paca Sevilla, Jalea, Naov, 1380.)

The flamence arena coptrasts with daily gypsy life in allowing
free emotional externalization, and in  allowing some sexual
transferance.  Men often sing women's verses, and vice wersa;
men often imitate women in comic dances, and wamen may also

take on certain male steps. Before Amaya, La Salud had warn
rale costume, and during her time, Arqentinita anc Pilar Lépez
\well-knewn Sparish dancers) had warn jackets, skirts, and boots
‘Etsa Brunelleschi, The Dancing Times, Jan. 1964). But Amaya
costumed herself in white pants and a white jackst, and this
oecame her trademark, one of the elements which lec to her
commercial sucrcess,

In this cestume, Amaya performed lang, high speed fontwark
solos and multiple fast turns.  But she did not limit herself to
male costume: she also taossed her [ong, biack hair and dressed
in bright glittery dresses. She lengthened the train of Spanish
dancers ta 15 ft. (over three Limes her height). She used rthe
train to spectacular effect by wrepping it siowly sround her,
then kicking it ta unwind mid-air.  Amaya freely appropriated
elements of both male and female movement, and exaggerated
them for the international market.

By wearing pants, becoming successfui and thereby becoming
the sole provider for her large family, Carmen Amaya could
play gut her masculine aspects, and hence paradoxically arrive
at an artistic maturity whicn was pawerfully female. During the
span of her career, she gradually let go of the over-exaggeratad
gimmicka. She shortened her heelwark passages, let go of
multiple turns, fly-away hair, and the frenetic movement typical
in male dancing. She replaced them with the femele expression
af silence; a stillnesa in which the upper body arch could be
braught inte faecus by slow, sustained rmavement in the arms, and
the face could reflect Amaya's inner life with greater subtlety.
American critics had an excellent vantage point from which ta
perceive these chanpes: Amaya performed extensively in the
U.5. between 13541 and 1945, then left and returned 10 years
later, debuting in Carnegie Hall cn Sept. 30, 1955,

There will fallow an examination aof selected writings on

Carmen Amava by English-speaking critics.  Their essays and
reviews have been separated into twa categories: pre- and
past-1955, Their descriptive phraseologies have been pulled out
of context and sorted, first into date and author, ther into
braad cateqories of imagery. Certain authars, such as Jobn
Martin and Walter Terry, reviewed Amaya repeatedly bath
before and after 1955. Their work per-1355 will be compared

and contrasted to their past-1955 work, to analyse the differ-

ences they each szaw iN Amaya, and ta see how their perceptions

of her changed. The imagery Systems of other authors will be

examined to see wnet the consengus is with respect to Amaya's

develaping style, during both her first and her second visit ta
the U.S.

Cn the accasion of Amaya's first Carnegie Hall appearance,
an Jan, 13, 1942, John Martin reviewed her for The MNew Yaork
Times {Jan. 14, 1942). He said that "the evening was something
af a iet-down. Amaya was "..a vivid perscnality, and a fine
dancer, within 5 range that is limited byt gquite sufficient...she
makes use of her dynamics entirely legitimately and with
reasonable artistry," He continues, "..when she s at her best,
which is to say when she is doing her characteristic gypsy
dances...she dances superbly, every fibre of her bady sentient of
ling, mass, and dynamics." Orn the other hand, “there is nothing
classic about her..she is laeking nuance, variety, and distinetion.”

Four manths later, Walter Terry says Amaya was "..far from
attractive, in the lyric sense," although she is "knock-out enter-
tainment.” In the context of a very enthusiastic review, Terry
describes Amays:  'rousing..dynamic...fiery..volcanic...explosive...
animal..."

Terry was nat umique in his perception of Amaya. Of 354
descriptive wards found in selected reviews, 49 describe her in
tecms of non-human, viclent forces, inejuding machine-guns and
tarnadoes. During this time, a powerfully attractive woman was
catied a "bombshell," ..e. patertially destructive. Sol  Hurok
stressed this maoce of descriptive terminctegy in the publicity
packats formulated by bis aoffice for Amaya. Yet his implication
of Amaya as fermme fatale was unsuccessful. This was just the
time when women in the LS. were being channelied inte the
warkfarce:  such s powerful, passionate wornan, in pants, must
have hesn somewhat threatening te American males. Describing
her appearance, 7 words frem the artictes selected portray
Amava as a "beauty”, or "rare flower", while 28 say she was "no
beauty", "far from attractive', "dark”, and "strange'.

The perception of Amaya as non-humen extends itseif into
animalistic adjectives (39, such as "panther", "bronea“, ''gypsy",
"primitive"”, and "barbaric”, whieh emphasize the distance between
rar arnd the audience. In 75 differant wards, like "viscious",
"lashing”, and "“seething", Amaya is seen as human, bui viclent.
John Martin refers ta her “srtistry™, but 12 deacriptions say her
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gancing is "nat art”, "nat classic”, etc,

However, Amaya was definitely seen as powerful. Her tech-
niquer ‘calculated" and "flawless”, is described an 271 occasions.
—Her "vigor" and "farce" are mentioned 49 times, and 21 words
signify "amazing”, "incredible®, and “extraordinary". Her effect
an the audience |s described B times in a positive light:
"compelling”’, "irresistable”, “warming'; but 18 say she is "terri-
fying", “disturbing”, "deadly", and "dermanic™. In  contrast,
Amaya's hurman, positive guslities are described in 20 ways, like
"profound®, "dignity", and "brimming". Amaya is called “gypsy”
7 times, but she is called "Spanish" anly once. .

Same clear patterne have emerged. Amaya is sensational,
perhaps attractive, but not guite human, snc certainly nat an
artist. She lacks distinction and is gypsy, assoctated with
primitivism, but nat Spanish, which was associated with knawn
artists such as La Argentinita. She is is "warming” but aiso
engulfing and demonic, -She is passionate, but not sexy. Edwin
Cenby says Amaya is "in the process agf becorming a reeitalist..
the whale thing ix off-balance, but highly interesting {Lookin
at The Dance, Mar-April, 1942). The American auvience was
Tespanding to Amavya's speed and citcus-like gualities of sensas
tionalism and exoticism. And they were interested in Amays
the develeping artist. But they were not identified with her,
and therefore couldn't perceive the mgre subtle aspects of her
flamenco.

After a 10 year absgence, John Martin describes Amaya:
v..she left us as » whirlwind gypsy without much form or disci-
pline, she retums to us an artist." She has “perfected & sharply
etched, fiercely concentrated stage pertrait of Carmen Armaya."
He says, "the guieter she is, the more intense is the latent
power behind her rmoverment.” She is Fincandescent™, and “magic',
"Nothing is wasted, when she raises an arm, however slowly, it
staye raised.” He spesks almost lavingly of the "merest little...
wisp of 8 woman," "her taut little body,” "small, dark face,” and
"rarvous feet” (The Mew York Times, Oct. 1, 1955,

On Oct. 9,_!\.4'5rtin says, ''the new Amays is overwhelming,”
"...a breathtsking artiet.” He calls her “the most competent of
all possible guides into the beauty and essence of her work."
All of ner "terfmpestupus virtues...have been cleered of obstecles,
simplified, directed into more cobjective channels, suffused with
comment." She is “no jonger simply the high-tension gypsy
night-club dencer of earlier days” but s “...great Jady." 5She is
"apimated by a feeling of latent violence, held in check by an

equal power of control. When she lifts an arem “it is as if it
were forcing itself through a weight of water.," 5She “stands
ctill...freguently, and with incomparable eloguence...” He con-

cludes, "In our time we have had & handful of great Spanish
dancers -- lLa Argentine, Las Argentinita, Escuderc..we can do
no lees than add the narme of Le Amaya to the list."

Walter Terry reveals a similar shift in perception "...there is
a regal feracity about her which comemands respect, for here is
the artist." She hps "enormous beauty” and “dramatic grandeur.”
in Amaya Ythe heat of passion is freely revealed but held within
bounds by her mastery of the dancer's discipline” (The New York
Herald Tribune, Oct. 1, 1955,

He elaborated s few deys later. "“Amays has returned as a
polished sensitive artist," " She has a new senwe of dedication
and an inner power to match the outer brilliance of action...”
She is "beautiful", “arietocratic®, and "Spanish®, "...8 power when
she is motionless..." “Her solos were each a masterpiece of the
flamenco art..trancmitting through the movement signals of her
race and culture, slements of life itself.” He rcancludes, "Amaya
was the ster, one of the brightest in the world, ethnic or other-
wise," (Oct. 9}

- In England, Elsa Brunelleschi comments “that with the passing
of time the fire of Carmen's dancing, uncomplicated and im-
mensely Spanish, has filtered through end purged atl into an art
of pure end ciear quality” (The Dancing Tirnes, May, 1959} And
Pgter Willilams said, “in the space of a few moments she cen
convey the contrasting sorrow and jDy..to be shle to do this in
dance is obvicusly to have reached the pinnacle af art™ {Dance
and Dancers, Jen., 1964
TG Butler calls Amaya 2 "legend", and a "goddess", alluding
to her female power., He saw her in Spaim:  "resistance was
impassible...surrencering, 1 whistled, $houted ‘bravo', ‘'olé', even
tD . utter amazement snc embarrassment, 'tuba huba'.  But
my considersble demonstretion was completely lost  in the
ovstion she received from her countrymen, who knew far better
than } what she was supposed te be dping and whether she har
done it" {Oance, Aprii, 19542

1]

After 1955, of 479 descriptions culled from selected critics,
B still insist that Amays is "nat classical,” and "not fermnipine.”
But none, in this selectionm, assert that she is "not art." Amaya
ie still a "phenamenon of nature," and a "seismic disturbance,
but froem && terms which describe natural phenomena and 9
animalistic adjectives 11 are more muted, less vialent. "Senaul-
dering”, Mincandescent™, and “frictional heat", are examples.
Amaya’s animal gualities are now associated with her naturalness,
nol with her race. Amaya's gypsy lineage is referred to twice
in connection with "urchin® and "whirlwind'", but £ times with
"Queen", “aristocracy”, "ambassadaor”, etc.  Critics describe her
as "hanest", and “genuine" 16 times.

[n 25 descriptions of the audience experience of her, such as
"fascinating", and Mexhilarating”, there are no references to
dermanic pr evil forces. “Essence”, “wheole", and "“awakened",
sddress the evolution in Amaya. And 69 terms address Amaya's
new world standing: "tawering', “pinnacle”, "full of divine fire",
etc. There are B84 descriptions which characterize Amaya's
power directiy, without resorting to dehurmanizing adjectives:
“potency”, "force, and "projection". Amsya's technique is, a8
before, “"perfect".

in 21 descriptions, Amaya's attitudes towards the audience is
sEen 8y very ackive: she "assaulted", and "conguered" them,
But the audiences no longer frightened or shocked. ' Amaya is
still 25 times "angry" and “furious”. But 32 words refer tc a
wider range of ernotion in her: “tragic", "mervous", "ebullient”,
and “lusty". The perception of Carrmen Amays’s appearance ic 8
times “beautiful”, 37 times “tiny" and “lithe”, identifying with
the cantrast of her little body moved by powerful energy. She
is called “masculine” I 4 ways, and she is slso called “Spanish™
4 times, .

After
artist.

1955, John Martin |[egitimized Carmen Amaya & an
Amaya's way of dancing hsd changed in a way that
silowed him to experience her deeply. She had formed a
connection with her inner celf and with her gudience, which
demanded moments of listering, sensing, and assessing, Amaya
had travelled the full circle. She had appropriated trsditional
male dance and had bacome both commercially successful and
emotionaily powerfol, Gradually she evinced more of the
gualities traditional in a8 female "deep”*dancer. She turned less,
moved less, used her footwork selectively, kept her hair tied
back. She held her postures longer, moved her arme more
slowly, alibwed herself quietude on stsge. Mertin perceived the
"magic' of his deep emational bond with her during these
silences, He could then follow her into one of her sharp, off-
balance moments, identifving the ernotional contrast of that
break out and pull in. He was drewn into the flamenco audience
relationship: he participated in Amaya's inner life as it unfolded
before tim.

In flamenco the artist’ does not develop independently of the
audience. The artist is neither catelyst nor abserver, but rether,
mouthpiece.  Amaya's sppropriation of male techniques changed
the way women todav dance flamenco. But her relationship
with her audience was understood in the Eraditional way of
female gypsies. She objectified herself, listened, and tried to
become one with her public (the community). This attitede is
implied in the vyalues of rmajesty, graciousngss, and sensitivity
desirable jn the femele damce. And the emotional connection
which she established is clearly reflected in the later criticsl
writings of John Martin, Walter Terry, and their contemporaries,
which are examined here. Amsyas assaulted her audience with
intensity and sensational performance devices such as msle
attire, fast footwark, and a 15 ft. train. But after 1955 some
elements of the American sudience were able to perceive her
objectivity, ant hence enter without fear into her subjective
world.  Mariano Parra remembers:  "Carmen Amaya in a soled
of seguiriyas, She did a turn and just sat down and picked up
ter bata (train), and I can remember her fingers just crawling so
she couid feel the end of it. 1t was part of her dence. Mothing
was separated from what she was doing"

[*Nuwadays, flamenco i3 considered to be the property aof ali
Spain, but when Amaya first came to the U.S., flamenco and
gypsy were constdered synanymaous. “"Flamenco dances, as dis-
tinguished frorm the Spanish regional dences, are gypsy steps to
oynsy folk music, usually performed by a waman soloist."  (Mews-
week, Jan, 27, 1241, 62.]

[*"Deep" refers to "jiondo®, as in "cante Jondo" or the ‘deep
song" of Andalucial
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XY CERTAMEN NACIONAL OE
GUITARRA FLAMENCA

"DEDICATED 7O THE MEMORY OF MANOLC DE BADAJOZ"
(DECEMBER 14, 1985)
[Sent by £l Chifenol

A brief note to let you know of the results of the XIV
Certamen (of guitar in Jerez). There were eight finalists, all
from Sgain, although there may have been foreigners among the
semi-finalists. Six aof the eignt finalists were from various
regions of Andalucia, and two from Madrid. Stvles ranged from
"contemporary” (l.e. Paco de Lucia-itke] to very traditional
(Sabicas). Cne contestant from Huelva, José Luis Rodriguez,
had an outstanding technique, very clean and with great sound,
and was very well liked by the sudience, but he did not make it
Lo the top three. His playing was deemed "too outdated," as
my teacher Jose Luis Balag, who was a member of the jury,
told me later. The winner was 3 guitarist from Madrid called
Rafael Fernandez Anddjar, whom 1 {and probably most of the
public} had scored the lowsst. He had a weak and uninspiring
sound, and did nothing for me or the rest af the audience. The
Quitarist that received the highest acclaim judging by the cheers
and applause was Manuel Moreno, local boy from Jerez (nephew
of Manuel Muorao's), but he received second place from the jurv.
| thought there would be a riot when they announced the
winner.  Cifferent rasgueados for different foiks [ guess, The
third place went to a fellow froem Jaen named José Mcreno.

