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LETTERS

CORRESPONDENT FROM ISRAEL

Dear Jaleo,

is Maria Cuperman and I've been a subscriber of

My name
Apart from baing an ardent aficio-

Jaleo for abour 3 vears.

nado, I've also keern studving flamenco dance for abeur five
years,

I'd lixe <o keep you periodically informed of Fflamenca
activity in Israel. Wwhat I'm sending in now zoncerans Dalia

Low with whom I'm presently studying,
I hope you will find the macerial of interest and that
yun'll pubiish it as 1'd like to send vou further material at
a later stage. 1'd like te add that I enjoy your magazine
very much.
Yours Sincerely,
Maria

¥ ¥ x

SUBSCRIBER LOST

To Whom 1t May Ceoncern:

This is in response to your HNov, 1984 Fform letter,
] I am, repretfullv, no longer a subscriber for the fol low-
1ng redfons:

1. Printing is way too small and causes severe eye strair
and neérvous tension;

2. Too few pood-quality flamenco arricles. (I realize
"Jaleo" 1sn't a technlcal magazine, but with the lack
af Cthorough instruction available (i.e., lack of
willingness of teachers tc impart their total knowl-
edge} ane should be able ta obtain accurate and qualicy
1nformatxon from a magazine specifically dedicated to

"the Art of Flamencg.” .
thauegh sent 1lst class, arrives too

3. The magazine, even
late}
4, "Jalec” mostly arrives in deplerable condition, and

5. Personallv, I would like to see direction In your maga-

zine fi.e., referrals for in- depth information szemi-
narsj continuing "discourse" on the theory of flamencg
and its "Greats": clubs to join in my area....)}
Most Sincerely,
Leonard D. Kaminsky
Bronx,. WY
Editor: We appreciate Mr. Kaminsky's courtesy in giving us

his reasons for diacontinuing as a subscriber. We hsve ldast
maNy subscribers over the years without a word so we appras
tiate those who take the time to let uE know their reasons,

Alsp, out spelogies and our gratitude ta those of vou who
have hung in there and supported us over the laat year of
uncertainty with publicatiom. It it your enthusigsm and
support which keeps it going.

CATALOGUF, OF MODERN PLAMENCO RECORDS

A collection of flamenco records from the
modern era (1972-82)}, representing most
of the important artists and including a
mmber of yousual and rare items. Each
record is described in detail and given
a brief critical review. A tape library
will make these records available.
SEND $4.00 TD: PACU SEVILLA,
2950 KRLH]A‘ST.
SAN DIEGD, CA 92104

TIPS FROM SEATTLE

# mote tc say that a flamenco book, "Ei Arte Del
by 4alfonsa Puig Claramunt, {(Teo Morca calls
this a collectors book) is availgble fram the Dance Mart, Box
48, Homecrest Station, Brooklyn, NY 11229, The price i1z
524,98 plus 81,25 shipping rharge. Your readers might be
interested.

Just
Beile Flamenca”

I was weondering about Jales having a contest faor a
flamenco symbol or logo. Sometring that could be used as

Jewelry, on necklaces, rings, belt buckles, etc. You mignt
think about it.

4lsc Lo raise money maybe you could have some christmas
cards designed with flamencoc desigps. 1 know of this woman
in 4ibuquerquey N.M. that likes to do flamenco etchings.

Alsc some calendars would be another idea.

Yours sincerely,
Orville Sherrard
Seattle, WA

Editer: Unfortunately Jaleo does not at present have a staff
menber to undertake contests, card sales, etc. But if there
are subscribers whe would like to start such projects they
could exchange a free ad for s percentage of rthe sales.

DANCING AGAIN ANO NOT FEELING FOOLISH

.
To Whom It May Concern:

I recently ¢iscovered your wonderful magazine and wuuld
like wvery much tz subscribe to 1t. However, the person who
introduced me to Jalec nas some doubts as ro whether or not
vour will continue to publish. She informed me that it has
been several weeks since she tast received an issue. 1 wonder
if vou could comment on this and if 1t is your intention o
continue the publicatian, I would certainly like to offer my
support.

1 just

recently returned to Spanish dancing after an ab-
sence of several years. Even thoough [ was inactive, flamenco
has always beepn in my heart and thoughts. Thanks to the en-
couragement of a dear friend and my former teacher, Harfﬁ del
Carmen, I am now performing again and having the best time of
my life, The name of our group is Maria del Carmen Grupo
Espafia. We have given several successful concerts as well as
individual presentations at fesrivals throughout the Michigan
&rea. .-The company cansists of seven danrers, Patricia Erneta,

Evangelina Ouzman, Mari Montes, Teresa Perella, Raguel
Schreier, Mara Romerd, and myself Luis Olivera, four gui-
tarists, Huga Borja, Iima Castiilo, Luis Castillu, Guillemmo

Loub, and a flamenco singer, Eugenic Vara ["El Zamorano™},

All of us feel very fartunate to be working with Maria del
Carmen who is an cutstanding performer, instructer, choreo-
grapher and director.

Dne of tne thipgs thnat kept me away From the dance for sa
long was the fear of looking olé and foolish. According te
my driver's license, I guess 1 am ald, but thanks to same of
the excellen: articles [’ve read in Jaleo and the encourage-
ment I have reteived from my dear friends in Grupo Espaﬁé. I
no longer feel foolish.

Flease let me know about the
amourt I shoutd write my checw for.
will be wo=th it.

future of Jaled and what
Whatever the cost, 1t

Very truly wyours,
Wally Jordan
Birmingham, Ml

Editar: Congratulaticns Eo Wally oh his renewed career.
Letters cf eppreciation such as his are what sustain Jaleo
even more than the vearty §20 subscriotian fze. Currently we
are attemoting to eet out feur issues Ber year.

¥
77






PAGE 6

JALEQ -~ VOLUME

VIII, NO. 2

except Eor him znd thdse wham he liked.” Nevertheless, Marfa
manzged to sing for some others. As 1f it were some sort cf
conspiraey, her c¢hildren convinced their father to let her
sing in an occasignal Ffestival. "He would come with me, and
when he saw us sing, he would ¢y, the tears pouoriag down his
face. He was very sentimental, a gvpsy with 2 gnoé hearr,
the kind you don't find arymore.”

ictle by little, the memories cf Marfa draw us a pitture
af 1 gypsy of vesterday, the kind, as she savs, arc nc ienger
to e faund. And it scems tha: she is placing us intc a work
of .orca's, and the drams, the rxpressive foree »nf this rarve,
is presented as it 1is: the strength and rite af a mere or
lass persecuted people Chat exists on the contradictions.
Suzh as that of thz gitans whe only kad one wish--that his
children would study and have a career in order to become
somethirg in Bife.

T-e anly ene tec de so was Pedro, & teacher who combinrs
his »rofessian with the cther that comas from sis soul, chat
gf +agaar da flamenco., "We weat threugh a let with Juan [EL
Lebrijanal] because he didn't like to study. His Father
suffared, but then he began to sing and, evan when very
voung, ! would hear him sing at home and 1 wauld say o
myseli, 'How well myv Juen is going teo sing, how wall he 1s
goirg te sing.' One day Gitanille de Triana heard oim and
liked what he heard. Hz took him ta Sevilla, to the wventa in
Antequera, then te Madrid--to El Duende |z tablao]--from
where he emerged a complete arcist.”

Mariz does nct try to hide her pride in "her Pedre,” a
proiessor of EGB.  "Since he was very young,” she recalls,
"he was interested only in his boaks and his guirar. His
father bought him 2 guitar for tweaty-five pesetas and he
began to play whan he was very small, learning dan his own,
and he used ta ask me to sing for him.  And that is how he
loarned, alane, without anvbody to teach him. We gypsies are
berr with campds, we zarry it inside."

Pedro Pefia, tha guitarist who zccampanied Antonio Maireoa
on tke lagt recdrd he made, admits, revertheless, that this
ratural rhythmic abili:ty falrers when he plays for ais
mother.. “He tells me," Marfa affirms with satisfactian,
“that he loves to listen to me so muck that he deesn’t know
what he is playing. He is more entranced by the cante than
the guitar."”

ané rchis woice, bhalf broken, dramatic, of Harfa 1a
Perrsta, takes on & new qeuality when she cthinks of him--
always him. He was always anazed when listening td her sing
natas for their children, while she, proudly looked at Him
cut of the corner of her ey:. "He weuld say to me, 'Hija.
you sing better than anyone; nobody sings berter tham you!'"
Thase ware times when all of the best passad through their
kouse: La Nifia de los Palfnes, Antenic Mairena, El Pinto. ™My
heuse was 2 place of happiness. Today it is not so much that
way because the main a2lement is missing.” And, serenely,
Marfa returns to the present, beecause sha does nat wish ta
remember how, when her hasband died, she did not wish fo can-

tirwe living. It was a long time bafcre she could sing
again.” Because of nerves, 1 became very sick and the
doccors said 1 had to sing, thar iy would bz good for wme.

Ard I see that f[lemence gives me life; it seems te me Ehat

when gitanos suffer. singing is like praying For us.”