THE FIRS5T SCHOOL

OF FLAMENCO GUITAR IN SPAIN

{from: Diarig 16, May 3, 1585 sent and tranmslated by The Shan
of iran.|

It had tc oe in the barria wnich Serafin Estébanes Calderdn
defined as "the crucible in whicr the cante is meited, mixec and
recast." And curiously enough, it was a guitarist from Alicante
who, tired of roaming the worid and nostalgic for his roots,
teamed up with s Sewviliang in order to incubate the idea. Many
travails were required toc start up, but mow it is reality--Seville
has its first school of guitar.

The name of the street is a premonitisn, or at least so we
hope.

"It's curious tnat the street is called Victoria and that it lies
dead center in tne heart of Triana," Mario Esudero tells us
"Yhe truth is, we have plared all our hopes in this undertaking
both Sarmi and myself, and we hope to come gub victorious."

~-] think it is t=e first time g school of guitar has been
es:aclished in Spain, JNo™

"Indeed. Thers are courses of varving lengths, ard of
Course, many guitar teachers, very good of course, who give
classes at their homes. But 2 school for guitar bas not existec
UE te Aow. in the school, which is lccated at MNumper 20,
Virtariz Street, between Pagss de Ccrra and Rodricc de Trians,
there are four levels of teaching: beginners {basic), intermediate
gdvanced and professional. Of course, the lower levels are
ronducted in groups while the upper levels cansist 9f  small
groups or indiviaual instruction.”

--Also you tescr muosic notation and reacing?

“l think @ tecaor nf flamenco would do well
musical nctation, | recall that when | was at Villa /osas,
izparning notabion coused  me  proslems. Ei de la Matrors,
Zeperp, =. degl Lunmar and other “riends toid me not to learn
scales because this would detract from me.  But 1 think it 1=
well dempnstrated that learning musica. structdre is »po handicap

to understanc

to the flamenco guitarist. Naot onrly must one learn to pley by
ear, but also one must learn techmigue. Whoever has quality,
and force will continue having it, And furthermore will know a
little more atocut music; this is good, No?

Sami Martin is the one who takes care of administrative
a‘fairs and gives classes 3s well, although the important and
famous cne is Mario Escuders.

--5ami, do you have many students?

"we began this with much work; the place iz very small and
we have been at this only a short time. Naonetheiess, the
students now number over twenty. And for the coming months
we Nave quite a few applications from abroad. Mario is a well-
known performer throughout the world, and | myself have
travelled througnout a good many countries. By years end, we
shall have to think seripusly about moving to larger quarters.”

--Are your fees high?

"The prices are theser 4500 ptas. per month ($30) for nire
groups classes in first level, 6500 ptas, per  maonth ($41)  for
rine classes in groups of two or three, 1000 ptas. per hour
1$6.25; for private lessans on the third level, and 1500 ptas.
($2.50; at the fourth level. arrangements for professional
compositions is negotiable.”

--Have you received any grants?

"No!  The truth is, no public organizations bave supported us.
We have the support of the major of Triema. Paco Arcas waents

to have the first guitar school of Spain carry the nzme of
Triana and to have a greater influence than it does at present.”
~--Pacg Arcas must be 8 man who is in love with his btown
and a man of guad taste.
"Exactly! He has promised us aid within his capabilities and
gives us every possible assistance. Alsp, Mr. Vallec:llo has
promised us something."

They began at zerg. E! Centrog Triana de GuitarraFlamenco,

with Mario Escudero and Sami Matln as professors, has had no
official aid, despite being the first school of flamenco guitar in
and a

Spain. We believe it should be an absolute victory
challenge to thase who claim to aid culture in this [and.

e Y T

BASS STRINGS ONLY
2 EACH 4th S5th 6th
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ANTONIO GADES:
I'M NOT READY TO BECOME PART OF FLAMENCO HISTORY

[from: Bocaccio, Sept. 1970; submitted and translated by Paco
Sevilla -
(Editor's note: In reading the Ffollowing interview with Antonio
Gades, keep in mind that it took place 15 years ago, long
before the fame of "Bodas de Sangre" or "Carmen.")

--Antonio, we are not particularly interested in what you can
tell us about your profession, your art; we want to know how
you think and your positions on the large and small problems of
today, and, from that, deduce something about your real per-
sonality. We know we can't eliminate the dance, given that
Antonio Gades is the end result of his art, an art that shapes
his public and private life.

"In the life of 8 man there are certain dates, places or
names that are landmarks in his memory, point of reference at
the moment of recalling, and ordering his evolution."

--As a point of departure, can you tell us some of the dates
that have signified important changes in your way of living or
thinking?

"I remember my first job, when 1 was eleven years old, as a
helper with Gyenis. The first time 1 attended a dance school.
1953, when 1 became part of Pilar Lépez' company. A more
personal time, when they unexpectedly operated on my father- -
one of those things that you don't expect to happen and makes
you see life differently. Also, my marriage to Maruja and the
separation.  And when 1 met the woman with whom [ now live."

—Antanio, how do you see your father?

"He always gave me freedom. He used to say: The good
and the bad that you do will be for yourself; | want nothing for
myself."

--How was your marriage to Marujita Ofaz?

"The marriage happened because it had ta, and the separation
was logical--we had nothing in common."

--The dance, your art, your profession, has undoubtedly had
an influence an your personality and often must have disturbed
your private life, How has the dance influenced you, both
positively and neqgatively?

"I believe that the dance has been a positive influence for
me and has given me friendships and acquaintances, the culture
that | have, averything."

-=In what environment are you happiest?

"Among artists who are not intellectuals. Everywhere | have
tried to surround myself with people whe have artistic restless-
ness. Dancing outside of Spain has permitted me to know other
kinds of learning; 1 have learned from painters, musicians,
writers, etc., who have sensitized me in such a manner that |
think the dance has allowed me to know and live in 8 certain
environment, and then that environment has been reflected in
my dance."

-—You began to work with the photographer, Gyenis.
you have liked to be a good photographer?

"Yes, and | haven't left |t altogether.
would have liked to write."

--Have you tried?

"l don't think there is anything that | have desired and not
tried. 1 feel a great inclination toward the crestive professions,
but | also fee|l that one must be a professional in these things,
that is, it is nolt enough to be an amateur. When 1 became
interested in painting, | tried to learn from painters and art
critics until 1 could decipher and evaluate paintings of different
styles and periods in accordance with my own feelings.”"

—Have vou ever read, or has anybody ever told yau samething

Would

But most of ati |

that has stayed engreved in yvour memory and integrated tself
into your way of thinking?
"Sl. On one wvercasion  César Gonzéle: Ruano told mes

Antonio, surround yourself with intelligent people and they will
give you everything; the rich cost money!"
-Earlier, we asked you about the environment in which vou

are most content, but, fram what would you like to eacape”
"From many situstions, many times, becguse | am wvery shy.
Many Limes | feel trapped wher | can't be natural. Bul now 1

can choose."
--You have given dance classes al La Scala in Milan. Do
you like that educational aspec! of the dance?

"I believe that you learn a areat deal while teaching. When
1 teach, 1t has almost always been in the form of an exchange
with dancers who have interested me in some way and who have
wanted to learn something from me. But, in La Scala, I taught
on a different level. 1 have always tried to be very honest with
myself and, with others, 1 have said don't continue, it's not
worth the troubje. But 1 have sllowed others to continue
dancing and | have taught them, knowing that they would never
learn, but they have to keep dancing.”

-~This constant travelling around the world must have allowed
you to see Spain in comparison with other countries and from an
opinion about our generation and our time.

"Yes, as you sav, but this comparison or contrast is in no
way critical; 1 have been able to observe a constant dehumani-
zation in the daily life of other countries, to which we are not
accustomed and | don't believe is for the best."

--In ~what must have been a new experience for you--how
was your experience with film making and, if you could choose,
who would you like to work with?

ANTONIO GADES IN HOLLYWOOD
WORKING ON HIS LATEST

PICTURE FROM EIGHT A.M.
TO EIGHT P.M.

"It was, in fact, a new experience and | enjoyed it. It
allowed me to know different people and to live in another
world, And 1 don't think it is over, as | would like to continue
making films. More important than with whom, would be the
person | would play and Lhe idea of the film."

--If you could choose a personality or theme 1o bring to a8
film, what would you choose?

"There is one personality that really interests me, although
not in the mystical and unreal form that we know; 1 would like
ta play the real Jesus Christ.”

--What s that real personality to
position with respect to today's religion?

"l am interested in Jesus Christ as a man; if only we could
see him as he really was--one who trought about a moral and
spiritual revolution in the only way that it could have been done
at that time. | am sure that if we could see Jesus Christ as
he was, we would leave averything to follow him. With respect
ta the religious situation, ! have no problem, since | feel that
respect for others, truth, and feeling of freedom, above zll, are
religions and moral norms that leave us without any doubt."

--How does Antonic Gades feel about pelitics?

“l don't think one can be apolitical, that is, | don't think we

you, and what is your
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should adopt a paosition of indifference,"

--What about the problem of the young people and will the
new generation be able to solve the political and saocial problems
of the future?

"In the first place, | don't believe in the problem of the
youth; [ befieve the new generations are more inteiligent and,
like always, the youth are divided into two groups--thase who
think far themselves and don't conform to the present structures,
and those who are influenced by their parents. Today, children
are born in front of a television and, when they reach the
political age, they have tao confront an ideological struggle.
When you see, for example, that both Russia and America pay
mercenary troops to keep China in check, you see that every-
thing is relative"

--S5ince we are on the subject of politics, what is your
opinion of Viet Nam, the Middle East, and the current of anti
and pro American sentiments that are forming in the world?

"There is no solution; they are wars that would be resolved
if it were desired, but America and Russia make steel, so they
have to burn it up. With regard ta the United States and
Americans, they are very different in their own cauntry from
what they are outside of it. [ have been to New Yaork, Chicago,
and other places on a number of occasions; my personal opinion
is that I didn't find them enjoyable.

--What does Gades hope for in his private life, in his future?

"Man lives within structures that suffocate and absorb him.
[ have said that [ will stop dancing soon; [ don't want to go
down in flamenco history. [ have danced in order ta release an
artistic restlessness, to be able to live afterward, and to do
what [ am able to do. 1 have sacrificed myself; [ have done it
thinking of the near future, when I will not have to depend on
anybedy and I can be free to do what | want to do. But, |
always thought, above all, to do it young, and when [ decide,
witgever wanits to follow me may do so.

--If you could, what would you change in your life?

“Nothing! 1 have lived well, including the bad times | have
been through."

* ¥ ¥

CRISTINA HOYOS
"The Artistic Partner of Antonio Gades for 15 Years”

(from: Hoy, Oct. 15, 1985% sent by Brad Blanchard: translated
by Paco Sevilla]

Cristina Hoyos, the almost inseparable partner of Antonig
Cades in his ballet (they have danced together for more than
sixteen vyears), has been involvea for some weeks now, in her
thurd  film  experience, after "Bodas de Sangre" and "Carmen,"

CRISTINA HOYOS

with the mavie, "El Amor Brujo," directed by Carlos Saura.
Cristina interprets the role of Candela in the new film with
Antonio Gades and Laura del Sol, the young actress who was the
incarnation af "Carmen” in the film.

Cristina, from Sevilla, thirty-eight years old, began to dance
at 38 very early age. Thanks in part to the encouragement of
ner mother.

"l was twelve years old and my mother asked me if | would
like to participate in & children's program of Theater and
dance, She asked me fearfully, because she knew me. | said
ves, but I krew I would have ta avercome my shyness,”
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--How did your passion for dance begin?

"l don't know! In ray family there was nobody who had been
invalved In the baile. | only remermber that | began to dance
as a young air! and that 1 didn't like toc dence in front of

people. | was very shy; my family was very humble. But, little
by little, | became an aficiopada of Lhe baile, Now | can say
that this profession means everyttung in my life"

--Is Candela the most important personality you heve inter-
preted in the movies?

"All the roles have been irnportant. [ remember that my
role as the star in "Bodas de Sangre" was very beautiful. Then,
i "Carmen,”" 1 had my own role as Antonio Gades' helper, and
now 1 am very satisfied to be playing Candela in 'El Amor
BrujO‘HI

--Do vyou really prefer the theater to film?

"Yes! 1 like the theater better because Ilive it with greater
intensity,  Also, I have worked much more on stage than on
movie sets and | think it shows, I prefer the theater--the
contact with the audience adds another emotional dimension,"

Cristina realizes that she has achieved a state of great
compatability with Antonio Gades in the dance. "When we
dance together," she affirms, "it is as if we are one. And, at
his side, one learns something every day."

--What is the personality of Candela like?

"Candela is a woman who marries and then is assassinated
later by her husband, although the husband continues to see her
ghost afier her death.”

--Will it be difficult for this film to exceed the success of
"Carmen"?

"I don't know. All af us who are involved in the film have
great hopes for it."

--But vou will atill continue to present "Carmen" around the
world?

"Yes' Before beginning: the filming of 'El Amor Brujo,' we
did & tour of Germany, Austria, and almost all of Europe, and
we can say there is no lack of requests tor 'Carmen.'

¥ ¥ ¥
LAURA DEL 50L RETURNS FROM THE OSCARS
by Andres Garcla and José Sereno

Laura del Sol, the young star of the Spenish movie, "Carmen,"
that was nominated for an Oscar, returned from Hollywood,
hopeful in spite of not having received the prestigious award.

--_aurs, you seem a little sad.

"No!  I'm not sad. [f you mean because | didn't get the
Oscar, I'm not sad nor feeling cheated."