"Oiten [ think asbout what a shame 1t is, considering how
wei. I used to sing, that it has to be lost. Imn those davs
thay didn't have recdrding like cthere is today. There was
aniv the rerords made of slate., and you had td be vary famous
t> maxe :those. Que pena! Il sang so powerfully pdr sasta.
'anda Morla, que va a salir el seror, canta!,' rhey would
Sﬂy.rl

She beeomes confident again when she assurss ws that she
weuid nzot like ta go through Bife z2: an unxznown.,™ I would
ike ik if cley wnuld speak 2f me when I am np longer heve:
think it wculd ke & nice <thing fer =wv children, & thing of
pride far them.” Taose children keep rhe <iame of the zontc
allve as part of the Pefia dynasty. Both sne and they con-
sider rhat 7lamerco vaw cccupies the place 1t has alwavs
daserved., Tl nave gore,' says Maria, “to sing in rany
aniversizies and they have  [istered 2and  cndevstuod with
respect, Cadav, flamenco is an artc. Bafure, it was con-
gidured ta have less waluz becavse 3t swemed _hat all the
Zwan Manuel Torre. the preatest,

CANTROXEes wWore Very pooy.
die] poar, wery poor.”

But this wvindicaticrn af fiameazo as an art dees ter scop
her frem defeading, atmest vehcmen:lv., the minoricy oharacter

af the cante gitano-andaluz. She repeats incessantly that
the cante must be felt, that ona must “gaber escuchar [know
haow te listen).”"  She recalls with naive amazemant how Ehe
audiecce at the recent homage to Antonia Majrena in Madrid
understead what they were listening ka. "I thought that, ia
Madrid, thay were nat used ta good cante...bezause rhere are
s5 many salas de fizsta [tablaos] where all wnu see are four
girls wha don't even know how te dance.,."

5he becomes less orihddox--perhaps because of her comvic-
tion :tha- flameneo has common roots with arabic music, or
perhdps due to her spoatanedus sublecrivity in everything
connected with her children--when she speaks of the expeci-
meats carried out in this area by Juan Pefia with the help of
the poer Felix Grande. And she beccmes emdtional when she
reczalls 2 private fiesta, "one of those where yau sing with
pleasure,” when the two tvpes of cante were mixed, the two
cultures merging, aaswering each other, and dueling with each
vther in what was definitely a reuniting of a common feeling
that seemed to make time stand still, "Eso es precioso. The
people know what is gdod."

and Maria has no otker way to clearly describe what she
feels on thdse accasions, ewcept with the image of duende.
that which Mairena derfined a2z something that can't be phy-
sically grasped, that can’t 5e szen, but thay is felc and can

even cause pain.  "Duende,” cxplains Marfa, "is the Flamenco
cante that comes from the heart.  Tr is o moment.  Just like
in bultfigkting. That is the ~oment rhat wvou erasp, :take
aheld. cf., and anvone who savs somatning else Is wrung. No-

bedy wha soeass of deende, Bubt does not sing, knows whas it
_1-5‘.!'1. .

Consicered this way, as 4 tragic ancestral rite. €ors not
rmean that this woman is agglnst the present custom af
organizirg ltarge festivals, "whers the pecple go ta drink, to
talk, but net o lisiern.” Ther, as if talking to herself,
Harla confesses thar the cante 1s evervehing to her, tha: she
cauldn't go on without it. And ance more she reterns to the
past. "I used o sit fext to my mothrr and I used to say to
her, 'sing cantifias for me.' I bsvo alwavs carried that canze
in my heart. T sinrg the cantifias the same way mv motber sang
them. New cantes like that cannot he heard.™

Antonic Mairena's work ia reviviag old rantes is for Maria
the rickest contribution cver made in the history uf Fla-
menco.  “He resuscitated and restored wreatness tc thr cantes
of Manvel Torre, Jeaquin el de ls Paula, Juan Talega, Toma$
el NWitrs. Antonio was a master, hte sung io a3 well-marked
stvle, a real mazstra'!”

She insiscs in clarifying that the so-called folkloric
singers are not flamencas--"they witl newer perform the gced
cante”--and she confesses, somewhat amused, that she anjoys
Lela Flores, becausy her art has something special even
though she exaggerates too much, She is very critical of rhe
current cantaares: "I hope they can forgive me, bulr T only
like purizy. At myv age ! have heard lots af ramte, and alao
the best cante.” She  admits, however, that she enjoys
Camardn and Chann Lebata.

~-Marfa, do you know who Felipe Gonzales ix?  "Vas, he is
a veally goo€ guv. He is a eoed friend of my san Juan and,
through kim, I know that Felipe it a brauziful persan, Last
New Year's Eve Juanw was with him in the Moncloa Palace where
the presidant calls him every time he has time to hear him
sing. He has a lor n? intcrcst in hearing =e siag, and my
son has promiced Felipe that whenever he cores 1o Sevitlea,
he'll take =me to his tovee sc 1 c¢an sing for him. He is &
good afiricnado and he knows a lot. He likes Mairena a lat,
also.'

Of ather palicical figures Maria savs she knows wery
tittle: "I fer’t understand a word shout palitics and 1 oniy
know these pecple teievisior talks about rhem.® .
However, she likes to give her opicier zbout the situation of
the gypsyv peaple, a suhject she koows wvery wells "The gypsies
have never bean given tkeir proper place. They have alwavs
been looked upon as something infevior. That's not right.
For example, when have you ever read in the paper zha: a
gypsy has robbed a bank or has stulem anvebing big? We never
do that, simply because wa don't have the courage. Wha: they
staal are mastly ckickens frarm the farms, te feed their poar
mingry children. the gyosies have nevrr been given :heir
sroper place.”

And when one finds it difficu’t ta imagine those same

because
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remeved an arcicle »f clothing until she wore only s petti-
coat. Mpre and more dancers of pppular non-flamenca dances
guch as '"La Cachucha," "La Halaguefia” (nat the same as the
flamenca cante}, snd “Eit Jalep"” were sharing the bitl with
the flsmerco artists. Arpund the turn »f the century, the
"Can-Can" was imperted from France, and it spread through
Spain with immense oprularity; "La Pulga" (the flea) wag sung
with daring lvries and danced in a suggestive rmanner by per=-
formers wearing as :ittle as a slip, Dancers began ta
abandon Zlamenco in arder to perfarm these mare provocative
and Lucracive dances.

Beginning in the late 1B0Js, intellectual aficicnados
began to criticize the cafés cantantes fpr their loss of
purity, ZIar. the inzursion by popular Andalucian music, and
far the commercialism. To the purists, flamenco was in a
state of decav., But the cante gitano had had its time in the
limelignt and c¢ame away enriched by the addition of the
guitar, the appearance of greater numbers of professipnal
artists, and an expanded repertoirs af cantes. The cante
andatuz (Andalucian folk music) had definitely been entiched
3y its cantact wicth the gypsies. Without this natural
"adulteration," we would lack half of the flamenco cantes we
have roday.

The phenoménon krown as "Antiflamenquismo del '98" can-
cinued and expanded the criticism of the café cantante.
Spanish inteliectuals who were part of the “generatian aof
'48" saw flamenco as a caricature of the touriat's idea of
Spain, and as a msi¢ asgsociated with drunks, sleazy bars,
ané immarality. Writers like Pfu Baroja, Bugenia Noel, and
Unamuna attacked flamenco with biting satire, parody, and
exaggeration. Their wark wnuld have g damaging effect on
Elamence for decades ta come.

The sear 1910 18 generatly given far the end af the
"Golden Age of Flamenco"” and the café cantante, although anme
caf&s survived far a while longer, and at least one, the
"Café de Chinitas” in Mélaga, did not close until 1%41. The
non-gypsy singer, Antonin Chacén, considered by aome to be
the greatest flamenmco singer af all time, played a large role
in the transition to the periad af the "theater" or “"opera"
ftamencda, which was to last until the 1950s. Chacdn, knowl-
adgeable in all areas cof flamenco, had a voice unsuited to
the cante gitanc and, therefére, specialized in the canta
andaluz, improving it and creating new stvies of granafnas,
tsrantss, malagueias, and caracoles, He was extremely popu-
laz, and his trademark —- a flowery, highly ornamenced style
af singing and a falsettf woice - were widely imitated and
axaggerated. In Buenas Aires, (hacdn 2ecame the first to
taxe flamenco into the thester, starting & new era in which
flegmeaca berame 2 thester art form. Don antoni& Chacén -
the “Don' being equivalent to "Sir" and given to him aut of
resaect for hnis art and his gentlémanty manners - became
flamenca's highest paid artist.

While Chacén did not himself corruft flamenco wich his
innovatians, he oppened the daor for a rash of imitators whe
were less cancernad with tradition thanm he. The most signi-
Ficant of these was Fepe Marchena, a virtuoso who used lis
abilities to mix flamefce with popular music and to intro-
duce rommercial theatrice into his performance. He started
the revolutian known as 'Marchenismo' or “Opera Flamerneca,” in
which flamencc was saftened. and zlaborated with trills re
make 1t prettier. FPepe Marchena was the first tn break with
tradition and stand whiie singing, and he was the first to
sing with an orchestra.

Antonio Chazdn lived to see what he had started and ro
suffer ‘rom ic. Ee bad subscituted the carctagerera and the
malaguefia (two forms of faneanges) for the gypsy siguiriya,
and now he saw these scongs teplaced by operatic fandangos and
Latin American derived milongas and calumbianas, Chacdn
couldn’t compete and died in poverty in 1929.

With the cafés closing or changirg to ather kinds of
entertainment, flamenca artists began to wark in theaters and
with touring campanies, or outside of Spain. (Paris became

ar impartant center af flamence activiry,) By 1920, this
trend was in full swing. Tlamenco appeared in zarzaelas
(musical comadies}, where it was mixed with operatic arias
and afeten asccompanied by piana or crchestra, as well as
guitar. Traveling Spanish ballet cempanies brought f{lamenca-
styled ireatments cof Spanish classical dances and music to
theaters in Spain and around the worid. One af the earliest
af these companies was that of La Argencina, although Fastora

Imperia had danced in a theater in Buencs Aires as early as

1915; later, there weuld be Carmen Amays, Vicente Escudera,
Ls argentinsts and, finally., José Grera. These campanies had
a prafound effert om Spanish dance, itn the search for new
material, cantes that hkad never bcen danred befnre were
chosen fpr dance interpretarian: La Argentinita first danced
la caft® 1o the :930s, Vicente Escuderc the siguirivas in
1940, rta which mnode FPilar Lépezr was the first to play
castanets; the culmination of that trend was the danring of
the chant-like martinetes [blacksmith's song, sung without
musical arceompaniment’.

Flamenro had been receiving internatianal exposute ever
since tt had first been presented at the Paris Exposition 1in
1889, This exnosure increased dramatically in the early
twentiett century. in 1914, a version of Meruel de Falla's
El Amer Brujo™ called "Embrujc de Sevilla" wes pregented in
London and featured impertant Spanish artists, Later, Qe
Falla would be commissimned by Sergie Diaghiiev to create
"The Three Cornerad Hat™ for thne Russian Baller (Picassa
wauld do the set: and castumeg). In 1921 a cuadro flamenco
performed in Paris in conjunction with the Russian Ballet
seasan. This tyne of exposure resulted in the incorporatian
af Spanish and flamenco themes in the music of renowred
composers frem many different countries, There was, of
caurse., Manuel de Fally from Spain, along with Albéniz,
Turira, and Bretdn, and from Framce, Bizet, Ravel, and
Debussy, while Russia praduced Spanigh themes from such
compasers as Glinka, Boredin, and Rimsky-Kotsakov.

Spanish dancers took chis 'classical” music with Spanish
themes and set flamencn-atyled choreography to them; such
chareagraphy became the main repertoire of the touring
Spaniah dance companies, along with the original Spanish
ballet dances from what is called the escuels bolera {bolero
schoal of dance). Not only did these “claasicsl” and
"theatre" dantes increase the repertoire, but they gave a new
dimeasgion and virtuasity to the dsnce. Castanets, adopted
from the escuela balers sand the regional folk dances, were
develaped inta concert instruments and used more aad more inm
the classical interpretations and even in the gypsy dancea -
something thst many artists &bject ta even today. The disci~
plined, academy-trained dancers refined the techniques of
armwark, body carriage and turns, but it was & flamenco
dancer named Antonif de Bilbao who dazzled the dance world
with the virtucsity of his footwork; Spanish dance was nevet
the same. The gypsy whirlwind, Carmen Amaya, did the same
for the feminine dance, and So0on women were dresging in pants
and pounding their feet furiously. Ip summation, the Spanish
ballet companies refined, stylized, and civilized the
flamenca dance,

In 1922, Manuel de Falla snd the poet, Federico Garcia
Lorca, were instrumental in &vgenizing a contest &f cante
jondo (deep somg; the most profound of the cantes) in
Granada. With the support of many intellectuals and impor-
tant artists, the contest attempted ta vevive the digappear-
ing gypsy cante by seeking tc find in the small towns non-
professional  {and, therefore, supposedly, uncorrupted}
performers who still knew the old traditionai somgs. The
cantest did nat succeed in this gdal, far the cante gitano is
not a music “of the people"; only professionals who dedicate
their lives tp it are capable of daing justice ta this diffi-
cult art. However, the event was well publicized and came
off witn a great deat of ceremony - including guitar recitals
by Andres Segoviz, who plaved saleares on ane occasipn and
served as one of the judges in the contest. There were some
positive results from the contest: A number of o©ld cantes
were recorded and gaved far postericy, and s cauple of
artists, ame in his seventies and the other twelve vears old,
were given g great deal af publieity. For the first time,
intellectuals had supparted flamenco; na lanper cauld its
value a3 a musical art form be denied, and the damage done by
the “generation of '%8" could undergs the lomg process af
repair.

On the cther hand, the cantest of Granads may have caneri-
buted to the wvery thing it had eought Ete¢ counteract, far
immediately afterward began the great touring variety shaws
that presented the new flamencc and expluited the winners &f
the cantest, particularly the waung gypsy, Manalo Caracol,
whp went on to become one pf the mest successful pf the
commercial singers.

Flamencdlogists gemeérally paint a picture af the flamence
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cpera pericd as a time when all that was heard were the
falsette wvoices af operatic psuedo-flamenco warblers who
elabarately embellished the different forms af fandanges to
the accompaniment of orchestra. Cne important writer (Felix
Grande, Memorias del Flamencc, 1979} states: "Everything pro-
duced in this period canpot be called navseating, bur a good
part of it can." Manuel de Falla, in a pamphlet written in

conjunction with the Granada contest, summed up the view of
many aficionados: "The majestic cantt gravo [cante jondoj
profound cante] of yesteryear tas degenerated into the ridi-
‘culous "flamenquiswo' o teday. The sober vocal modulapion--
the naiural inflexiore of the song thar resulc frem the
divisions angd subdivisions nf scund-- has become an artifi-
cial, prnamented trend that is more like the decadence of the
werst ltalisn epoch than like the primitive cantes of the
Orient, with which our songs can be compared anly whken they
are pure.' Creativicy duriag this periad is ceonsidered to
have been limited, in the cante, to the operatic fandango,
tie Latin guajira, rolumbianas, and milengas, and  the
orcnestral form of the zambra.

But good llamence was not :umpietely extinct, Many great
artists in this "erz of the Nifivs," as a great cantapr put it
(50 called for the manv artists who put "Kifio" before their
names - Nific Marchena, Nifio de Huelva, Nifioc Sabicas, Nifio
Ricardo, La Nifie de la ZPuebla, etc.), were able to adapt to
the new situation and >ridge the gap between the ald and the
new; some of thnem became great stars, recorded extensively,
and made & grear deal of money. Manolo Caracol {the contest
winner)} was one of them. Another waa the grear Fastoras
Pavbn, '"la Nifia de los Peines" ("Girl of the Combs," named
for a verse she made famaus), who 1is considered to be fla-
menco's greatest female singer ~ in spite of the fact that
she was eaxtremely popular and commercially suecessful
thraughout the opera peripd. Pastora gave the public what it
wanred, with fandangos and cuplés (pop songs) in the rhythm
vf bulerfas, but she almost always included some traditiansi

flamenco on her records - different stylea of soleares,
siguiriyas, alegrias, buleriss, or tangoa. GShe made a very
large number o5f rocprda detween 1910 and 190 and was
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flamence compasitians are still

accompanied by mast af the great guitarists, from Luis Meolina
at the beginnirg of her career, thravgh Ramén Montoya and,
toward the end of her career, Melchor de Marchens.

Another example is Anteonic Mairena, recently deceased in
nis seventies and considered by many to be the greatest
cantacr of vecent times. Mairena, or Nifio Rafael as he was
zalled ir his early years, knew a gzreat dezl of the rradi-
riomal cante, out was forced to sing pop music te earn a
living. In his boox, Las Ccnfesiones ce Antonio Mairena,
(1975), he describes a typcizl situatipr: Mairena had been
offerad the chance to make four rezords in Barcelona ané hnad
had prepared a pregram of f[lamence - seguiyira, soleares,
alegrias and tanguos. He writes: "But when I arrived in
barcelovna and presented my pregram, the reeording company
told me apt te even mention pure cantes, that I had to record
four sides of fandangos and four of cupids por bulerias.
That was an ordeal for me because | was not a fandango
singzr. Besides trar, I had to Learn the words and melodies
of the cuplés and, in order ro avoid tapses of memory, 1 had
te record with a music stand in front of me, Llike some
musician or I dan't know what!'

The guitar Slossomed during this ctime. Ar the forefrent
was Ramsén Montova (c. 1380-1949), a gvpsy whe lived most of
his life in Madrid and greatly influenced all guitarists who
cama aiter him; both Sabicas and Marioc Escuders played a
great deal of Montoya's music on their early records. He
developed his style while playing for singers in the cafés
cantantes, and later, influenced by the plaving of the
classical euitarists Francisco Tdrrega and Miguel Llobet, he
began to incorporate classical techmiques into his plaving.
HMoatoya is credited with creating the four~-finpered tremola
now used in flamenca and with intreducing mere complex
arpeggias  and  picadps  (single note passages): he also
developed the left hand for playing his maoy difficulr
creations. Montova composad many melodies that ara naw con~
sidered srardard or "traditional' and was the crestar aof a
flamenco farm, the rondefia far guitar, that is naw part af
the standard vepertoire. Mantaya alternated between accom~
panying the great singers in orivate parties, recarding with
mast af the tap artists, and giving salo reritals around the
war Lé. He alsa recorded some guitar dusts with aAmalio
Cuenca, a sclaist wha had been ane of the judges in the
Granada contest.