--Deep down, did you hope that you might win?

"Deen_down, yes! But we also knew that 'Fanny and Alexander’
had more’ points in its favor.”

--How did you feel when they were giving the awards?

"You can't imagine how nervous | was. [ think because there
ig always a chance."

--What do you have for the future after you finish the movie
"lLos Zancos"?

"The first thing [ have to do is take a vacation and then,
later, in June, I have to go to Germeny to do another film."

--How is your relationship with Carlos Saura's son?

"Stupendous, absolutely stupendous!"

LAURA ADMITS BEING NERVOUS AT THE OSCARS EVEN
THOUGH SHE KNEW THAT SHE MIGHT LOSE TO "FANNY
AND ALEXANDER"

LAURA DEL SOL ON HER ARRIVAL AT THE LOS ANGELES ~
AIRPORT TO ATTEND THE OSCAR AWARDS PRESENTATIONS
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REMEDIOS AMAYA: A BRIEF INTERVIEW

by Jaime Palon
[from: Hola, Aug. 1984; translated by Mary Sol West]

Remedios Amaya has finally gotten over the trauma of the
zero points she received in the Eurovision song contest-- Lrauma
that in its day cost her many a performance contract and also
many tears.

"l wanted them to see me sing live in front of an audience,
because | knew that from there on everything would change."

Remedios has been performing since last December 28th
until just a few days ago in the show "Arte," with Carmen
Sevilla, Concha Mérquez Piquer and Marfa Jiménez. As a result
of this performance she bas already signed forty-five contracts
for the summer and she assures us she will double that amount.

--Apart from all this, what else has it meant for you to sing
with the famous?

"l have learned a lot from them and that has been very
useful for my career. [ have learned to walk on a stage, to
talk to the audience, to move, etc."

--Was there ever any problem about whao would perform
first, whaose name should appear first or be the biggest, etc.?

"o, I never saw problems of that type or of any other
type, for that matter. | lost my voice halfway through the tour
and all of them were very nice and filled in for me."

--While she plays with her twenty-one maonth old son, Luis,
her husband, Romdn, tells me that she came very close to being
the star in "Carmen," the Saura movie nominated for-an Academy
Award.

--How was that Remedios?

"Carlos Saura was looking for the leading lady for that movie
and somebody told him about me. He showed up at my house
at three-thirty in the morning, saying that he picked that time
because he wanted to see how photogenic | was just out of
bed."

"We got up and started to party right there because he
wanted to see me dance. Finally, I didn't get the role because
[ didn't know classical dance, which was necessary for the
mavie."

REMEDIOS AMAYA WITH RAMON AND THEIR SON LUIS

SAURA, GADES COMPLETE FLAMENCO
TRILOGY AFTER 'CARMEN' SUCCESS

[from: The Japan Times, Sept. 1985; sent by Sadhana]
by Luis Carlino

Madrid (Reuter-Kyodo)}--The men who made Spanish cinerma's
biggest-ever hit--"Carmen'--are bringing their trilogy of flamenco
films to a spectacular close with a 1215 ballet about gypsy love
and passion.

Carlos Saura and Antonio Gades are nearing the end of
shoating "El Amor Brujo" (Love the Magician), the stary of two
gypstes whose love can only bloom when the ghost of the
murdered hushand of one of them is charmed away by a fiery
dancer.

Chareographer Gades said the film, based on a ballet suite
by Manuel de Falla, will add the visual lure of a big production
ta the understated passion of pure flamenco conveyed by "Blood
Wedding" (1981) and "Carmen" (1983).

"It is a large-scale project, a choral work,” he told Reuters
at the Madrid studios where the nine-week shooting of the film
is schedule to be completed soon.

Gades and director Saura have fleshed out the 27-minute
ballet into a feature-length musical drama which climaxes with
the popular "ritual dance of fire."

"That's where we pull out all the stops,” producer Emiliano
Piedra said. "Antonio's choreography is well out of the ordinary
and we use some 100 dancers. It's very spectacular.”

The film blends classical and flamenco music, straight drama
and dancing against a bleak background of contemporary gypsy
life. It foregoes the play-within-a-play approach successfully
used in "Carmen."

"This is a very difficult work.
all, films made by a dance troupe.
wha dance," Gades said.

Cristina Hoyos, the lead dancer who played herself in Carmen,
1s Candela, whose thwarted by her parents' decision to marry
her to Jose.

Laura del Sol, the film Carmen, plays the young gypsy who
dances Jose's ghaost away from haunting Candela.

"Lucia is a gay extrovert who intervenes to allow everyone
to live happily ever after," she said.

The soundtrack consists of traditional flamenco tunes plus a
freely-arranged performance of the suite's 12 numbers by Spain's

The previous ones were, after
Here we are ordinary people

top conductor Jesus Lopez Cobos and the country's nationai
orchestra.  Popular singer Roclt Jurado renders the three s50N0s
written by Falla.

Pedra, sole producer pending his application for state support,
says his problem will be to persuade foreign distributors to delay
showings until next May's Cannes film festival, whose rules
would allow the scheduled Christmas launching of the film in
Spain only.

But he ecautions that advance deals and the precedent of
"Carmen'" do not guarantee international success.

"Carmen is a phenomenon which defied all calculations and is
very hard to analyze: 1t could have been the opera, the dancing...
most likely everything," he said.

"Carmen meant that our
seriously at last," Pledra said.

—

dances and music were Laken

‘ CATALOGUE OF MODERN FLAMENCO RECORDS

A collection of flamenco records from the
modern era (1972-82), representing most
of the important artists and including a
number of unusual and rare items. Each .l
| record is described in detail and given |
a brief critical review. A tape library
will make these records available.

SEND $4.00 TO: PACO SEVILLA, |
5 2958 KALMIA ST.
! SAN DIEGO, CA 92104

—
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THE SHAH SPEAKETH

STATE OF THE ART BARCELONA
OCTOBER 1985

Barcelona--the city with e sleaze factar rivalled on the
Iberian peninsyla by only Lisbon, perhaps. Dirty, slightly decaying
and decadent, like & dowager rich in brocade and dingy of
petticoat.

The washed and decorsted buildings, be they heroic or
humbie, the scrubbed populace aof dignified demeanor, the white-
washed cemetary walls--these all belong to Spain, To Barcelons
belong the comings and goings of sailors, bedreggled women with
thin limbs and biack ar missing teeth, the perade of the shahby
and of the oputlandish. The weird and beautiful madness of
Gandi and Dali, et zl. growing from that warm rot peculiar to
Mediterranean ports, producing an gbsurd beauty asnimated by the
breath of denger and the accasional spurt of adrenaline thet
addicts the sdventurous. .

By day, the Ramblas, like a2 great sorta, pumps a chsotic
life through the heart of the city, the jumbled noises of buying
and setling, the hustling and the loitering, the exotic of the
homo sapiens mixing with the exctic of caged birds and mankeys
for sale. By night, the merchants and their respecteble buyers
dissipate on the warm breeze, the fiow reverses, and the Ram-
blas sucks inte its dark, the doors of the city. As the hour
graws later, the denizens of night concentrata under its lamps
ar slide amang the shadows motivated by whatever their various
appetites msy be, knowing that any satisfaction is nearby, often
attginable ar a price. By the early morning hours, the sadiment
has setfled slowly towards the end of tre Ramblas, nearer the
water gnd the Plaza Real and stirs about ever so siuggishly.
And this, Dear Reader, is the location of whatever scant fla-
menco entertainment Barcelona has ta offer.

Here, in Barcelona, Carmen Amaya and her clan were borr
here Vicente Escuderc chose to spend the last of his dwindiing
years. And here, a handful of good teachers and academies
aoperate et present. Nonetheless, flamenco never has been
strong here and Catalans scarcely tolerate anything Spanish,
ftamenco included. Two regular tablaos exist here in addition to
twa ar three taverns where flamencos congregate from time to
time "pd jeleer.

The first of these is E] Cordabés an the Rembals. lts tablao
is quite acceptable and probably impressive to the Lourist trade.
In addition to the standard flamenco numbers, weil performed
but not fabulous, Las Bodas de Luis Alonzo was danced by the
two stars Rosario and Pablo, Such en ambitjous interpretetion
is slmost doomed to mediocrity from its inception; the music
requires a large corps of dancers or at Jeast a very variegated
choreogrephy that pure flamence would be hard pressed to
provide. Let's leeve poor abused Luis Alonzo ta the theeters.
Rosaria is a mature dancer, adequeta but nat extraordinary.
Pablo is a young lad who has yet to learn eboul partnering.
Let's hope he deoesn't trest his wives end concuhines with the
same indifference he shaows Rosario, or he will reach 2 state of
solitude rarely to be attained in a place like the Rambles.
Otherwise, his technique is sharp and precise. When we asked
him (efter the performance, of course) where he had gotten his
tarmal training, he replied that he had had none. We repeated
the question Lo make sure we were both discussing the same
subject, and got the same reply withaut a blink or waver. We
persisted no further, too polite to remind him that lying is a
venal sin.

We hsd the pleasure of enjoving this show in the company aof
several members of the Dance Theater of Harlem, who were in
town on tour, These elegant lsdies and gentlemen demonstrated
such an unrestrained enthusiasm for the proceedings thar I'm
sure they will he long valued by the tabiza. Members of the
cuadro dropped the usual "olés" and "srsas® and adopted the
squeals, yells, yelps and rebel cries that emanated fram the
audience and a good rime was had by all.

Lnfortunately for Los Tarentos on the Plaza Real nearby. the
same conclusion can nNot be made. We went there anly rejuc-
tantly, remembering that in years past its show never had risen
abave the tevel of ''deplorable,® and hoping that they had
cleaned uo their act. But alas' "Plus, a change..." Apparently
each and every memper of the rablac had lost the capacity to

blush. The first of the audience to defect were the Japanese,
A clump of Nipponese businessmen arose en masge and, shooting
bows in all directions, disappeared. Various tourists in groups of
varigus numbers departed sleepily aver the next haif hour, then
odd-and-end stragglers followed. Finaelly only ore pair of hands
was heard in the hall, our own. (Use of the roval or editorial
"“we" still only entities one to e single set of hands.) We began
to appreciate our rare positians as a critic and ane-man audience
at a private, if pitiful shaw. At the end of each number; we
demonstrated creative applauding techniques, some of which
were ingpired by the "minimalist” movement in art. Tiring after
g while of such nonsénse, we amsked the cuadro if they wouldn't
like to knock off early in aorder to gao home and to sieep.
Pervesely, they said no and implored me to stay, and [ did so
urntil they had finished the set.

Mo ore visiting Barcelona should miss esting at "Caracoles” s
local institution of well-deserved fame. They specialize in jocal
cuisine, seafood in particular. The crowning schievement s
sugrete, a Catelen seafood medly floating in a delectsble,
slightly sweet red sauce. Also superb ars their renderings aof
paelia, rosst kid, merluza and bacalao viscaino. For dessert,
after you've eaten each and every one of the above, don't miss
their crema catalana which s an interesting and delectsbie
variation of the ubiguitoua fidn. Great expresso!

The only other good "serious® restauvrant we have found in
the Remblas and which we recammend without reservation is El
Restgurante Moderno on the Caile Hospitel. This iz 3 good
place to take your girifriend andfor wife or a business chum,
The menu is clagsical Spanish and very well prepared, the locale

clean gnd  attractive, the servica atrtentive and courteous.
Twenty-five doilars will feed two {(wine includad) royslly at
either of these establishments. We have found also three

excellent Basque restsurants in other parts of the city, and the
visitor to Barcelona should not miss the opportunity to feed on
the fing cuisine of the “joteras”.

On the ssme block as the "Caracoles™ are two tavernas
where flemencas gather informelly. One night, we approsched
one, directed within by the cante por fandango wafting on the
musty breeze. By the time we reached the door and ordered a
drinic, the music had ceased, and a sultry disquiet simmered in
the air. By the time we hed finished our drink, the bar had
boiled over inte & hrawi. One customer, a portly, elderly
cantsar wha had refused to sing on account of some insult o
other, lay sprawied aon his back on the floor, another group hed
spilled out into the street in 5 whirl of violent motion, and the
air thickened with exhortations. Convinced that the flemenco
atmosphere there was shot, and hoping not to meet the ssme
end, we departed, picking our way through the flailing confusion,
and wending up tha street past the flesh houses and the skulking
demireps seeking pulsating neon enticements.

The following night we returned to try our Iuck st a place
across the street from the above-mentioned. Hers, we faund
things calmer. We joined a small group of local sficionados whao
were singing, playing, and beating paimas. Greciosos  and
hospitahle, they hanared us with a couple of dedicgtions., A
good time was had by all.

Off the lower third of the Ramblas is a small museum which
currently is showing an exhibition of torture instruments and
methads dating from the medieval times to the present, Qut-
side its eotrance, =n authentic, warking quillotine is set up,
although roped off. Inside, one can read about, and rouch and
caress, an assortment of things for wrenching, shredding, pound-
ing, flaying, splaying, cracking and crunching, ever so slawly, the
human organism, and thereby enslaving its will. Three or faur
years ago, we had the pleasure of attending, at the Botanical
Gardens, the vastest, most impressive exhibition of poisonaus
snakes we bhave ever seen collected anywhere. Fascinating
specimens of slinking death--fell green mambas from Gabon,
fers-de-lance from Cuba, cobra from Indis, vipers from Thailand,
snd twa hundred more of the mortal and exotic had reeched
Barcelona by different paths and had collected together under
one roof. Across the city and overlooking all humen and animal
tife, the gnarled, tumorous towers of Gaudi's Sagrada Femilia
Cathedral, breathtaikingly odd and beautiful, rises like a manster
from =a prehistoric swamp and surveys from on high all that
crawis, walks or ralls down below. And vegetable-like ‘apchitec-
ture sprouts from the ground, sdorned with odd growths, oddly
beauriful, like the city irseif.