Other guitarists included Nifio Ricarde, ane of the
greatest influences on flamenco guitar betwsen Ramdn Montoya
and the maderns. Ricarde made a living playing with crches-
tras and cperatic¢ singers, but an the sidz he croared
profcund flamenca music. There was 2lso Macplo Badajaz, who
preferred privdte parties to theatrical performances, Miguel
Barrull, Luis Yance, Luis Maruilla, Estaban Sanidear, whoae
played by cancert artists,
and auen Melchor de Marchena, whe was quite a virtuass in his
youth, but then became the exemplary subdued szad ematiansl
accompanist in his later vears - from the 1950's inte the
1970 s,

The great guitarist, Agasrin Castellén 'Sabicas"  hroueht
the music of Ramén Montoyz ts tha Americas and, probably as a
result af his lang asszociation with the gypsy dancer Carmen
Amaya, developed a strongly rhythmie style, in contrast to
Ramon Monitsva's mere free and ivrical appreach. In the 1%40s
and 193Cs, Sabicas added many new forms to the sole guitar
repertaire that had previously oniv beea sung or danced,
including werdiales, zambra, garratin, sevillanas, colum-
bianas, miloneas and guajiras.

Under the ienfluence af these guitarists, swpic flamence
puitar music gradually berame more elaborate., Iyrical and
rachmical, Thke trevd would reack its peak ir the carly
18605, largely autside af Spain, wirtk feeble attempts to plav
flamence onm classical guitars and to fuse the music with jazz
or reck and  roll. Bst :n Spain another <fcrce had bezn
brawing: Manuel Serrapi ("Nifia Ricardo"™) had a atyle of
plaving thalt was verv difterant from that ol Randn Montoya;
the technique was sgua..y develcped, but the zound was hard
and dissonanr. Nifie Ricarde's music wouldé inf_uence & wiole
gensratior  of pguitarists and cventuzlls mald the early
olayine of & guirarist who was tr revolationize flamenco:
Paca de Lucia.

Hot atl eI the greot ortists wore able to make he Lronsi-
tion o Lhe new commercial flamenco. A% wC saw. Antonip
Chacda fell victim to the very phenomeaon that he helped o
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create. The grest, alchough eccentric, gypsy singer Msnuzl
Torre could not sing unless he was "a gusto” (in che maad)
and thus cauld nat sing in scheduled perfarmances; Tarre
retired to Sevilla with the greyhounds, pocket watches, snod
fighting cocks he laved sc muck, earning % meager living from
occasionsl private fiestas. Ancther who cauld nat perfarm
unless conditions were t& his liking was Tomas Pavén, Ehe
brother of lLa Nifia de les Peines, Many dance stars of an
earlier period alse fell on hard times, including L& Macarroma,
La Malena, and La Gamba; these artists were so pacr that they
had tc rent 2 dress if they managed to find a jab dancing for
a private fiesta.

Iwe guitarists who fell inte the category af nan-theatrical
perfermers were Manrolo de Husiva and Javier Molina. Manala
de Huelva was called amazing by thase wha heard him, but was
a mystery te mest of the Elamenca world because he would nat
recerd or teach his music, snd he was retuctant ta play in
front af crher guirtarists. TFor mast cf his career, Hanole
plsyed only far private fiestas and in the latter part of his
life became even mare secrecive, Javier Molina was barn in
1B6B and tnerefare played at the peak of the café rantante

periad. He was ipatrumental in the development of modern
flamenco, having taught WNifioc Rirardo, Peritce el del Lunar,
snd he influenced Ramén Montoya, who admired him greatly.

Altough Melipa continued to perform until 1940 and taught
guitsr until his desth in 1956, he never really participated
in the theater flamenro and lived primarily from private
fiestas.

The most important means of survival for the gypsy artists
and cther flamenros who were not rtemperamentally suited to
public performsnre was the private fiests or juerga. Juergas
had existed aince the esrly dsys of the rafé cantante. Host
cafés, as well as many bars and inns, had backreoms rslled
reservaos that could be used far private parries. A table
and & few chsirs or benches created the eovironment for
gatherings of four to seldom more than fifteen peaple - a gui-
tarist or two, a couple of cantacres, and a few aficionsdes,
including thase who would pay for the artists and supply the

drinks; seldom were dancers inmvolved - the dance, if it
arrurred, would be spontanecus. The juerga would typically
begin st twe or three o'cleck in the warning, sfter the

formael nightclub perfermances were over, {most flamenco shows
in Spain todsy still begin afrer 11:00 p.m.) and wauld
continue until the following morning or the next afternaen,
or go on for several days. Hany flamencas were known for
their abiliry ro go for days without sleep and to drink
almost continuously. The srrists, often through drink or
exhaustion, would sometimes exceed their narmal ceparity and
reach heights af creativity that drave the onlookers to Lears
and states of ecstary, Theae supreme moments of flamenco,
whea the duende (spirit ar "sayul"™) is present and the music
cuts streight rc the hesrt, are whst aficionados apnd artises
constantly seek and strive far. The juergas wete an impor-
tant source of incame for flamenca artists, but also invelved
exhausting and degrading work, as well as making the artists
dependent upon the weslthy sefioritas far their existenre. In
modern times, the juergs has lest its pepularity as a way of
life.

There were some attempts to revive traditienal flamence in
the public eye. Several contests were held priar to the
Spanish Civil War that begsn in 1936. In ane contest, the
"Llave del Ore" (Gald Xey) was awarded to the papular singer
Manuel Vallejo, and in anather the jury included singers Pepe
el de la Matrons and Fernsndo el de Triana, the suthor of the
first collertion of flamence biographies, (Flamenco srbists
cgke rtheir nsmes in many wsys; in these two cases, Fepe took
the name of his mother, Manolita “Ls Matrons," and Fernando
rtook the pame of his home tawn, Triens.}) Priaes went to che
traditional cantaer, Pericdn de Cddiz, anhd to other sinpers
for fandangos. Whatever their intentions, these conktests
swarded prizes primarily ro cammercially successful fandange
singers.

dncther typical attempt to present the "pura" flamenca
a touring company that included La Nifis de los Feines,
guitarists Ramdén Monrtoya, Luis Yante, and Wifio Ricarda, and
the danrers La Macarrona snd El Cajo de M&laga {The Lame ocne
from M&lagal. However, the show, which was presentec in
bullrings, was of the "opera" variety.

was
the

adfrer the Civil War, the singer Cenrhita Piquer revived a
show called "Las Calles de CAdiz" (The Streets of Cadiz) that
had first been conceived and performed by La Argentinita in

" Marchens apd Nifia Ricardo,

1933, The show festured old-time perfarmers, some of whom
had to come out of retirement, in 8 re-crastion of Cthe
streets of the flamence barric of Sants Msrfa in Cédiz at Che
turn of the century. The revived version included many fine
artists: La Nifia de los Peinea, her husbsnd FPepe Pinto,
Pericén de CAdiz, dancers La Malena and La Macarrcna {then ia
their sixties snd seventies), and the guitarists Melchar de
For five years the shew rtoured
threughout Spain - demonstrating that this type of flsmenca
still had sn audience. But euen shows of this type were in-
fluenced by the modern style (Pepe Finte, for exswple, wss a
fandange singer), and it waa ecnly away from the public lime-
light that the traditicnal gypsy cante was prezerved - in the
bars and tsverns and in the fsmily gstherings, baprisms and
weddings.

The finsl force in the internstianalizaticn of Elamenco
was the Civil War, which farced many arriacs to leave Spaim:
Carmen Amaya and her family weat rt2 Scuth America, where they
were a big successy the great guitarist Sabicaa joined the
Amsya company and did nat recurn to Spain until che 1960s,
making his home in Mexica 3nd rthe United States; Carlos
Monteya came ta America with a dance compiény and remained in
New York; WVirente Escudero was in Paris and then Americaj
Ramén Montoya gawve guitsr recitals in Paris, London, Swibzer-—
land, PBrussels, and Buenoa Aires. Many dance compsnies
appeared in the years that followed the war, iacluding those
of La Argentinita, Pilsr LSpez, and Rosaric snd Antonio.