<
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ALEGRIAS, THE JOYOUS

CONCERTO OF FLAMENCO DANCE

One of the greatest influencas in today's style of flumanco
dance was tha dance, the art, the personality and intuitive
creativity of .the late Carmen Amuaya. While she was alive, she
wad a Fflamenco cuit hero and had everyone scrambling for a
touch of her style, energy, aire end genuine duende. Sometime
in the Ilate 1940s or early 19508 it seerne that she creatad a bit
of an ongoing miracle with her rendition of elegrfas, epecially
the escobilla, the footwork section whers, instead of dancing
with quitar accampanimant, she did a salo of footwork to a
strong 3-count rhythm dona to the palmas accompeniment of her
company. She wore pants on her slender body, with a long cut
veat, and she pulsed that ONE, twa, three, ONE, two, three,
OME, two, three chythm into the flamenco world--and it has not
stopped sinca, This aelegrfas nat only influenced every alegrias
from that Ume on, but influenced almost everybody's style of
every other dance. In this so-called modern day, when you are
bearing electric guiters, aorgens, cellos, and flutes in flamenco,
and see sa many set rautines, that pulee of Carmen's is atill
beating like a joyous heart that will nat die.

While this article deals basically with the many styles of
alegrias, it ig this mentioning of Carmen's contribution that will
give meaning end credit ta this past genius of flamenco, wha 1
had the good fortune to see dance her alagrfae and 1 ajsc wes
compietely influancad to this day.

Alegr{as, cantifias, romeras, mirabrds, rosas are all of the
same rhythmical family, with an gsire thet was born to dance.
Wwithin its 12 count structure, it hae blsssomed and evelved into
a varisbla concerto of music, song and dance. 1 relate it to s
concerto form because it not pnity has tha rhythmical fiow of
al] flamenca dence and singing forma of this type, it elso has
movemants and styles within its basic styla, so that within the
dance there are movements thet demand & variaty, a maturity,

an aire snd a technigque thet is the height of interpretation and

contrsl.  Thim variety of interpretive movement and feeling is
ona of themain differencas that alegrias. hae. from pther-flamenca
forms of dance. in classical mwsic, a concarte im & fsrm that
ugually has an slegro mavement for a beginning, followed by an
adagio or slower movemnant of susteined lyricsm end ending with
other movements that are alegro ar up-baat in mood end style.
This is also in an abetract relationship, the way and the unique-
nass af dancing par slegries.  Altheugh alegriee is generally
related to that beautiful old city of aire y gracia called Cadiz,
alegrlas Iike ell of the flsmenca dances of today, is universal
throughout southern Spain. Even a style ralled csracoles which
is the same compés but danced in & more similar form te other
flamenco dances, is sometimes called ths slegrfas of Madrid.

i would like to give just pne popular example of the inter-
pretation of alegrfas and 1 mention pne becausa there is an
endless variaty of approaches choreographicsily,. The opening
movement, the entreda really oozes with aire shd sets the mood
of the total dances, as this js the main part of the cente, the
stnging which is sa unique, and this is where the main differences
happen whsn the name Ia called "romeras" or "mirabrés”, or
"cantifiag”, etc, As | have mentianed in other srticles, subtlsty
in flamance is powerful and it is the subtls differances in inter-
pretation that make the dsnces different, whatever the title.
The gradual "rege" type buildup that a dancer can do while the
singer Bings and the guitarist plays in those tones that cen move
the stogiest non-aficiansdo to sit up in his ehajr, is something
thet is the peauty of & flamenca happening like this.  The
dancer moving to the flow of music and song, interpreting that
aire and joy that is elegrfas. Slowly the energy fiows stronger,

more dynamics, pulse, rhythm, pawer, exciting desplantes, more
flow, energy breeding energy, end then a cierre thet is explosive
in its stillness. The next rmoverment, usually s slow, flowing
falseta in adagio form, is where the contrast snd arte cen leap
out. There is treditionelly no cante here. It is the spuace
where the art of the dancer can wasve an ever flowing picture
of what Iyrical, total, flumanco dance movernent is all about.
This is the movement to saver like the finest of neclars de
Jerez, (Carmen Amays came beck to this movement et jeest
two or three times during the dence, ejthough today it is usualiy
done only once. You can climb into space end space intc you
sp thet you and your surroundings are ome. Thizs 8 a feeling
that | heve when 1 dance por alegrias, as that flow is like the
endless flow of Iife iteelf. This is not maant to sound poetic,
but it is feeling in words that I express here. For contrast to
this movement, the next pulee is usuelly a call (llamada) 1o do e
4 pr 5 compes very up-beat movement, somatimes called the
"Cagtellane,” Thie snaps one put of the fiow and Iyric:movement
when the singer again comae in to sing this ettack of 8 move-
ment, which usually comes to as quick of a close as its aebrupt
agtart. This type of dynamics gives alegrias e power that ia
unique in flamenco dance. Sometimes the slowsr falsatse mava-
ment is again brought back at this time or, if not, the third
basic movament comes in, which is the escobilla de pies, or
foptwark eaction, which wagain is a8 complete contrest to the
other mpvements. This is the sectian, the “zapatesdo of alegrias”
where the dancer can show the artistry of the footwork as a
musicel, rhythmical instrument of flamenca. The traditional
pulsing of this movement s in 6&'s, 3's and 2's, as is very
different in attack and interpretation fram the preceding move-
mants. Sometimes the guitarist just plays a aort of sing-eong
&-beut pulee snd the dancer will have to come up with same
vary creative material nat te enter into repetitious baredom.
This can be a super inventive time, ue was done by Carman
Ameya, or it can be a very predictable saries of footwork
sequences that go pn and on, which oftan happane. Traditionally,
there 18 & two compée cycle that the guitariet can play, and
this can be turned ints something baautiful. With a bit of
crestive thougnt, a fugpue-like eeriee of footwork cun ba dane,
for exemple, for part of it, creating some musical rhythm and
matice. A bit of interesting daubling, soft sttscks, loud and
siow, one compée pf samething out of nowhere, followed by m
series of unrelated yat similar movements thet tie it all togathar
with interesting dynamics. What | like to sse ie en interesting
uee pf arm and body movemant to enhance the vieudl aspact cof
tha footwork; footwark should lsck as interpsting as it aounds.
Why just grab the skirt ar grab the vest and st one-eighth of
your body look and sound intereating, when the totsl body can
be enhancing the eire of the dance. This wscobilla (prohably a
word coming from the old brushing steps that are typicei of the
older atyle footwork) is where Carmen Amaya had the guitarietas
stop and proceeded to da her solo af footwork with palmas
accompaniment. Tp thie dey, many dancers heve put that in,
and some famale dencers are still putting the pants on with etl
of the similar (N0 pne can do the same) mannerisms &nd doing
this homage to Carman, whether they know it or not. [ per-
epnaily do it every time 1 dance my alegriee, which has been e
homage to her from the first time thet I dancad it. 1 have
warked put something that is very originel because [ did not
have a group at the time of origin te play palmas for me, msa |
creatad a whole uscobitia playing my own palmas in accompani-
ment end counterpoint. [ know that I sm the firet to ever do
this and when I was dencing &t the Cafe de Chinitas in Madrid,
s different group of dancers would come in mlmast every night
to zee my alegrias with ms playing my awn palmas and I am
proud that | haue done somathing originat in flemenca, Indivi-
duality and originality are so very important in flamenco, as it
is in eny art, It js great to be inspired by others, but o be
inspired to find yourself, not to try teo copy, for aspacially in
flamenco which has so much to do with personel feeling and
emations, to copy is only to copy & shell and never the ceontents
of the art, The escabilla section of the alegries wsually builds
to a powerful emergy of tempe and dynamics te enter inte &
finale of either an up-beet cantifias type ending or often a
llameds te enter inta a final bulerfes ending. This last is very
common, for ever since flamenco hecame e performing art for
the pubiic, there seems = nstural need for a rah-rah ending.
This is good and bsd, in my opinion, for sometimes the arte is
sacrificed faor noise and speed and frenzy, elright in slegrizs at
times, but it takes greater srt and control to maintain the
original =ire of the dance. [ have often seen a besutiful
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taranto, for example, gnded with a rumba just to get the big
applause that speed, fremzy, and noise seems to bring out in the
public. I am getting off the subject of alegrlas, but all flamenca
ia releted and these exemples can be foods for thought about
any fecet of the arts.

Many of the oclder trammitions in flamenco dance are coming
back end, to me, ‘thet is beeutiful, for tredition is the glue that
holds much of the art together while it grows with inspiration
and intuitive end imagibative evolution, For example, a few
years sgo when [ wes dancing in Spain, [ esked a guitarist to
piay the old "ida" transition from alegrias and bulerlas, a sort
of a noncountsble bit that the guiteriat pleys and the dancer
doas 8 set series of movements to. He leughed at me and seid
that "thet was reslly too antique. MNow, [ see it revived from
averywhere, from the taschers at Amor da Dice to the National
Bellet of Spein and this last spring while in Seville, this antigue
"ida” became & ree! joy of fun for Mario Escudera and myself,
as he hed not played it in yeers and, far his opaning of the
academy of guitar, we did it for the T.V. people that cama.
We had more laughs over tha ida that now is back again.
Mathing ia old or new in flamerco. A few yeers ago, [ teught s
garrotin in my all flamanco workshop, People asksd me "whet
is garrat{n?" and one guitarist that was working with me did not
know how to play it, as it was something that just was not done
anymore. MNow it is being teught by everyone in Spain and the
marvelous taecher and artist, Ciro, wes teaching gerrotin whila I
was in 5pain this last spring.

Alegrias is reeily e compés thst sums up all of flamenco, for
in flamenca you can cry while you ara laughing and leugh while
you are dying. Dancing tha joyous concerte of flamenco cen be
living the art lifs to its fullest, It can be a lessen in all of its
maoods and temperament. Alegrfas transiates into "joy, ecstacy,
pleasure.” These ara worthwhile pursuits and when one dancss
ategrias, romeras, mirabrés, cantifias, you know that you are
living m dence that speaks of what [ifa should be. G heyong
steps, song, sound, music, become la vida alegria, bacome
flamenco...

~=Tea Morcs

T e e P E—
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JUAN VAREA

IN MEMORIAM

[from: Candil, Sept.-Oct., 1985]
ty Manuet Yergs Lancharrs

According ta the information that | heve sequired, Juan died
gt bhis bome address, 1% Plaza Manuel Becerra, in Madrid, the
Bth of November, 1%85.

Already at fifteen Juan used to spend long baurs in Madrid
talking to and learning from Fermando el Herrero, Perica el
del Lunar, Manocla de Badajoz, Maneli, Caicetines vy Pepita
Cabaillers. All of them hecame bie unconditional teachers as
soon as they realized the excellent artistic qualities that the
young man from Burriana had.

tHe bad sa much interest in learning everything and in
proving that he was capabie of doing that it didn't tzke him
long to start to sing with one who, later an, would hecome his
friend: Perica el del Lunar. After thet he went to Bercelona to
record with the canteora, Locita Cabells, who had previously
abtained the contrect with the recording company, From the
sixties until the present time, every chance [ bhad to go tao
Madrid on my frequent politicel visits, if I bed any free time et
all, 1 tried to visit with Juan, if anly for the enjoyment that
got just talking te him. He knew so many of the old cantacres!
Juan was such s guood and humble person that it used to take
him na time at all to totally captivate me end take me back to
the twenties.

We heve written many a letter back and forth through the
years! HHow very many times | have asked him for information
on this cante or thst cantaor! He was Fortunste engugh to know
Fasforito, Chactn, La Rita, La Pastora, Mojama, El Torre and
sa many other great artists, and he learned something from
almost sil of them, thanks to his immeasurable aficidén and his
perfect musical ear. However on everything he sang, which

wasn't a little, he imprinted his personal style, making every-
thing seermn his own. It is for this reason that many aficionados
from Mdlaga believe he created a style por malaguafias, when
the truth is that he used to interpret a style by "La Trini,"
which one day he heard Bernardo el de los Lobitos sing. He
used to tell me with the goodness that filled his conversation,
"That's what they gay in Andalucfs, thst | have created cantes,
but in reality [ bave only created a couple of fandangos, ane of
them inspired hy the cantacr and guiterist 'El Rubio Para'.
That fandango, that for better or far worse is mine, is credited
around Huelva to my dear friend, £l Nifia Leon--may he reat in
peace. He, however, never had any trautle telling the truth- -
that he f[eemed it from me."

Dne pf the last letters that I received from Juan is the one
that appears photocopies in this "in memariam," and the reeson
for publishing it is so thst my resders can see the tremendous
interest of its content in relation to everything [ am saying
here.

All the letters fram him that [ keep--and which ere many--
constitute an emormous weslth of flamenco wisdom and memaries
of those who had elready left snd who were his friends and

teachers. )
Juanito Varea: Complete cantaor, of strong and cleen voice,
specialist in the interpretation of cantes from Levante and

excellent performer por malaguefies.
May vou rest in the peace of our Lord!

[Editar's note: The Letter that was reproduced repeets same of
the information given in tbe abave article.]

¥ ¥ %

THE FLAMENCD CANTAOR, JIAN VAREA, DIES

[from: EL Pais, Dec. 10, 1985; sent by Brad Blanchard; transliated
by Mary 38} west.]

by A. Alvaraz Caballero

Every time an old canteor dies, the flamanco world loses a
very dsep part aof itself, because it is they, the few veterans
wha still remajn, who are the depositaries of an art which is
being lost, at leaet in the purity and fidelity to the rsats which
these artists stil! are capable of bringing to their art.

Juan Varea, who died yesterday in Madrid, wes 77 yeara old.
He was homn in Burriang (Castelldn de [a Plana), to e non-
gypsy family that had no singing tradition. In hia childhood be
assimilated a deep inclination towerd the cante, which became
his profession when he was merely en edolescent. Juan Varea
seng with responsibility and knowledge for almest &0 years.
Without ever becoming a8 gentus, that singer whose cry makes
the audience resch peroxysms, he always concerned himself with
doing the centes with dignity; for this reason hs was very
respected by the flamenco world. He was sles e creator of
cantes, especially same forms of fandangos and some styles from
Méalaga, but we bheve to consider him basicelly s good performer
of practicelly all the styles.

tH4e begen his career in Barcelona, but scon afterwards came
to Madrid, brought by Angelille in 1926, He would never ieave
Madrid sgain, except for occasionel working trips. His most
impartant period was the many years he spent in the tablao
Zambra, being a member of that histaric cuedra which won the
prize of the Theater of Mstions in Paris snd where Varea shared
merits daily with some of the hest flamenco artists of this
century,

Of Juan Varea, Anselmo Gonzglez Climent the flemencologist
wrote:  "He prsctices & dramatic and respectful conception aof
the flsmenco art. The cente is for him, cbjectively, a sacred
entity, and subjectively, a burning, intoxicating instrument. He
respects the forms, but he introverts them, revives them and
introduces into them the current aof his own individuality.”

In the last few years of his [ife, Veres was practically
retired from singing due to his failing bealth, In 1984 the
Catedra de Flemencoclogla of Jerez gave him the Premic Naciona]
a la Maestrfa in appreciation of hig lifelong dedicetion to
flamenco., Mot too long afterwards, he was given an important
homage in the Teatra Monumental of Madrid. Lately, he had
participated in the flamenco pragrem "De los Flamencos" pro-
duced by the second network of TVE in the chapter dedicated to
the cantes minero-levantinos,

el P P T
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GUAJIRAS DE LUCIA

by Paco Sevilla

This music tramseription of Paco de Lucfa's early guajiras
was sent to me by its publisher, Gitarren Studig--Musikveriag
[BiissestreBe 5S4, D-1000 Berlin 31 (West), Germany], who hold
the copyrights as of 1985. Paco de Lucla's version of guajira is
not, in my opinion, the definitive guajira; 1 think Manclo Sanldcer,
armong others, went on to create solo compositions with much
more aire of the guajire--light, sensuous, syncopated and Latin.
However, the "Guajira de Lucie"™ has been a popular piece, is
loaded with musical ideas, and certainly a technical challenge.
This music is very well written, in both standard notstion and
tablature, as you can see from this small sample:

In the United States, this music is said to be available
through: Guitar 5olo Inc., 1411 Clement St., San Francisca, CA
94118,
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EL MORAO

[from: New York Times, Dec. 12, 1985; sent by Rodrigo]
by Jack Anderson

Because Whitman Hall at Brooklyn College is a large theater
and El Morao, the flamenco troupe that performed there Sunday
night, is a little company, one feared that the hall might dwarf
this group of Lwo guitarists, three singers and two dancers. But
passion triumphed over physical dimensions and El Morao soon
made Whitman Hall seem as intimate as any gypsy nightspot in
Andalusia.

The group takes its name from that of its director and
leading guitarist, Manuel Marao, and the program featured much
of his music. Often, he was joined by his brother, Juan Morao,
also a guitarist. In addition, there were songs composed by José
Vargas, one of the group's vocalists. The other singers were
Luis de Pacote and Lorenzo Qalvez.

The quitar rusic ranged from the ruminative to the rhap-
sodic.  The singers' throaty wails and lamentations sounded as if
they came from the depths of their souls. At times, when the
spirit moved them, they even burst into bits of dancing.

But most of the dancing was left to Ana Maria Blanco and
Manuela Carpio. The two were paired in "Caracoles,” "Mirabras"
and "Bulerias." But each also presented several fine solos.

Miss Blanco held the attention for the way her arms moved
in a serpentine manner while her feet beat crisp rhythmic

patterns on the floor. 5She was particularly remarkable for her
ability to make her heelwork murmur through long passages of
trills. -
Miss Carpio was altogether different in manner. What made
her striking was the way she would whip up excitement and
threaten to dance herself out of control while, all the time,
remaining in perfect charge of the situation. Indeed, one could
tell that she disdained mere agitation and, although the audience
kept cheering her on, she refused to acede to its demand for
spectacle until she was good and ready to display her virtuosity.
The chareographic sequences would turn into crescendos and
the steady patter of heelwork would be interrupted by brushes
and kicks to the side and sudden stamping exclamations of feet
against floor. It was this sort of excitement that made El
Morao seem a little company with a great heart.

THE SHOW "JEREZ POR EL MUNDO" RETURNS FROM
ITS NORTH AMERICAN TOUR
AFTER TWO MONTHS OF SUCCESS
1985; sent

[from: Diario de Jerez, Dec. 14, by El Chileno;

translated by Paco Sevilla]

by Luis Rebelles

"Jerez por el mundo,” the flamenco group directed by Manuel
Morac has returned to our city after a tour of two months in
MNarth America, where, according to their statements in a press
canference yesterday, they had numeraus successful perfor-
mances.

The flamenco group, headed by the guitarist, Manuel Morao,
is made up of his brother, Juan Morao, also a guitarist, the
cantaores, Luis de Pacote, José Vargas, "E! Mono," and Lorenzo
Gélvez "Ripoll,” and the bailaoras, Manuela Carpio and Ana
Maria Blanco.

The tour, which began October 14 with a performance in the
Casa de Espafia in New York, was negotiated through the
Spanish Consulate of New York, which arranged for performances
in Boston, Philadelphia, Pittsburgh, Dayton, Kansas City, Wash-
ington, Connecticut, Detroit, Cincinnatti, and New York. In all,
there were 32 performances in different states and they finished
up with a Decemmber 1st perfarmance in Carnegie Hall in New
York, one of the most important theaters in the world. That
appearance, not among those originally contracted, Look place
berause of the success the group was having.

The key to their success was explained yesterday morning in
a press conference held in the cultural room of the 5an Benito
area. It was important Manuel Morao explained, "because we
have put forward our authenticity, our roots. There is & certain
Armerican public that is used to seeing easy flamenco, where the
choreography and lighting are more important than the flamenco
art itself."

The show was presentéd in sites ranging from theaters to
universities. Performing in a university, at an unusual hour for
the “flamenco ceremany,” such as the morning, did not stop,
"...the young American audiences from spplauding. Those youths
understood and felt our art."

Manuel Morao stated also that, "...in that land they are very
prepared culturally, they see rmany shows and know the arts very
well."

With regard to the Carnegie Hall performance, of which the
srtistic director was, logically, very proud, he said, "...to present
us there is an accomplishment, This theater has 3,000 seats and
it was filled. At the beginning of the tour we were afraid that

o |

THE GROUP WHICH COMPRISES "JEREZ POR EL MUNDO" - RETURNED TO JEREZ AFTER
TWO MONTHS OF SUCCESS IN THE AMERICAS.

Photo Iglesias
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we wouldn't be understood, but after the kriumphs we experienced
we became mora caenfident.

"It is true that we arrived i@ North Americe as an uokoown
greup,” continued Manuel Morao, "but we did it with much hesrt
and feeling. The key Lo our success was our ability to mesmer-
ize with the rcante, baile and flamenco guiter of Jerez."

Manue! Morao also indicated during the press conference, at
which the whole graup was present, that the impressarios hed
been interested in preparing a return tour and, if one of the
affers comes through, it would materialize next autumn. He
concluded by saying that, "this is one more sucress, thanks to
the Consulate of Spain In New York, recorded for Jerez."

el E—

JUAN MARTIN

From the Editor:

In the fast issue af Jaleo, we reviewed = new record by the
British (now, apparently, Spanish) guitarist, Juan Martln. The
foliowing is material thst ha sent us--to give anather side of
ths story. Keep in mind that the Spanish newspaper article
prints anly what hs says about himself. The articles from the
British guitar magazines give the critica point of viaw,

* * ¥

JUAN MARTING THE SUBTLETY THAT GIVES
FEELING TO THE STRINGS OF THE GUITAR

[from: La Tribuns de Marbella, Aug, 11, 1985 sent by Juan
Martin, transiated by Paco Sevills.]

by Eduardo Palscios

Juan Martin can be considered, aiong with Paco de Lucla, as
one of the best known, internationally, of the Spanish guitarists.
He has sald 2 half millian recards and waa number ten on the
best selling record list in Great Britain with his thema for the
television series "The Tharnbird” MHe has given concerts in the
United States, Jspan, Switzerland, France, ltaly and England.
He has played with Al DiMeola, Santana, Miles Davis and many
athers. His flamenca guiter method is ane of the maat used in
ali of Eurcpe and hs has aisa writtan two aothar books of
musical compasitions,

Esteblished for some years in England, where he merried an
English woman, "...she is very flamence, speeks Spenish with en
Andeluclan eccent--a bland gypsy! with wham he hes a six vyear
ald son, this man from M4laga, bom wha knows how many yesrs
eno--he wan't s8y--in La Caribuels, desires to return to the land
of his birth, far the fog of Landon doesn't allow him to fes! the
vital reys of the sun.

Juan Martin, who hes 2 house in Estepana, doesn’t let a

single summer go by without spending a few days on his Costa
del Sol. His stay in his. hot Spain seems to revive his aficidn
for the strings and he takes edventage af ail invitetions that
come up to delight the listener with his desply felt strums.
. Last Thursday he played in Marbelle, invited by the pefia
flamenca “Sierra Blanca," which is organizing the ™I Cursa Inter-
ngcional de Guitarra Flamencs” [The First International Guitar
Caursel.  He beifeves thet these undertakings wifl be highly
poaitive in contributing to the efforts to give the flamenco
quitar ita just place within the art.

for Juan Martin, the guitar, "...has had very bad luck."
HBesides the fact thet very few recards are sold in this musicsl
specialty, the problem lies in that it is a very prafound art and
not- everybody s prepared ta feel it, ..which iz a shame."

"l believe that the rhythm af the buisrias is the maost
importent rhythm in the world and, yet, it has nat left Spein,"
he affirms, sadly, "] think ebout how famous the BossaMava is
--thet's how it should be with the bulierfa. There are jezz
players who csn't comprehend the full extent of the rhythms of
the bulerie."

Just before coming te Spain, he came from Mantreaux
[France], where he played in the campany of the famous jszz
man, Miles Davis. Thst performance may result in his appeer-
8nce on Spanish television, an the program, "Jazz entre Amigos.”

Aside fram that, be is waiting for fus latest record to comre
out, his ninth, that was recarded in London by WEA.

He explains that he left Spain because, “..nobody becomes
famous in his own land.” One fine day in 1972, he was conr-
tracted for a concert in Londan. Based an that performance- -
the British press gave him good reviews--offers began to pour
in. The Spsnish guitar is widely accepted 8nd has an enthusias-
tic following outside of our harders,

Juan Martln, & friend of Paco de Lucla since he was fifteen
years old, has given eighty recitals autside of Spein Lthis vear.
For him, who leamed fandehgos ta the rapping of the knuckles
of El Nifio de Canillas on a wopden table, the guiter, “...has
been e drug.” Abaut Paco de Lucia, he seys that he exacutea
bettsr thsn enybody and playa very weil. "What he has done
has been to give a very big boost to the guitar.” JIn imitsting
him, one tends ta play very fest, with technigue, "...but you
have ta elicit feeling alsa, The quiter is a very difficult
instrument; for that reason, that he dominates it so well, he ia
sa admirad,"

in regard to his style, Juan dafines it 88, "...e personal wey
of playing, in which the heart and feelings dominate the tech-
nigue. You have to be sublle with the guitarn"

But Jusn Martin dass not discount other atyjes of music.
Sometimes he pleys classical music and he enjays Albéniz and
Falla, slthaugh hsi music aiways drifts toward flamenco shores

in regard Lo his published guitar method, it taek him five
years to write E1 Arte Flamenco ce la Guiterra, an obligatory
work for thase = ing this instrument. He has also written
two books of compositiona for the guitar.

Tuasday he ieaves once more for the leadsn skies of Londan.
The 15th hs hes 5 program on British television. It is alsa
passible that he will do 8 teur of (Germany Lo present his new
recarg.

[The fallowing three articies are from the British guitar maga-
zine, Classical Guiter.)

JUAN MARTIN
by Barberé Andrews

Spanish Institute, Londan. 2B Februery 1985.

It had been aome years since 1 had hasrd Juan Martin's
playing of live fieamenco ma 1 wes giad of the opportumity to
attend this rscitel to a amall but packed sudience at the
Spanish Institute, 1 was interested to see what had developed
over the time thet he hed been invalved with pther musicel
vantures,

In spite af the bsd acoustic we were treated to a canfident
end masterful perfarmsncs. The material wes npew, of Jen's
own composition, and he seemed Latsily relexad and familier
with the pieces. This is nat surprising, since he is recording
aeveral of thsm et the moment for his new album end is
obviously much involved with this particular music et present.

1 da not propose to comment on technique--feeling mysealf
hardly qualified--except tQ say that | wes berely aware of it.
Juan has the mastery of his technique ta such en extent that it
is relegated ta being merely the vehicle for expression, rather
than an 3nd in iteelf. With same top class guitarists 1 find 1
spend mare time being emazed et technique than listening to
what the artist is playing.

The pieces wera well constructed, almoat studied, end vet
somehow still meneged to retain an air of spuntaneity thet was
very flamenca. Juen's commend of compas is superb end this,
in my apinjon, is ane of his great strengthe, contributing much
ta the euthentic flamencc feel of his playing. It is sn aspect
which many guiteriets in this country aeem to find difficuit to
perfect. .

From the asdly guiet short pragramme @ particularly enjayed
the sequiriyas, fartuce, terantas and bulerizs. Solo guitar can
rerely capture the truly ‘jonde' air of the canre > this was
ane of the rare occesions. In the seguiriyas, with no big build-
up to a balends ending, the tension remaired intart and ane was
left feeling as if henging in the air; merciless and satisfyingly
frustreting! It echaed the etemal tensian of Goye's peinting
perfectly. Tne farruca wss highly individusl, serious and haunting.
It made the bsck af my neck prickle. The bulerfs was excei-
lent, crisp, hard-driving end exciting but with plenty af light and
shads. 1 tnink even the lerezanas cauldn't heve campleined!

However, the high-spot of the evening hsd to he the piece
inspired by Picasan's 'Guerhica’. In three psris, Prelude, Attack
and Lament, the flrat and last were in tarantas form but the
middle psrt, while blending weil with the others, caould rat quite
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be defined as any known flamenco form. It might have had a
touch of fandsngo but [ really think Juan has invented a new
rhythm!  This Guernica set must become one of my ell-time
favorites, The three parte--ominous, deedly and agonising --
so evocetive of the peinting, were heertbreeking and utterly
beautiful, T bhave to admit [ had tears in my eyes

[t is my impression that Juan Martin, slways for me one of
the more fiemmenco of guitarists, hes matured into a atyle and
sound guite definitaly all his own, ] am very much looking
forward to the forthcoming record [f it matches up to this
performance.