Eventually Foreign dancers rrested their own dsare companiea

and achieved internaticnal renown: From Mexico came Luisille,
Roberte Iglesiaa, and Ximénez-Vargas, and from the United
States, Jos& Grero. The internsticnal popularity of Spanish
dapre indirectly helped to bring this "theater™ epoch to an
and,

The deradent "tbeater-opera" pariod of flemenco began to
lose steam in the late 1940s snd gradually cgme o an end In
the 1950s. This decline was due to several factars. The
foreign public had responded to the ematicnal impact of the
flamenco, dances preaented by the Spanish ballet companiea,
and censequently, the campanies began ta
flamenco. Tourists began to flork to Spain, expertiag to see
the exciting "Gypsy" danre. Ia 1950 the first tablao de
figsmenco, El Certije del Guajiro, opened in Sevilla. The
tablac was similar ra2 the oid rafé rantante in that it pre-
sented shows of flamenrc danre, song, and guitar. One
differenre was that the dance was the center af attention;
the rante and guitar served primarily Lo support the baile.
In 1954, La Zambra opeaed ip Madrid. The Zambra was a tsblac
thet artempted Cto preseot the purest possible form of
flamenro. In that sense, one is reminded of rhe café
cantante of Silverio - one of the first to present pure
flamenco, but then eventually to close, unable to compete
wirh the more rommercial establishments; the Zsmbra closed in
the mid-1970s.

The Zambra and many ather tablacs that opened acon after
were only one element in a sudden surge of interest in "pure”
or "traditional" fixmenco. Twa contests in GSrdoba, one in
1956 and another in 1959, revesled some new and sSceme old
cantapres whe could majestirally perform rthe traditiomal
cante; young Fosforito, whe would be an impertsnt figure for
decsdes to rome, showed himself ra hgve an epcyclopedic kpow-
ledge of the cante, while the gypsies, Juan Talegas and
Fernanda de Utrera, revealed the pure cxnte gitsne that had
been hidden fyrom public view for so long. These contests
showed the way to many cthers, and eventually to the pheno-
menon of the festival,

In 1955, a French rerording companu asked the guitarist at
the Zambrs, Perico el del Lunsr, to help them record an
antholaogy of pure cante flamenco. The resulting rolleccicn
cf nearly forgotten cantes, sung by some of rhe most knowl-
edgesble cantsores of the day, won the prire for best rerord
in France and sold successfully arcuad the world. The next
decade sgaw the rerording of many antholagies {studicus
collections of cantes on two to seven reccrds, often with cne
ar two whole sides devoted to different styles of a single
cante).

An American, Donn Pohren, wrore twe books, The Art af
Flamenco (1962) snd Lives and legends of Flsmenre (19s4),
that presented a strong case for the traditianal or “old-
style' flamepre, and when they sold widely outside of Spain,
these hooks helped to Fee the fire af "purity'. Enrhusiasts
began to come to Spain looking for “authentic" flamenca.

feature more,

1
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Travelling danee companies, particularly that of José Crero,

hegan te bring high qualilty noncommercial Flamencoe zrriscs
tv the audienres of the wprld. Thus. a kind of reraissance
pf flamenro ocecerred im the 19505 and 1960s. Flamenco was

popular arpund the world, recerds of fraditional cance were
available in American supermarkets, and no "coffee house” was

tomplete without a resident flameénco guitarist.

Ir 3pain, at the same time. recordings were preserving
many of the old cantes for posterity, and intellectual
aficionzcos were writing »ooks that dealt seriocusly with
flamerco, tracing its origins and analyzing its  forms.

Antonio Mairema, cousidered by many to be the most important
rantacr of our time, and writer Ricardo Molina wrote in their
definitive cncyclopedic study of flamanro, Mundo ¥ Formas del
Flamenco, 1964): "The regression of the fandange and the
cuplé and the egrowing rise in the tradizional Elamenco cante
is an undeniable fart. Each day. the atmospherc c¢i aficisn
1s better.”

When tablaocs opened vp all pver Speain, tourists Elorked to
them to see tha ''real” flamenro. In the eerly 1950s, Dann
Pohren opened & ranch neay Sevilla wheve foreigners roule go
to experience and learn flamenco and o listen to the guitar
playing cf Ciege del Gastpr, an 2ecentric¢ genius with his own
style pf plaving. Dicge had been virtually unknowe outside of

the local area, but soon beramz probably the mast widely
recorded flazmence guitaris: whe nas ever lived - al though
only pn the prptable rtape recarders of rthe fpreigoers who

went to Mordn de la Froutera to hear him, for he would no:
make Tecords.

During this twenty year renaissance period, the emphasis
was on the redisecvery and preservatipn af the old flamence
that had been in danger of being lost. Flamenca clubs ealled
pedas flamencas began to spring wp all over Sp2in; in the
pedaa, the afieicnados gathered to listen 2o cante - live pr
recorded - and to discuss the relative merits, interpretation
pr histcry af eark style, or each letra (verse). The 1958
founding of the Cltedra de Flamencologia in Jeres de 1ga
Frontera established a eenter For the study, preservatripn,
ahd promotion pf [lamencop in its purest form} in addition ro
maintaining the center and a flamenco musecum, the Cirtedra has
each year since sppnsored flamenco courses in guitar and
dance, presented [lamenco recitals and concerts, and awarded
national prizes o the top arrists and fiamenec media (books,
records, radic shows).

in spite of this great emphasit on history and traditjom,
a number of alements were coalescing that would bring about =
revolutipn in flamenca. The teblsos had a profrund effesct or
the art. Mary, if npt most, of today’s tpp artists started
their carears in the tablaps. Secause of the ewphasis given
ta the dance, the cante and guitar developed in & manner that
was suitable for dance. For the camte, tha: meant becdming
mare markedly rhythmical anc cuadrac, that is, havieg one
line of song to one coampds or thytnmiz ryrle, instead of
stratched dut pver tweo or more cgmpases as it had been in the
old cante; that weant the cante was :ess free and less subrle
than in the past. This way pf singing has been highly criti-
cized by the older cantaores, but has become the mest common
and acceptable manmer of singing tdday. There has alsc been
a clarificaticor pf cante styles in vecent vears, (The rante
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has always been the hasia for classifying flamenea fprms: the
gurtar and dance forms are bzsed on the cante.) MNames kave
been standardized, and distinctions between cantes have been
made more definite. &n example would be the tangos and
tientos, which were pracrically indistinguisnable Ewenty
yesrs sago and were called tango: flamencos, tangos gitanos,
tanges canasteres, Lientos canasteros, tiengos entiguos, and
tientes por zarbra. This clarification was encouraged not
ouly by the tablsos, but alsc by the tremendpus amount of
recording that had been dore, and by the study and writings
of inteilectual afieionadps.

The guitar also felt the impact of the danee. In order to
accpmpany song and danee in noisy tablsos withcout amplifica-
tiom, the guitarist deveilpped new, more ppwerful strumming
techniques which emphasized rkvthm. & leader in th:s area

was a guitarist out of the caves of Granada, Juan Maya
"Marote,” whe dié a great deal to pppularize a strongly
rhythmical approaeh to dance accpmpaniment, Howaver, the-

guitarist of the 1980t seldom takes the liberties with rhythm
that were the trademarks of great scng acepmfFanists of the
past like HRamén Monteyzs ar Malehor de Marchena; the reault
has been a rertain loss of expressiveness, This lpss was
made up in other areas. As dancars searched for ever more
eomplicated steps, gvitarists learned from them and vice
versa., The result was a mutual exchange in an era of grear
counter-time complexitv.

A numbar of impertant
scene in the I960s.

gultrists emerged on the Spanish
Sabicas, who had been away from 5Spain
for thirty years, was exposed to Spaniards by American
puitarists, through his records, and finally witk his
triumphant return to his native land in the late 196Ds.
Victor Monje “Serranito,” a musically romplex flamenco gui-
tarist, created an awesome, tnnovative technique {(among pther
things, three-finger picados and plucking with back pr up
strokes pf the thumb) and very complex contrapuntal music.
(Flamenco is rtraditionally linear or melpdic rather than
harmonic.) Even Diego del Gastor made himseli felt, in part
through his nephew, Pace del Castor, whb rook the kighly
improvisatiomal, flowing stvle of playing that was character-
istic of Diego tp Madrid, where i: was admired by the ypunger
generation of guitarists., Paco de Lucia had been acguiring a
reputation frpm the time he wag twelve years old, and the
appearance pf nis First solp ailbum in the late 1960s marked
the rea! start of the flamencp gulcar revalubipn. We can
never be certain where Paco’s ideas came from, bur this
record showed the flamencp werld a technique unmatched in the
history pf the art snd a new musir that wpuld eventually

locorporate new ideas ir cocnrevpoint and cpuntertime, lush
narmonias and suspanded tones, and finally, jazz amd Latin

melodigs, scales, and chord structures, Paca redefined the
rhythms of bulerfas, -angds, and rumbas in a Flurry of
rerords  tkat follicwed. He brought flamenco to national
atrention in Spaln with a hit recprding of a rumba, “Entre
Des Aguas,” and then to the whele world througk his colla-
borations with che rock group "Santana,” and with Larty
Ceryell, Al DiMe=ola, John ¥ecLavghlin and ¢hick Coprea.

Equally important was Paco de Lucta’s collaborationn with a
voung geoius of the cante, Camardn de lz Ilsia, who necame the
most influsntial singer of the 197Cs. Camavpn sarg Like
nobddy beidare him, with a great knowledge and incredible
sense of rhythm, with eharisma and a style :hat had strong
Arabic overtdnes. 4 wailing lament., dissomant and sorrpwful.
Paco and Camarsn rade a dazen c¢r so records thar literaily
tewrot2 the boak on flamenco. They became bigger than life
“srars," worshipped and itated by the ¥punger generation.