* ¥

JJAN MARTIN
by Carlos Estrada
Wigmore Hall, London, 3 July 1985

One could likan flamence to 8 hardy saed which grows in the
soil of slmost amy given country and climate. Each tree from
agch seed blossoms into ¢ new form, distinet from pravious
forms and from its brothars. Thus under the same genus
'flamenco’ we have the talents of Psco de Lucla, Manolo
Sanlycar end other greats; Paco Pefa, lan Devies and Juen
Martln are also trees from the seeds of the mother plant, aach
one an individual and each with his own particular character-
istics.

Juen Martln, with a singuler snd admirable conviction in his
work, stends apsrt fromm his contemporaries. Here is flamence
withint be honoured treditional velues, yet as innovative and
evocetive es anything others have dreamt of or attampted, His
guitar is his canvas, and his brush paints the strings with a
talent capsbie of conjuring up imagea of [aya, Valezqusz,
Picasso or Lorca. He has his own individual and recognizable
atyle, coupled with an unerring sense of rhythm and, more
important, of timing, The result is an enjoysble end, indeed,
envigbie cormmbination of professional entertsinment end high
class artistry.

This Wigmore Hall recital served as @ showcase far Juan
Mertin's latest {P. Seated somewhat farther back from the
frant row tham js customary, he opened his set with the Jament
of a taranta and a fandango. During the next few pieces it
became evident that we were ts be treeted toc an  exciting
svening of varied toquas end aiways interesting falsatas.

The 3rd of May, & sequidillas, rasts in my memory along
with the Alegries de Pablo which closed the first half, Juan
Martin has a polished atage manner that immediately puts the
sydience. at ease, drewing them into his world of flamenco while
he mpeaks freely and engsgingly in order to help us gather the
ideas behind the piecas, Tsking inspiration meny times from
paintings end history, the titles to Juan's works are often as
evocetive as the pieces themselves, yet ramain remarkably
firmly within the bounderies of traditionei forms. Juan's lan-
guage is a modern, new one, neither a shadow nor & copy of
other 'flamencos' but truiy an individual statement end ali the
more interesting for that.

At timee Jusn held the sudience in the palm of his hands,
though thankfully we were not fiterally in that position when he
demonstreted the different palmes in his introduction to the
buierfas!  An unusuallay quiet and sttentive asudience could be
seen to enjoy the more jively rhytbms of the guajira; zambra
mora, bulerlas snd romba which closed the second half.

This enthusiastic and capacity audience (hew meny guitarists
can ectuaily fill the Wigmore Hall?) demandad twe encores; and
anpther rumba and en improvised alegrias ended a balmy sum-
mer's evening of stirmulating entertainment.

* ¥ =

THE SOLO ALBUM

Guernice (terante); Mird's Metronerme (bulerlas); Lecnardo's Hesd
of Christ (farrucal; Velasguez's Prince Beltasar Carlos on horse-
back (slegrias); Sadness of the WKing (soleal At the Carnivsl
{gusjiras); Lorca's Draam (grenadinas); Goya's 3rd of Mey (sequi-
ditia); Danza (zepateadn).

by Grehgm Wade
Jusn Martin {guiter) WEA WX1i7

Juan Martin's three previous solo slbums were issued in
1973, 1976 and 1577, respectively and now at last we heve &
further opportunity to [isten to the true guitar of this irmagina-
tive and virtuosic flamenco artist. In this recording Jusn Martin
both works within the traditionsl fismenc forms and creates his
own material, emerging from an indebtedness to the great Nino

.Ricarde to that mormant where a guitarist in this idiom defines

hiz own creativs identity in e distinctive style.

The titles of the piaces reflect Juan's concarn to involve the
public in a mesaninful relationship to flamarco. Just es a lot of
classical gquitar - music relies on visyal imagery in its title to
schieve its effect (viz. Keshkin's The Prince's Toys or Tippett's
Blue Guitar) so thia album lears fowsrds impressicnism. £ lamen-
co solos usually have titles such as Ececs de Triana or Naoches de
Malaga and use tha flamenco form itsslf to define the mood
whethar alegrfas or tarantas or whatavar. Juan has tsken this
process one staga further and takas us into the raslm of art,
history, and fantasy, as weil as relying on intimations of Spanish
geography or personal mood. At timas thia may seem g little
tendentious, raising mMore quastions than can be answered through
the flamenco idiom. But at its best as in Guernica the artist
can achieve a lively fusion batween his parsonal vision and the
availsble mediom. The naming of pieces in this way i8 particu-
larly effective in recitals where the flamenco player can explain
the background to the piece before playing.

The playing itself is consistently superb. Juen Martin is an
outstanding virtueso by any reckening and over the fifteen yeers
that [ have followed his career, inclyding a dozen Queen Elize-
beth Hall recitels, his technicel brilliancs has steadily developed,
matching the interpretation sernsitivity of his musical irnagination.
In the guitar world, for a number of reasons, Juan Martin's
qualities heve not alweys been given their due. This solo sibym
should set the matter straight--it is tha work of a sensitive
composer, an imaginetive artist and a virtuoso guitarist, His
tone colours, superb rhythmic drive, and deap commitment to
his ert should prove an inspiration to sil classical pleyers and
they should allaw themselves the tolarance of purchasing a
flsmenco recording on this oceasion in ordsr to advance their
understanding of the infinite expressiveness of the guitar.

PRESS QUOTES FROM
MONTREUX {FRANCE) JAZZ FESTIVAL 1985

Vevey Riviera, 18th July 1985

Aftar the atylish Californians, the flamenco guitariat Juan
Martin offered us a suparb intarlude from jezz. Virtuass and
powerful, sensitive and at the same time earthy, Juan Martin
deserves to ascaps the greynass of England where it seems ha
now lives, You have ta see him to understand that with or
without jazz the guiter iz an inatrument with almost pianistic
qualities.

te Matin, 18th July 1985

A flamanco set and the classic flamence guitar with Juan
Martin. Nothing but a chair, a microphona gnd an austers end
empty atage. Simply superb. Gifted with sn aetounding tech-
nical maatery, the musicial blanded in that something extra
whieh [ifts tha heart: rafinement and emotion.

24 Hueres, 19th July 1985

The prasantation of the flamanco guitarisat Juan Maertln was
an interluce of caim and delicacy, of virtuosity end warm Latin
feeting on Tussday avaning et the Montreux Festival, just before
the Vienna Art Orchestra,

A moment of pure musicality given by a self-taught musician.

Journel de Nyon, 19th July 1985

After Califoernia, Spain. Claude Mopbs ian't afraid of paradox:
before the evsnt garde jazz of the Vienna Art Orchestra of
which the Veud Press has sung preises, the guitarist Juan Martin
presentad an sttractive repertoire of Andalusian flamenco,
Alone fecing his public Juan Martin said he wes surprised to
have been invited to participata in this concart which was
dedicated to the csuse of modern jazz. A simply and touching
individual, done =a disservice by a failing sound system he
nevertheless managed to csst s spell on bis public,

e
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early age are important ta Denis, who has had the goal of
"being a star" firmly in her mind for several years. "I did miss
GUILLERMO RIOS my maom," she admitted, "but I'm glad | got the cpportunity,
because it's a good head start. | really do want to be a
prafessional, and [ learned a lot of things | can use here."
We would like to apologize to Guillermo Rlos for i him Daily rlasses kepf™ them busy: basic elements of flamenco
Guillermo Ruiz on last issues cover. These sorts of mental such  us brazeo (arm movements), zapateado (footwork) palmas

errors pap up at the most unfortunate times.

Guillermo:  MNone of the addresses you have sent us are
working.,  Mail Is returned as undeliverable,  Please bring us up
to date.

Guillermo is performing 1 Carnegie Hall in New York an
March 29, as part of the American Institute of Cuitar IV
International Festival, and we wish him great success.

REVIEWS

STUDENTS DANCE THROUGH SCHOOL

[from: San Antonio Light, Sept. 7, 1985; sent by Teo Morca.]
by Josie Neal

Teo Morca: "A real amazing talent. Noi just cute but art is
there and what natural compds."

Last month, when most students were busy squeezing the last
drop of fun from summer vacations, two young S5an Antonians
chose to be--in school. It was no ordinary school, however, that
made Johanna Denis and Veronica Guel happily forgo two
precious weeks of freedom, The two recently returned from the
Moreca Academy of Creative Arts in Belingham, Wash., where
they studied in the annual flamenco workshop of one of the
country's acknowledged masters of Spanish dance, Teodoro
Maorca.

"l loved it," said 10-year-old Denis, who was Lo repeat the
phrase over and over during an interview last week, It was her
first trip away from home and family, and that, along with
demanding classes, was an important part of the learning experi-
ence. "The mast exciting thing to me was that | went so far--
especially without my mom! But to me, it was worth it,
because | need that opportumty if [ want to be a star.”

Such things as learning la be away from one's mom at an

(hand-clapping) and comas (chythmic patterns) were studied in
morning Ltechnique classes.  Afternoons were devoted ta learning
dances from the traditional repertory. (Oenis' class learned a
farruca and & caracoles, Guel's class learned a columbiana and
soleares.

Evenings were spent studying films of renowned flamenco
dancers such as Carmen Amaya and Antonio Gades, and listening
tn lectures on 5Spain, flamenco style and costurning. Watching a
film af the legendary La Chunga, a gypsy who danced barefoot,
Dems was amazed to discover that she could hear the footwork.

Even recreational time had valuable insights to offer. Denis
recalled that they danced on the beach during one outing so "we
could feel our feet. Each one (of the students! got up and
danced. | danced with Morca!" she said, glowing with pride.

Guel, 17, agreed the students had many opportunities to put
their newly gained knowledge to work. "We had little juergitas
(impromptu performances)," she explained. Guitarists played, and
each dancer danced "whenever you felt like it."

One of the things both girls learned was a new awareness of
the body as thelir means of expression--thelr instrument. For
Guel, that valuable lesson meant "to be aware of your body, and
to be proud,"” and also to realize that footwork isn't the most
important aspect of flamenco dancing. 'Footwork is 40 percent
aof it," said Guel, "the body, hands and arms make up the rest,
It was wonderful to feel my hands moving and never catching up
with each ather!"

Guel, who said the experience was as demanding mentally as
it was physically, enjoyed being with others of like interests.
"Just being around (the ather dancers) influenced me a lot," she
explained. "You could learn just by leoking--the different
styles, the little things. 1 was like a sponge, trying to soak up
as much as possible, and so was Johanna."

YOUNG ARTIST JO[!ANN.A_ DENIS ATTENDED
WORKSHOP BY TEODORO MORCA
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Photo Ruth Balduan

SPANISH DANCE PRIMER

[from: The Washington Post, Oct. 371, 1985]

by Pamela Sommers

the following is a review of performances at the Smithsonian,
Baird Auditorium, by the Spanish Dance Society under the
Direction of Marina Keet, with guest artist Jose de Udaeta, from
Spain. The lecture/demonstration was introduced by Prof. Nancy
Diers-Johngon of George Washington University.

I have been studying Spanish dancing for about 35 years and
have only begun to skim the surface,"” declared Marina Keet at
the start of the Spanish Dance Society USA's lecture/demonstra-
tion Saturday evening at Baird Auditorium.

For all her modesty, this multi-talented woman has gone
well beyond "skimming," devoting a qood part of her professional
career to absorbing, performing and passing on the glories of
both classical and regional Spanish movement and music.,

As a producer of lucid and varied entertainments, Keet has
few equals. This past weekend, her well-trained ensemble,
joined by castanet virtuoso Jase de Udaeta, presented two
completely different programs that provided the spectator with
both a condensed education and theatrical fireworks.

As Keet offered witty commentary from a lectern at the
side of the stage, members of the group, dressed in a wide
assortment of traditional costumes, performed an astounding
range of seguidillas, fandangos, jotas and other dances to live
and recorded music. Some were light and bounding, others
sullry and grounded.

Thirty-two dances, plus one of Keet's own ballets, were per-
formed over the course of the twe programs. Though the level
of dancing ranged from highly polished to merely competent (all
of the dancers are Keet's students at George Washington Uni-
versity), one couldn't help but admire the uniformity of bearing
and placement, and the overall good feeling generated by these
performers,

The crowning jewel of both programs was de Udae_ta. This
ebullient man fairly quakes with rhythmic vitality. His fingers
move over his instruments at overwhelming speed, producing

DANCE SOCIETY AT THE SMITHSONIAN INSTITUTE.

sounds that conjure up chattering teeth, rain on the roof, type-
writers. He performs to the music of Scarlatti, Mozart, Rimski-
Karsakov and, of course, that of his native land, conjuring up
rhythms not wunlike those of this country's most inventive tap
dancers. To see his fingers working incessantly, his arms
whirling, his eyes flashing, is to experience rhythm as one has
never experienced it before,

* * %

ALBA'S NEW TROUPE MAKES DEBUT

[from: Neww York Post, Jan. B, 1986; sent by Leo Lozada]

by Sonia Reyes

The legendary empress of flamenco, says she has had & |ife-
long affair of the heart with Spanish dance.

To go the distance, says Alba, you must "love it [flamenco]
with all your soul, almost more than anyting else. That's the
only thing that has kept me going.”

Alba will debut with her newly formed 11-member Spanish
Dance Theater at Marymount Manhattan Theater on Friday and
Saturday with five premieres.

A Chicago-born Manhattan resident with family in Burgos,
Spain, Alba spends half the year touring and conducting master
classes nationwide and in Europe. She was last seen here in a
special appearance with Flamenco Moro" in January '85.

Onstage the self-assured bailarina struts, clicks and stamps
her feet with a devil-may-care, self-possessed attitude. But
offstage, there's another Alba.

"I'm the opposite offstage. You'd never know, to see me
walking down the street, that I'm a gdancer. I'm fairly shy and
ordinary."

After so many years of taconeos (heel-clicks), the diminutive
Alba still puts her all into performances.

"I'm all there, I don't think dance steps count or mean

anything, unless you bring something else to it: your soul and
feelings of the moment."
Alba was 15 when she danced professionally with the Ximenez

4
DIANE PISANO AND

JOANA DEL RIO,

LIVA.
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Vargas Company of Madrid. Dance was her dream and she
studied ballet and later modern dance with Martha Graham.

Shades of modern dance permeate some of her more con-
temporary pieces like "Porto Del Vino," danced by Ruth Mavyer,
& soloist with the American Ballet Theater.

Alba gets all mushy about this piece. Or rather, about the
dazzling black silk shawl which will drape Mayer's body in
"Porto Del Vino."

It was a special gift from twc very special people, Ruth St,
Denis and Ted Shawn, two modern dance pioneers with a gusto
for ethnic dance. They are credited as being amang the first to
introduce flamenco to this country.

"Papa Shawn gave me the shawl in the '60s when 1 was per-
forming at Jacob's Pillow. Shortly after that, he died; [ laved
him very much." Thus, Ruth Mayer will make dance history
when she evokes the spirit of Ruth St, Denis.

In "Fiesta Colombiana,” Alba explores South
dances with “"elaborate Cumbia costumes,"

Another favorite, "Yerma," will have Alba dancing a duet in
bare feet with partner Victorio Korjhan because "1 didn't want
any sound on the floor, I felt for that particular dance It
would be distracting.”

American folk

SPANISH PROGRAM

[from: The New York Times, Jan. 14, 1986: sent

by Gearge
Ryss]

by Jennifer Dunning

Castanets chattered and feet rapped out their beat in "iEspsfial,"
a program presented by the Spanish Dance Theater an Saturday
at the Marymount Manhattan Theater. But this was an unusual
evering of Sparish dancing, filled with dramatic vignettes as
well as strong performing,

Maria Alba is an unforgettable performer whose presence is
that of an earthy and ageless goddess. Animated by teasing
passion in "Asturias," chorengraphed by Miss Alba and Victorio
Korjhan, her partner in the smoldering duet, she had the dis-

]

arming winsomeness of a young peasant waman i the "Fiesta
Colombiana.” Choreographed by Roberto Cartagena to tradi-
tional music, "Fiesta Colombiana" provided the program's most
interesting dancing, with weaving, dipping palterns moved
through by torch-bearing women and a sword-flashing suitor
danced by Mr. Cartagena.

The wignettes protrayed an aging papa returning home to his
maostly female clan; two lusty, blind lottery sellers, and, with a
little uncomfortable hokeyness, citizens of Madrid during the
Spanish Civil War, Mr. Korjhan nearly stole each show. His
elegant Spanish dancing is eccentric in its incorporation of
acrobatics with familiar steps and stances. He is also a dare-
devil and humane comic actor.

Ruth Mayer, a guest artist like Miss Alba and Mr, Cartagena,
offered a brooding, dramatic duet with 3 flowered Spanish
shawl, said to have been owned by Ruth St. Denis, lit dramati-
cally by Maxine Glorsky. But this was a company that stood on

its own. It was completed by the ingratiating Maria Constancia,
the elegant Willa and a little sizzler named Monte, The musi-
cians were Arluro Martinez and Kumi Ochiai, quitarists, and the
singer Maria Elena.

"MARIO ESCUDERO AT THE Y™
by Solomon "El Medico" Liebowitz, M.D,

On Sunday, January 12, 1986, Sr. Mario Escudero once again
demonstrated his incredible mastery of "El Arte del Flamenco".
An ncredible performance was given, divided into three parts,
lhe first third consisted of selo quitar presentations by 5r.
Escudero.  All of these were played with the duende that we
expect and always receive from him, but his playing af MNavidad
Andaluza and 2 soleares were soul shaking.'

The second third consisted of a mini-juerga with Sr. Escudero,
Luis Vargas singing, and dancing by Manolo de Cérdoba. Luig
Vargas' voice brings one back to flamenco puro -- that type of
melodic gravelly voice that is not heard too often these days
and s sorely missed. His Serranca Andaluz (Ed: ?77Serrana
Andaluza, perhaps) was a true cante jondo rendition. Ah, if |
could only sing like Sr. Vargas, I might be templed to give up
medicine. Sr. de Cérdoba's dancing was fiery and perfect. This
small group managed to create the atmosphere of an intimate
barrio cafe, despite being In the middle of a dark stage in
central Manhattan,

The third part was truly a collector's item. We saw a Ffilm

"Testament of a Dancer" copsisting of a selection of pieces per-
formed by legendary Vincente Escudero in 1959, Although the
original sound track was lost, it was recreated by the original
guitarist, Maric Escudero, and lip-synced by Luis Vargas.
Manolo de Cérdoba reproduced the dance sounds. The overall
resull gave the appearance and sound of what must have been
the original studio version. Sr. Escudero danced milonga,
zapateado and farruca.

This was an incredible afterncon that was wildly and enthu-
siastically received. There is certainly a good market for good
flamenco in New York.

THE FRAME STATION

The Finest in Custom Picture Framing

20% DISCOUNT
T0 ALL MEMBERS OF JALEISTAS

1011 FORT STOCKTON DRIVE (OWNER TOM SANDLER
SAN DIEGD, CALIFORNIA (714) 298-8558

Hillcrest/Mission Hills area)
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SABICAS PROGRAM

1','t'rcm-|§I The Las Angefes Times, Jan. 20, 1986; sent by George
Ryss

by Msrc Shulgeld

Flamenes quiter sheuldn't werk in a 1,900-seat concert hall
It sgéms s centradiction in terms. Ideally, the setting fer this
hot-biegded, impravisatory mueic would be sn intimate, smoke-
filled cafe in Seville.

5o how did Sshices, the veteran Spanish musician, overcome
the coldnass &nd distance of Royce Hsli, UCLA, on Friday?
Mot with the show-biz pizezz of e Maenitas de Plata, or with the
intensity snd blinding virtuesity 8f 8 Paco de Lucia. He did it
with teste, skilled pacing end & tBtal ceémmand &f the subtly
diverse styles of flamance.

In a feet-maving prégram, the guiterist trsvaled essily, and
aften briiliantly, threugh g dezen &r so five-minute mosical
excursiéns, :

His compositiens never bagged down in repatition and rarely
suffered fram a lack of mealodic inventiBn. "Cuavas de! 5acro-
mente," far axemple, offerad saveral inventive madulatians,
"Semgna Sanate en 5evilla" ocpened Bnd closed with an enticing,
Arasbic-flavared, strummed baks melody.

Such an effact was used here Bs & meanz té an end. Fla-
mence, of course, hes more then its share af pure flash &nd
Sabicar did nat diseppaint those whe ceme ta gesp: strummed
créssed bass strings that createsd s smare-drum séund in "Arebig,"
left-hand-slene passage wark that dezzled aye Bnd esr, ete.

Mestiy, though, the playing inepired silent raspect, rather
thsn demonstrative weaves &f jaied, But the standing 8vatisn
that faollowed the final strums &f "Fiests en Jerez" was span-
tsneBus and genuine.

% & ¥

THE FLAMENCO OF THE MODRCA

(from: The Gerden Islend, Feb. 5, 1386.]
by Pemala Kaneshige

Flamznce! The vary word esnnotes imeges &f snapping dark
eyBs and the unbridled display of pagsion, sounds &f rhythmic
he8l-drumming, castanets, and a crowd urging dancers to greater
efforts.

If you heve Br heve not seen ematinnglly-charqed flamenco
dancing, you will wsnt ts be in attendance when the Marca
Dence Theatre prasants its axciting progrsm st the Kaeua't War
Memarial Canvention Heil, Thursday, Februgry 6 at 7:30p.m.

The Marcss, TeBdoro and lsabel, co-diract the Merca Dsnce
Thestre, for which they perform seles snd duss. MBrca will
offer a satisfylng crass-sectign of flamence rhythms and severa]
?pl;ertilai't-style danees inventively chereegraphad by Teodors and
sabel.

This writer hss net fergotten the excitemsnt the Morcas
engenderad an stage in the Denver ares seme four years aga,
At that time they charmsad btheir audience with s magic baots
fantasy, and cest a true spell with the leve duo to Pschelbel’s
"Canon in O This lsst dance hae bean proclsimed a master-
piace.

In 1982 the trBupe was celebreting e quarter century of
touring thraugheut the LL5. and Eurgpe, where Mercs Danee
Theatre's pragrams have given much enjeyment.  Well-known
dance critics ‘have praised the mrtistry of the eriginal chareo-
graphy thst expands trediticn.

This cencert will eisa feature flemence guitarist Victor
Kelstaa. Often, there ere seiectiéns sst te the music Bf Vivaldi
snd Bach, And why such s mix gf centinants end cenaturies on
§ pragrem af Spsnish damce? Why nét, for in the unwritten
history of dance, new biendings of mavement and music create
what eventuelly becomnss the traditionsl.

Frem Spsin, because 8f her particular history end incorpors.
tian ef cuitures, cones a wesith 8f dance form. Tee Morca in
his chereogrsphy drews from ciassicel ceurt snd regisne! fajk
dances, the Spsnish bailet of the "Belera Era," snd contamporsry
modern Spanish theatre dance, which uses ail ferms of move-
ment.

Let's explore some of these sBurces so impertant Lo Marea,
the artist henerebly dubbed "Dancing Eagle” by the Taos Indian

Puebis.

Caurt dances were modified forms 8f Spain's regional folk
darices.  In the sixteenti century dance technique: was fermalizad
to fit the nobleman's etiguatte. And edepietions of dsnces
stepped acrass intarnational boundarias, far it was easy far
French, ltwslian, and English courtiars to scquire the ioes af
Spanish court dance while vititing the palaces of Madrid.

Folk dance is & general term far dancing thet originates
améng the peaple end EBxpressps the particular nature &f the
pedple. A psrticipatory ferm rather then e presented one, the
besic pstterns ancoursge eslf-expression through impravisation.

5eme Spenish dances have gestures strange to sthar Europesn
dancee. This may be because gypsies, numeraus in Spain,
brought with them whgt might heve bean Indien gesture dancas
which avelved with Maerish influence. The Andalusian gypsies
heve been @ majer influance sn Spanish dance.

Getting back te flamenca, (not "flaminga") afthBugh there ara
many Tregigna) varietions, todey ths Lterm s used more ta
describe an improviged style of flemboyent stemping and fiery
dispiay rather than a particuiar dance. Fer all we know, Jdance
mevements bern in Europe, Africe, and Asia mest in flamence,
which has its roets in the ungbeshed expression Bf jey.

'BYPsy BENUIS’
HISTORIC - EXCLUSIVE VIDEO RELEASE
By
MANUEL AGUJETAS DE JEREZ
(CANTAOR)

For the first tsme in flamenco history the legendary
Manuel Agujetas de Jerez performm on video cassette. The
world famous maestro of the Jeres dynasty of gypsy fla-
meneo Ginging ggves an histaric performamce chat will
repaga forever. Beautiful cantez por Soled, Fandango
Grande, Sipuiriyes, Malagueidias, Rowmeras, Tarantac,
Tientos, Bulerfas. Lengrh-90 wminutes in colsr. This
video festures the spercial colabsration and original
gustar accompaniments of recording aml concert artist
RODR1GO, Opa't miss Sut on this first wosld release as
it is a collectors item. HNo studio viden of this kgnd
has ever been made., Order Beta cor VHS. Omnly $49.00.
Send cagh, cheek sr money crder to Alejandrins Hollmaa.
148 Tafr Ave., #11, El Cajon, CA 92020. The perfsrmance
¢ took place om August 5, 1985. An educationsl "wuet" for
guitarists and mingers. Allow 3 to & weeks for delivery.

sk %J&ma# {y
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A 2N c/o W. J. Adams
8 (T X . 53¢ Lewis Bay Rd. §
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LOS ANGELES JUERGAS

by Yvetta Williams and Ron Spatz

AUGUST 1985

August, 1985, found us at MNora's Place (a South American
Restaurant) in the Valley, This time we had a respectable
balance between guitarists and dancers. We had many regulars
and some new faces. Of course, we also had the usual negative
aspect of holding open juergas at restaurants: namely, an
abundance of '"Lookie-i_ons" under the impression they were
watching a floor show and criticizing whatever aspect that
didn't hold their sttention. Our (L.A. Juerga organization)
reaction to such deportment is “participate...or shut up and
watch...or...stay home," On the more positive side, the stage,
dance area and acoustics were great. Participating in the dance
were Katina, Coral Citron, Marlene Gael, Carolyn Berger, and
Juana Escobar. Guitarists were Ben Shearer, Guy Wrinkle,
Mickey Kayne, Yvetta and Ron.

GUITARISTS GATHER AT JANUARY

FREEMAN, GENE FOSTER, RON SPATZ AND YVETTA WILLIAMS.

AND

JANUARY 1986

In January, 1986, Chuck and Rosita McCool sponsored us at
the recreation room of a condo complex in Marina del Rey. It
was a small but active bunch with a lot of participation. (The
Jaleo announcement with date and place arrived in L.A. a week
later.) For those we missed by phone, our apologies.  Inciden-
tally, many of the phone numbers on our list are outdated.
Anyone particularly interested in notifications should ascertain
we have the correct number.

We had Ben Shearer, Bill Freeman, Gene Foster, Yvetta and
Ron on guitar...Carolyn Berger, Anna Konya, Joy Padilla, and
Eric Cortez dancing. Bill also provided cante.

Chuck and Rosita had such 3 gresf time they asked us back.
Those interested, we will be back there Saturday, May 10th,
7:00p.m.  The address is 13900 Fiji Way, Marina del Rey. Take
Marina Expressway to Lincoln, then to Admiralty Way to Fiji
Way. After you pass Fisherman's Village, watch for a small
driveway.  Parking is limited. It may be easier to park at

DANCTNG AT AUGUST '85 JUERGA JUANA ESCOBAR, MARLENE GALE
CORAL CITRON

Fisherman's Village and walk (not far).

Bring tapas.

—

JUERGA,

LEFT TO RIGHT: BILL

phatos by Dick Williams
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KATRIA VRINOS DANCES AT AUGUST JUERGA

FLAMENCO FENCING

ORNAMENTAL IRON 1349 Franklin

]
$
1} Bellingham, Washington 98225
t
'
{

Ph. (206) 676-1864

SAFEGUARD FENCE CO.
SERVINGC NORTH COUNTY

"ALBUQUERQUE, NEW MEXICO" WILL BE THE PLAC
FOR THE EXCITING "ALL FLAMENCO WORKSHOP,
FESTIVAL AND CONCERT" BY TEODORQ MORCA

AND MORCA DANCE THEATRE, JUNE 16-22, 1986 {

FOR INFO. PLEASE CONTACT: Mr. Harry Hook, '
= First United Methodist Church, PO. Box1638
619/745- 4846 : Albuquergue, NM. 87103, (505)243-5646 OR,
N § Teodoro Morca and the above address. b

A Sontoactin 5. Lo Bt | [THLS SPECIAL WORKSHOP WILL BE FUN IN THE |
SUN,, OLE!!!