S0 much happanad at cnce: Gypsy youtdh who nad been exposed
te tke hare roek music of the 133Ds began o play =lectric
instruments and rock-iofleenced music: this made passible
flamenco with elactric bass, Zlutes, drums, and syathesizers.

Marijuara and cocaine replaeed alcohel in many  Fflamensa
zircles. Cypsies bepan to speak out abour the renturies-
long  aecsecuticn  of  their race; Andalucians, lang tha

underdoes in Spain, cried cut for their rights; all of Spain
entered a new stage of political awareness with fhe demise of
Franro.  All af this led co the appsaranee of political and
sorial issuss as themes of flamenco scnes. The epic story of

g¥psy persecutipn was tu.d 3y rantaor, El Lebr!janz, ia his
theatrical producticn and record 'Perseeucidn,” and  José
Yerece foliowed with the cecord "andaluctia: 47 Afos" (Ancda-

tueiat the last 43 vears).,  The Jazz trainad gypEy baillaar,
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Maric Maya, created the theatriczl dance productions,
MCamelamos Naquerar" (gypsy language for, "We want to speak')
and "ay!" Other avante-garde dance productions followed, and
in 1982, dancer Antonio Gades used flamence in a daoce wver-
sion of Gsrcia Lorca's "Bodas de Sangre” ("Bloocd Wedding”),
which lster became an internationally acclaimed film. alsc
in 1982, the cantaotr Enrigque Morente sang flamenco in a pro-
duction of "Oedipus Rex" in the Romsn ruins of Mérida, Spain.

During the 1970s, the phenomenon of the featival emerged
and exploded in popularity. Such concerts, held cutdoors ino
a bullring or stadium, or inmdcoers in a theater or sports
avena, features generally eight to fifteen cantacres (occa-
sionally as many as twenty-five), who sing three aonga each,
accompanied by one of three guitarists, Frequently a dancer
will be featured in one or two numbers at some point in the
evening, oftem at the end, Feativals normally begin around
11:00 p.,m. and aoften last until dawn, Held only during the
summer, these festivals became so popular cthat, by 1981,
thete was one almmst every night somewhere in andalucia, with
attendance of two or three thousand people at each one.
Flamenco attists could finally make a decent living, and fla-
menco reached a.broader audience than ever before. Bur it
was a new environment for flamenco: Incimacy and spontaneity
were out, professionalism and commercialism were in. An
artist performed mnot when he felt overwhelmed by the need,
but when hia turn came up. Since duende doean't appear on
command, it stands little chance in the festivals.

Related to the commercialism of the Festivales is the
commercialism of the recording industry. Beginning about

1970, z flood of flamencn vecords began to pour forth, and’

the popular cantaores had to frantically search for new
material to record. Enfer §oONg Writers. at this point,
instead of singing traditional melodies and verses, flamenco
artists were singing catchy melodies and trite love songs
with a chprus after each verse, gimmicky intraducticns and
orchestrations., A song became a hit one day and was passé
the next. Taday, it seems that each cantaor follows the Same
pattern: His first recsrd features primarily good traditionail
flamenco and establishes his reputation; the second recording
traditional flamenco, but has an extra dose of
popular bulerfas and tangos; the third record is mostly
cuplés, ccompozed bulerlas and tangos; the faurth record is
crchestrated, and the singer may even croon a few pop songs.
A singer gr a guitarist can only have a0 much traditicnal or
high quality original Elamenca in him, it seems, and then he
has to turn to gimmicks to sell more records.

The flamenca life style 1is gradually disappearing.
Flamenco artists do pot often live from juergas as they did
in the past. Young artists do mot particularly like the hsrd
work of the juergss and prefer te look For work im the
festivaleg, in the tablaos, or in recovrding. BRural life is
being replaced by urban life. Mare gypsies are joining the
meingstresm of Spanish life, marrying outside their vace and
gradually being assimilated. Yet, surprisingly, the distinc-
tign between gypsy and mnon-gypsy flamenco scill exists.
Gypsies still tend to prefer and excel in their cantes - the
bulerfag, tangas, siguiriya and soleares - while the non-
gypsies aften prefer and perform better the many fandangas
styles.
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Gypaiea have their own way of dancing and playing guitar
as well. One significant difference between the ''opera'
period and the present is that it was the payo or non-gypsy
who corrupted flamenco in the past, but today it is the
gypsies who are lesding flamenco into new areas, Faco de
Lucfa snd Manolo Sanlicar, neither of whom is gypsy, started
the guitar revolution, but mow it 1is gypay guitariscs like
Baimundo Amador and Diego Cortés who are using flamenco in
their rock groups: Camardn, Lebrijano, Lole and her family,
Los Montoya, who are vevolutionizing the cante; and Mario
Maya who ig the vanguard of change in the dance.

Not only have the gypay-Andaluz distinctiona survived, but
there is still - miraculously in this age of masa media -
some stylistic differences between the flamenco from differ-
enc parts of Andalucfa. It is possible, for example ro dis-
tinguish guitar sryles from Jerez and Sevilla.

In the 1980s, we find a flamenca that is very theatrical
and commercial and that explores new chaomels of expression
in rocky jazz, theater, film, and complex instrumentation.
There have heen ipcredihle technical advances in all aapects
of the art. Along with technique comea commercial exploita-
tion. In the "opera" period, Manolo Caracol and La Nifla de
lo Peines were capable of singing great Flamepco but chose to
sing operatic fandangos and cuplés with orchestral accompani-
ment} taday, Chiquetete and La Susi do the same thing, but
the reigning flamenco forms are the much abused bulerfas,
tanges, and rumbas, with almost everybody singing cuplés in
these rhythms, The critica aay that tzaditiomal €lamenco is
heing lost, ruined, and left behind. N

Does gome of this sound familiar? 1t should, for the
scenario is very similar to that of the end of the 18003 and
later, the opera period, The same thing prahably happened
many times before, with the precursors of flamenco. Flamenca
was created by succezfive invasians of external influences,
whether Arabs or rock growps. Critics have always felt that
flamenco was at its best in an earlisr period and ia corrupted
in the pregent, Iranically, the "pure” Flamenco of the past
i3, in reality, nothing but the corruptionm of an even esrliar
state of “purity," The best flamenco we have today is the
product of many such corvuptions. Flamenco seema to go in
cycles of absession with purity alternating with periads of
revolution/decadence, It may be that periods nf tevolution/
decadence are eaaential in order to disrupt the atapnation of
voutine and orthodoxy, to inject new life bloed into the art
form, and to atetrict a new audience am the old one gets
older.

In the café cantante period, the csute was the most signi-
ficant elemant in flamenco aad made great sdvances., In the
opera period, it waa the baile that made the greatest tech-
?ical advances snd was the focua of attention, ewpecially
internationally. Throughaut the histary of flamencoa, with
minor excepticns, the Buitar plaved a secondary rale aund
stayed in the background. In the modern era, however, the
guitar is receiving full attention, both in Spain snd in
other countries. Guitar solo record albums snd concert per=-
formsnces were tremendmusily popular in the 1950-1%60 period.
Guitar techaiques and musical sophistication have advanced
very significantly in the last twenry years. But the real
change, in the era of the guitar, is in the artitudea of per-
formers and aficionados. Two examples: In 1977, in a fezti-
val outside of Mdlaga, the guitarist Paco Cepera rveceived as
many avations for his guitar playing as did Camardn de la
isla, the singer Ceperd wa3z accompaAnying} many in the
audience felt that was the reason Camardn cut shovt his per-
formance and stalked off stage. In 1982, while Enrique
Melchor, son of Melchor de Marchena, was plsying for the
singer, Turronero, irn the middle of a profaund tientas,
Melchor played a very fast scale vun that was originally
recorded by Paco de Lucia, and the audience applsuded wildly;
Turrcnero grahbed Melchor hy the shoulder of his jackee,
dragged him from his chair, and forced him to take a how.

Such a thing would have been unhesrd of ten years ago.
Today, the puitar and flamenca are obviously out of
control.  But flanenco is amszinpgly resilient. Tt follows

fgds until they go too far, and then snaps back snd poes in a
different direction. It bends, but does not break. It
suEvivas.
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FANDANGOS DE ENCINASOLA

by Brad Blanchard

Paco Sevilld has written several excellent articles for
Jaleo which explcre the structure of differemt cantes, their
melodies, Letras, and hcw they 4te accompanied. He also made
pleas for others to contribute similar articies either in
she same wvein or in arzas where his knowledge faltered. This
article has irs inspiration and "nodel in Paco's articles and
is a response to his request. [t will help to illustrate a
fandange whith is little-known, even within Spain.

Years agae 1 bought a tape titled '"Viva el Fandango de
Huelva" {Hispavox C-0D-019). One of the songs caught my
attention and I scon learmed to sing it. Now in this case it
is surprising because [ belong to the moderate far-right as
far 88 flamence goes; I like to hear cante and guitar,
sccompanied by nothing more than el jaleo, Well, thiz cut is
recorded with wviolin, bandurtria, guitar and castafuelas. 1
didn't realize then that this the typical, the most tradi-
tiznal form of siaging the fandangos in many pueblos of
Huelva; the sinper alone with the guitarist is ancther rami-
Iication of the fandangos de Huelva, which probably, chrono-
lngically spesking, represents a later msnifestaticn.