PACO PENA

“Live in Munich”

1349 Franklin

) Bellingham, Washington 98225
Ph. (206) 676-18R4

TEODORO MORCA IS NOW OFFERING ON VIDEO
TAPE, A COMPLETE APPROACH TO STUDYING

! FLAMENCO DANCE, IN TECHNIQUE, INTERPRETATION
) REPERTOIRE AND UNDERSTANDING, WRITE OR

PHONE FOR A “MENU” OF TAPE SELECTIONS,

. ; .&wmu $———1495LH
| /ﬁ o

Qm'tar Studtbs. Inc Postage & Handling
C L lermenr 5t LS. and Canada - 5150
s Frangisco, £.a Sd]i4 Other Countries - $300

|
|
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ANNOUNCEMENTS

Announcements with the exception of clessified ads are frae
of charge to subscribers. They will be placed for two
menths if appropriate and must be received by the 1st of the
menth prior €0 their appearance. Includa phone number and
area code for use in the DIRECTORY. Classified ads are e 51.00
PEE Fer line (each 9 words] for each month they appear. Make
checks payable to JALEISTAS and mail to JALED, PO Box 4706,
San Diego, CA 921g4.
JALEQ CORRESPONDENTS

If you would like to assist JALEC by acting as a corras-
pondent for your city, please contact our PO Box and let us
know. we nead to have an update at least every two months.

updates

FLAMERCO ROSPITALITY uew listing in the "Directery” will be
added fer those wishing to offer assistance er lodging for
flmmencos viniting iz their ares, ]

SAM DIEGD JUERGAS are ugually held on che third Sacurdey of
sach month, For information call Paul Runyon 619/272-2082. er
Banilioa Ceravglo 61%9/274-9D%) or 488-1360.

LILIANA MORALES is performing currently with singer Luie
Vargas and guit. gquitarist Arturo Martinez at the Punce da Leon
Spanish Restaurant in New York City.

ZORONGO FLAMENCO haz produced the Flamenco Ballet “Yerma®™
bagsed on the play by Federico Garcia Lorra which will be
Presented in the 1986 season.

MARTIA BENITEZ SPANISH DANCE COMPANY will appear at the
Mandival Center at UCSD in La Jolla, CA on April 11 and at
Beckman Auditarium in Pasadena, CA on April 12.

THE NORTHERN CALIFQRNIA FLAMENCD SOCIETY presents juergas on
the last Monday of every meonth at Sainte Claire Hiltan in San
Jose, (A, Performers ay well as gbservers are welcome. <Call
(488) 723-0354.

GUITARISTS AMD GUITAR STUDENTS WELCOME to accompany dance
classes, San Diege area. Call Juana 440-5279 ’

MANOLC MARIN RETURNS TO THE U.S. this aummer to give flamenca
dance workshops. For 1n£ormat10n call Anira Paloma
415/383-6380 or write P.D. Box 372, Larkspur, CA 94919.

classified

GUITAR MUSEC. AVRILABLE: Music of many top artists, both
modern and old style, transcribed by Peter Baime, 1100 W.
River Park Lane, Milwaukee, WI 53203, :
FOR SALE: Music by Mario Escuderg and Sabicas, plus complate
line of guitar supplies (strings 1/2 price}. The Blue
Guitar, see ad for location.

EANADEROS FLAMENCOS by Esteban Delgade recorded by Paco de
Luria -~ acocurately notated sheet musicy €2.75 in USA, 34.58
faoreign, Southawest Waterloe Publishing Co., 670B Beckett
Ed., duztin, TX 78749.

PREE CATALOGUE of cecords, cassettes and videcs of singer
Manuel Agujetas, guitarist Rodrigo and singer Remedios
Fiores. Send SASE to Alejandrina Hollman, 148 "Taft #11, El
Cajon, CA 92020, o e -

DiRECleiY

australio
TLAMERTD EHTERTATNMENT
Cosnos i (Adelaide)

canada

SAKCE INSTRUCTION

Maximilieno (Taranto)

PLAMENCD HOSPITALITY

Alcnard Mois ‘lalcary, alberka)l

spain

FLAMENCD 320IZ

H. Menkes (Madrod;
TLAAENCD Jo3TOmEL
He Menkes Madeod)

D3-5.~3257

u.s.qa.

new york

FLAMENCC ENTERTAINMENT

The Ballroom

El Castellanc (Quesns)

Frente Unido Flamencn

La Mancha {Brooklyn

“esa de Espana

Meson Asturias (Quaens)

Ponce de Leon 3panish Restaurant
Restaurant Espafia

El Rincan de Espaffa

DANCE INSTRUCTION

Bailet Hispaniceo School of Dance
loretta Celitan [Long Island)
Mariguita Floras

Victorio Korjhan

Esteban de Leon

Bobby Lorca

Melinda Marques

Jerane Michel

Jose Molina

Liliana Morales

Estrella Marenc

Jarge MNavarta

Carmen Rubic

Carlota Santana

GUITAR INSTRDCTION

Marie Escudera

Michael Fisher (Ithacal

new jersey
DANCE INSTRUC2TOR
volanda Fernandez

pennsylvania

“IAMENCD EHTERTAENMENT

Mescn Dorn Juixate

SULTAR [NSTRUCTION

carlos Fubia

CDARCE LNSTRUCTION

Zamila Erice (Harriszargl v.»_.C.A.
Julia Lopez

\flf!;lf)l(?

DANCE ISBTRUCTION

Maria (Virginia Beagh/Ncrfml<)

Aana Martinez

Raguel Feifa {(Spanish Danue Center)
GJITAR INSTRUCTION

Paco 4o Maiaga

Farrando lirvent (Sganish Guitar Center)

washhgton d ¢ area

FLAMENCD ENTERTAIMNMENT

El Bcdegon

Tip Pepe

CharZes Moeser

GUITAE INSETRUCTION

Mariguita Martorell

Dace de Malaga tarlingtan, vA}

Carl-s FRamos t(Arlington, Va) L
fernando Sirvent (Spanish cu-tar Center)
Torzauto Jamora {Silverspring, D '
SANCE INSTRUCTION

¥arina Keail {Seorge Washingtop L.

Bya Martipez

Raguel Pefla (Spanish Zance Zepter)
FLAMENCD COSTUMES

Maria Tarmen Ramos

f
E}(!C)rs!l(l

CANCE INSTRUCTION
Marta Cid

florida

FLAMENCD ENTSRTAYNMENT

El Cid 4Miami)

Bodegan Castilly

Columbia Restaurant (Tampa)

212/244-3005

212/679-2263
212/446-9154
212/349-5580
212/489-578E
212/344-522B

212/362-6710
516/724-663B
212/582-3350
212/927-7220
212/724~4913
212 /666-5187
212/263- 7654
212 /238=-4937
212/245-9584
212/472-1345
212/245-3584
212/478-7292
212/563-0186
212/473-46D05

212/586~6335
607 /257-6615

201/561-331%

215/925~1862

215/730-2610

2.5/525-1889

204/467=1509
703/931-0324
783/527-3454

703/931-0124
703/527-3434

301/65’-4?9§
301/992-4732
To3/524-3083
?83/527—3454
202/364=-0730
703,/527-3454

3703/524~5083

GQa/993-3002

AL3/248~4%61
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Costa Brava (Fort Lauderdale)

Costa Vasca (Miami)

Marbella Restaurant (SW Bth St. 31lst Av)
DANCE INSTRUCTION

Luisita Sevilla

Josita Molina

Roberto Lorca

Rosita Segovia

La Chiguitina

Maria Andreu

minnesota
FLAMENCO ENTERTAINMENT

St. Paul Hotel

GUITAR INSTRUCTION

Michael Hauser (Minneapolis])
Michael Ziegahn

DANCE INSTRUCTION

Suzanne Hauser

FLAMENCO COSTUMES

Jo Ann Weber

- L3 -

illinois

FLAMENCO ENTERTAINMENT

Toledo Restaurant (Chicago)

86 Club (Chicago)

DANCE INSTRUCTION

Ridgeville Park District (Evanston)
Teresa (Wilmette)

texas

FLAMENCO ENTERTAINMENT

La Mansion del Rio (San Antonio)
0lé! Restraunt & Cabaret

DANCE INSTRUCTION

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

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

Ricsado Villa - Dance Center (Corpus Christi)

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

new mexico
_FLAMENCO ENTERTAINMENT

El Nido Restaurant (Santa Fe)
DANCE INSTRUCTION

Eva Encifias (Albequerque)
Tamara Spagnola (Santa Fe)

colorado
GUITAR INSTRUCTION

Rene Heredia
Guillermo Salazar
DAMNCE INSTRUCTION

oklahoma

GUITAR INSTRUCTION
Ronald Radford (Tulsa)
DANCE INSTRUCTION
Jimmie Crowell

washingtfon

FLAMENCO ENTERTAINMENT

G Note [Seattle)

DANCE INSTRUCTION

Maria Luna (Seattle)

Morca Academy (Bellingham)
Josela Del Rey (Seattle)
La Romera (Seattle)
GUITAR INSTRUCTION
Gerardo Alcala (Bellingham)
Joel Blair

oregon
FLAMENCO ENTERTAINMENT
Norton House Rest. (Portland)

305/565-9015
305/261-2394

576-4536
576-4536
576-4536
642-0671
442-1668
642-17390

333-8269
612/825-2952

333-8269

612/291-2889

312/266-2066
312/338-1212

312/869-5640
312/256-0749

512/225-2581
512/226-3333

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

505/345-4718
505/983-2914

722-0054
333-0830

218/742-5508

946-2158

206/783-8112

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

206/676-1864
206/671-6268

223-0743

DANCE INSTRUCTION
Maria Moreno
Viviana Orbeck (Portland/Lake Oswego)

arizona

DANCE INSTRUCTICN
Laura Moya (Phoenix)
Lydia Torea

Patricia Mahan (Tucsen)
GUITAR INSTRUCTION
Ismael Barajas (Tucson)

- -
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)
La Penia (Berkeley)

Mill Valley Community Center (Marin County)

India Joe's (Santa Cruz)
Barcelona (Santa Monica)
JUERGAS
Halcyon Ida (Santa Cruz)
Jack C. Ohringer (Vallejo)
GUITAR INSTRUCTION
Alberto de Almar (Mill Valley)
Mariano Cordoba (Sunnyvale)
Ken Sanders (Laguna Beach)
Juan Serrano (Fresno)
Anita Sheer (Los Gatcs)
Rick Willis (Placerville/Sacramentc)
DANCE INSTRUCTION
Adela (5an Mateo)

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

san francisco
FLAMENCO ENTERTAINMENT

La Bodega

Las Cuevas

Flamenco Restaurant

El Meson Restaurant

El Greco - The Cannery
Las Palomas Restaurant
DANCE INSTWJCTION

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

FLAMENCO COSTUMES

Raquel Lopez

los angeles

FLAMENCO INFORMATION
Flamenco DanceLine

FLAMENCO ENTERTAINMENT

Lares Cafe (Santa Monica)

El cid

El Paseo Inn

Fez Nightclub

Las Brujas Restaurant
Madrid Restaurant

pablo Picasso (Sherman Oaks)
The Intersection Folk Dance Center Rest.

503/282-5061
503/636-5940

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

602/745-8B310

714/673-3440
40B/378-1545
415/579-2500
408/733-1115
415/968-7251
408/723-0354

849-2568

381-0885

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

415/433-0439
415/435-3021
415/922-7670
415/928-2279
415/771-0410

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

213/828-9205
213/668-0318
213/626-1361
213/666-6137
213/667-9587
213/483-7757
818/906-7337
213/386-0275
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Sevilla Restaurant

JUERGAS

Yvetta 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 INSTRUCZIT™
Rubina Carmocna

Concha Duran

Chinin de Triana
FLAMENCO COSTUMES

Rubina Carmona
CASTANETS

Jose Fernandez (Reseda)
Yvetta Williams (Imported)

-
san diego
FLAMENCO ENTERTAINMENT
Drowsy Maggie's

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

Tablac Flamenco
JUERGAS

Rafael Diaz

Paul Runyon

FLAMENCO HOSPITALITY
Basilio and Pilar
DANCE INSTRUCTION

Barbara Alba
Juana de Alva

Juanita Franco
Maria Teresa Gomez
Rayna

Julia Romero

213/831-1694 or

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

619/298-8584
619/483-2703

619/474-3794
619/272-2082

619/582-2882

619/222-1020
619/440-5279
619/481-6269
619/453-5301
619/475-4627
619/583-5846

GUITAR INSTRUCTICH
David De Alva

Joe Kinney
Rodrigo

Paco Sevilla
FLAMENCO COSTUMES
Clara Martinez

MAIL ORDER

CASTANETS

619/588-1607
619/274-7386
619/465-7385
619/282-2837

619/831-2596

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

FLAMENCO CASSETTES

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

Send $4.00 for catalogue of flamenco records.

FLAMENCO COSTUMES

ADELA VERGARA - 1825 Echo Ave., San Mateo, CA 94401
Made in Spain, $150.00 including postage and handling

JOSE SORILLO - c/o W.J. Adams,
53C Lewis Bay Rd., Hyannis, MA 02601
FLAMENCO SHOES

H. MENKES - Mesonero Romanes, 14, Madrid 13 Spain
(Shoes 5,000 pesetas/boots 7,000 pesetas - send

measurements in centimeters)

GUITARMAKER'S SUPPLIES

ALLIED TRADERS - P. O. Box 560603, Kandal Branch, Miami,

FL 33156 (Catalog free)

DE VOE LUTHIER SUPPLIES - Box AR, San Jose, CA 95151

Finest tonewoods (Send S.A.S.E. for price list)

MANTONCILLAS (small neck shawl)

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

Rayon, 24" fringe $20/crepe, 22" fringe $22

SUSTAINING MEMBERS

Your tax deductible contributions to the Jaleistas
organization are gratefully accepted. Contributors
will be listed on the inside cover of Jalec for a pericd

of one ygar under the following catedories:

50.00 - Malaguena
100.00 - Cordobes
500.00 = Sevillano
$1,000.00 - Andaluz
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