Now tne funny thing 1s that you can really like a song,
but not really care about it until you know something about
where it cgmes from, the people wino created it, etc. Somehow,
when I moved to Badajoz snd learned that Encinasola is anly
five or six kilometers from the provinre of Badajoz, and
located in some beautiful mountains where I have spent a good
c¢eal of time, 1t suddenly and mystericusly became important
o me.

1 haven't yet been to Encinassla, bat I know it is in
those beautiful mounkains in a finger of Huelva whicih extends
up inte Badajoz, almost touching Portugal. This isclation
~-the nearest famous fandange center 1s Almonaster--may
explain the difference between the fandangos de Encinasola
and other fandanges de Huelva, This difference 15 not in the
lastrumentat 1on-~I haue heard them sung mainly in the singer-
guitarist style o which we are most accustomed--but inm the
meledy, the guitar accompaniment required by the melody, znd

the order in which kthe verses are sung.

I haven®t collected encugk of the verses to really
generalize about ctheir content, bur in risking a guess, 1
would place them in the more lighrveight cetegery cthat
fandangos de Huelva often present. That is, the tragic copla
iy missing. They ae=sem to be more precccepied with the beauty
af the pueblo, tine girls, and the positive, liphter aspects
of love. The order in whick they arr sung differs substan-
tially from cother fancangos. All fandangos de Huelva that I
have heard sung repeat tne first and third line te Eurn the
five-line copla into a six-line copla, The fandangos de
Enrinagola always repeat the first line twice ro bring the
total sung to six. In ore of the examples you can see that a
four-line copla repeats the firsc line in the second and last
position to make a faur-line verse inte six. Paca in his
article divides the compis in the singing of various fan-
dangos into two groups: those wwith alternating compés (1 &2
& 3 & 4 & 5 etc.) and those which follov the bulerfas type
compds. These belong te the latter BTOUD.
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The melody of the singing vequires an accompanying of the
guitar which 1is unique as far as 1 know. It is the only
fandange which starcs in the E7-Am tones and finishes In the
phrygian mode G-C~-F-E7, repeating the F-E7 part twice. You
can see how this is accomplished in the snalysis of the
melocy. (Remembet that this analysis is written for guitar
and is only approximate--for example, in the second bar of
the first lime, the singing doesn't abruptly stop on beat
four as shown, but this is the best way to give boch the
feeling of the guitar and sineing topether,)

The fandango de Encinasola seems to be in a similar situa-

‘GYPSY GENUIS
HISTORIC - EXCLUS]VE V]DEO RELEASE

\/ MANUEL AGIJJETAS DE JEREZ
(CANTAOR)

For the firet rime in Flamenco histaory the legendery
Manuel Agujeras de Jerez performs on video eassette. The
world famous maestro of the Jerez dynasty of gypesy fles—
menco singiog gives an historic pecformance that will
cemain forever. Besutiful cantes por Soled, Fandango
Grande, Siguiriyas, MKalaguedaz, Rowmerss, Tscento,
Tiectes, Bulerfas. Length-90 mioutes in color. This
video features the special colsboration and original
guitar accompaniments Of recording amd coocert artiat
HODHIGO. Dom’t miss out on this first world release u8
it is & collectars item. MNo studic video of this kind
has ever been made. Order Bera or VHS. Ouly $49.040.
Send cash, chech ar money order to Alejandrina Hallwan.
148 Taft Awe., #11, El Cgjon, CA 92020. The performance
took place an Angust 5, 1985, An educaticusl "wmuast™ for
guitarists 2nd siungere. Allow 3 to 4 weeks for delivery.

Spenish- Continental Cuisine

>0

{818] 908-7337

PABLO

771

5254 VAN NUYS BLYOD
SHERMAN OAKS, CA 91407

Dance Espadol brcorparated
Proudiy Presmiy
The
Juan Talavern
Spanish and Flamenen
Danee Workshop

For
Beginner and lvtermediate

Please Call (213) 699-9855 Far Detuils
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tier at the fandango de Cabezas Rublas {and othersi: 1t is a

beautiful

own puedlo, and thereicre

fandange which 1s largzly neglected cutside of its
seldem recorded.

Mayke T1'll be

abie to eo tp Encinasola soon and record some for anv of vou

who are irterested.

Bsdajoz, Dctober, 1933

The Coplis

I really don't like

trans.ating flamence coplds, but for

these of you whe don't read Spamish, wuu can at least ger an

idea, in spitc of cthe pgreat

loss of beauty and shades of

meaning which translating them presupposzs, of what thev are

trying to say.

¥p planté en una maceta
Yo plante en uns caceta
la semilla del encanto
con ldgrimas ia regué,
salic la flar “larsndp.
Tuvo lg culpe el querer.

Nifia son verdes tus cjos.
Nifia son verdes tus ¢jos
pobre el que mire en ellos
¥ ya& mo sabe nadar

Nifia son verdes tus ojos.

En la fuente de la Pilar,
en la Fuenta de la Pilar
se saca agua sin sopga

qué mergvilla es contemplar
las mujeres de Encinasols
cuando a opr agua van.

Para entrar en Encinasola
para entrar en Encinasola
hay gque pasar poer el Cillo
que es ur ric sin carvacola
donde no cabe un barquillo

por ¢hica que sea su eslora.

I planted in a flower gpt

I planted in a lower pot
the seed of enchantmenc

and watered 1t with tears
the flower blogmed, cryving.
It wes Love's fault.

Nifia, your aves are green

like the waves in the sea.
Poopr tellow who looks into them
and forgets now to swim,

Nifia, your eyes are green.

in the fountain called Le Pilar

In the Eountaim calledle Piiar

they bring up water without a
rope.

How wonderful it is to watch

the women of Encinasola

when they go for water.

To enter Enrinasola

tc enter Encinasola

Tou have to cress the Cille

which 15 a Tiver withour waves

and where s little bpat won't
fit

no matter hpw small it is.
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A Classic Combination
PACO PENA & DADDARIO

Born in 1942 in Cordoba, Spain, Paco Pena has bsen
playmg professienally since the age of twelve and has loured
Europe bolh as 2 solost and as part of the "Paco Pefia
Flamengco Company ' 10 wide critical acclaim.

Dedicated to conserving the pura artistry of flamenco, Mr.
Pefa established he seminar “Encuentrn Flamengo'™ offering
the aficignado an irlensive program of study as well as the
oppotiunity to live in Andatucia, the hsgart of this mus:ical
culure

He has recorded nine albums lor Decca Records inciuding
threeg live performances and a duo effor with Paco Delucia,
another world renowned flamenco guitarist. He has also made
sevaral highly sucCessfut tours of Australia, given recitals with
the company at festivals in Hong Kong, Edinburgh, Holland, and
Aldeburgh and performed to audignces in Japan and London, ali
10 widespread enthusiasm.

Pacoc Pefida appears regulafly
worldwide on Telgevisinn and Nas
received exiensive praise for hig
shared recitals with John Williams.

Paco Peila usas
D’Addario Sirings.

£ Farmmggaie. NY 11735 LSA
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FLAMENCO ON THE RADIO IN SPAIN

Have you ever heard flamencc on the radic here ir the
Urnited States? Thete 1s a lpesl station that plays £lamenco
vccasiondily here in Denver. Wouldn't it be nice to turn on
the radio at any time of the day and find ou:r what new
recordings were coming out, and hear live perfarmances by
many different artigts! Well, this is npw possible in Spain!
It took so many years, but finally there 15 at leest cne
solid flsmencoe statiom to listen to. The . following report
will exemine four different stations. )

Upon arriving in Madrid, a guick search of both the AM and
FM dials proved futile. Could this bhe true? To come all the
way from Colorado with a bulky radic-cassette and find that
all they're plavicg is Stevie Wender, José Feliciamo, Barbara
Sereisand, Julio Igilesias, Lani Hall, Camilp Seste, and other
Spsnish, British, and American pep artists. I hkave all the
respect in the warld for these fine artists, don't get me
wrong, dut I csme lecking for flamenco.

After 'sbout five attempts there it was, flamerco un the
radie, c¢ne half-hpur pregram of all fiamence. The station's
name is ""Radio Popular de Msdrid' and it is found at approxi-
mately 1000 pn the aAM dial. The pregram is called "El Mundp
del Flamence" and begins arcund &:25 a: right cr 3:30, when
programming goes on schedule., The announcer is Pedro $Sienz
and he interviews different artists live, spins their albums,
and even does commercial messages to the compds of flamenco
records. The program is quice interesting: too bad it's ornly
half sn heour jong. However, there is a program on the same
station beginwing at &:D0 pm which plsys all Spanish music,
and some flamenco mav be heard at this time also.

Here's & rundown of the typical program fcrmat of "El
Mundo de) Flsmence™: The program begins with some commer-
cigls, sfter which Pedro Sédenz makes a few flamenco announce-
ments; then the guitar of Parilla de Jerez begins to play
bulerias, and scon Pansequitc breaks in with his cante inter-
pretatiorn; after the recorded vereion is fimished, Pedro dces
a fancy introduction for Fanseguito who 1s standing by live
at the studia of "Radie Popular de Madrid”; Fedro welcomes
kim to the station and the interview begins. After a l.trle
¢hst c¢he tough questions start te come out: “Could vou be
considered king of the bulerias?" "No, there are many fine
cantacres of buierfas.” "Are you a supporter of inmovation
in the cante flamenco?” "I am & supperter cof inmovaticn in
the cante, of course...'.

The program then changes psce as two guitarists named José
Manuel Monteya and Juan de Madrid play a colombiapa live at
the studio, & few mere commercials, Panseguito returns ta
chat & little more, Pepe Caballerc sings a soled live, and
the program comes to an abrupt end.

Although this program is goed, there are three stations in
Sevilla wnich feature flamenco. The remaindey of this
article will deal with them.

The first I'}1l mention is "Radic Popular de Sevilla" found
at around 825 KHz on the AM disl. This station also has
flamence every week night at 8:3C until 9:00. The amnouncer,
Juan José Romén, prefers the 'more placter, less chagter™
approack. It was one cante after another with oniy a Srief
irtreduction fer the artiscs. The time of the year was
spparent since Jugn José played a good sharz of villancicas,
a type of flamenco Christmas cavel.

Ancther station in Sevilla is "Radio Sevilla™. All dav
long there is pop musir and no flamenco. This station is =z
very importanc. cne though since it broadcasts all majar live
events like the {juincena, or the festivals held autdoors in

the summer in plares like Mairena del Alcer or Puerte de
Santa Maria. [t was my misfortune to arrive in Sevilia the
very last dsy of the Quincema, held at the "Teatroc Lope de
Vega". [ unpacked my bags and turned on the radie to cateh
the last 20 minautes of the Quincena, 15 straight davs of
flamenca performances. I did get to hear the alegrias of Ana
Marfia Buenmo with El Chaquetén singing snd Manule Dominguez on
guitar. After that some type of award was given tu Enrique
el Cojo and the Quincena came to a close. It i5 nice to know
about this station in advance of your trip te Sevilla, You
can tape live things if you cannot attend. Live flamenco has
a2 cartair different atmosphere compared to recorded studic
flamencp. “Radio Sevilla™ can be Found at &00 KHz on the AM
dial amd directly ppppsite that a2t 97 MHz in FH scerep.

The third station in Sevilla is "Radio Cadena Flamencp”.
Tkis is my favorite one since it haz continucus flamenco from
7 in the morning until twp in the afternoocn. At twa o'clack
it switches to "Radio Cadena Deportiva" £eaturing sporta
reports and qusic. Tae <ormat is somewhat varied for the
flamenca programming, but the main feature 1is recorded
flanence. However, the recordings do have gquite a nixture
between ©ld and new flamenco and even live recordings made at
night at wvarious pefiss and rebroadcast in the daytime.

Gne moraing 1 decided to set the alarm for seven o'clock
just to see if it really comes on that early. After 2 weir
of abeut five minutes I heard the familiar sound pf a stereco
Lonz arm popping ontp s record surface, and there was Paco de
Lucia playing tarantas. 7T started te laugh out loud, it was
too geod to be true. Here I am in Sevilla; ic's flamenco
city, no deubt abeut it. Stevie Wonder doesn't have a chance
againat Camardén. Sgreisand will be turned down in favor of

wle. Julic Igiesiag will get the '"thumbs down' in favpr of
Aguietas.”
At that time at least, the Pacg de Lucfa album named

"Fantasiz Flamenca" was being used £o sign on and off, After
twa ar three "teques™ by Pace, there were 2 few worda by the
morning announcer, Angel Rodriguez, welcoming the listeners
to another day of flamenco listening. He stayed on until
around [0:00 when he was replaced by a female announcer,
whose name I didn't get. She remained on until abour 1:00,
wken a program called "Rincdn Flamenco" began. That program
was an hour long and went until the sign off and transition
to sperts news. The "Rineén Flsmence™ was an interesting
show  narrated by Jcaé Luis ¥eontoya who gave informative
digressions about flamencc artists and history.

Buring che breaks in between the recordings there was an
azcasional commercial advertisement for the local newspaper
Ll Correo de Andslucia, and 2 few other local businesses.
4lso there was a segment titled "Al pie de la letra," during
which some verses would be vead to the compds of Fflamenco
solo guitar. Another segment was "Nombres Del Flamenco® in
wihich a short hiographical sketch was given about s certain
arcist. Scmetimes there was g greeting te the tisteners from
the artist whe was being featured: Ex.

"Soy Camarén de La lsla y dey un salude a Radie
Cadena Flamenca....y muchas eracias.”

"

"Soy .antonip Chocolate....salude a todus los oventes.'

"Yu soy Turroserg vy envio un fuerte abrazo a todes Jlos
oyentes de Radio Cadena Tlamenca",

Another interesting Item was the lortery of flamenco
records. The announcer suggested that you call the station
at 21-26-93 and offer ¥our opinions about the PTOgramming .
Then each caller would be assigned a number for the drawing
of six flamenco records, and the winners ammounced later in
the program.

This whole format and concept was devised by Higuel Acal.
You may have szen his name in some back issues of Jaleg when
his record or performance reviews appeared in the Fform of
translated reprints from a Sevilla newspacer, Apparently
Miguel knows his flamenco well and has organized it gll in
the Zorm of this starion. Thanks to him, you can maw "ave
vour flamence all day long until twa in the aftermcon. IE
you have otker things to do in Seviila, vou wiltl hear this

ststion as you walk around from olace to place. [t can be
found at 90 MHz on the FM diai.
There was ome other station with some flameneco, "Radic

Jerez", but I didn’: get any other information about ir. [f
¥ou go to other cities throughout Andalucfa, vou still can
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get the "Radie Cadona Flamenca" recepricn,
"cadena” means chain or aetwork.

If you intend reo do any recording of this steres atation
for your enjoyment whem vou teturn home, let me make a faw
suggestions. Without a good FM antenna the station will
discert during loud passages, so its a good idea te da
recording in mono if your machine has rhis option. Alse van
will find the charming city cf Sevilla tu be a bit aoisy,
with plenty of sounds wnizh make it difficult tz enjoy radio
listening: motorcycles, cars bsrreling down narrow streers,
window shutters, groups of Friends, f[irecrackers, and ather
unidentifiable things. You wmay want to do much pf :the
recording with the volume turned off, sz vyou can hear ic
lacer in a non-"cachondes" environment.

slnce the ward

-= Guillermo Salazar

BOOKS BY DONN POHREN AVAILABLE AGAIN

Jpdsted versions of books by Donn Pohren are now
available. Two of rhese clasics hsve been aextensively
revised to include information about today's flamenca.

The Art of Flamenco

The fourth edition {the third was in 1972} eof this
book has been thoroughly revised reo include up-date in-
formatien on recardings, Fflamenco instruction, summer
seminars, publicaricns, guitar sheer music, etc. Hany
new photos.

$16.95 for surface mail; air mail, add S2 for
Eurcpe, $5.50 for America and Africs, §B.30 for Oceania
and Asia.

Lives and Legends of Flamence

The first edicicn of this baok (1964) has long been
aut of date and has now been revised. A supplemental
section will up-dste tlamence history and discuss the
new generaticn of artists. HMany new photos.

Mot quite veady for publication, write if yau are
iaterested in being notified when the book is ready for
mailing,

A Way of Life

The scory of the Pchren's experiences in Mordn de la
Frontera and rhe flamenco petrscnalities they came to
krow,

Hardcover: $12.95 including sucface mail: 2ir mail
add $1 for Europe, $4.30 for american and Africa, $6.530
for Qcesnia and ASia. Sofr cover: 53.35 including
surface mail; air mail, add 31 for Eurcpe, 3$3.30 for
america and Africas, 35.30 for Oceania and Asia.

write to:
Saciery of Spanish Studies
Apartado de Correos 83
Las Rozas (Madrid}

Spain
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THE SHAH SPEAKITH

THE SHAH REVIEWS

JOSE MOLINAS BAILES ESPANOLES
PRESENTED MarR. 9. 1985

JOSE MOL IMA
WITH
DANCERS AURORA REYES CLARA MoOrRa ESTER SUAREZ
SINGER PePE DE CADIZ

GUITARISTS (ERARDO ALCALA AND BASILIO JORGES

Mr. Melina's effort belonged net in Carnegie Hall, but in
a cabaret. He is the only perfermer we have ever known ta
use canned music in & concert hall of such prestige and
before an audience of such discermment, [E one pretends to
dsnce the music of De Falla or Albéniz i1n 2 grand concert
hall, one sheuid be dancing to a complete and comoetent
orchestra, of which there are seweral in the New York area.
Leaue the taped vevsion €or the rehearsal studio.

This small troupe was swallowed up by the immensity of rhe
stage, which was uttevly bare of any decoration or atage set
whatever. The sounds of both music and footwork were lost in
the caverncus spaces of the hall. Clesrly the group was 'out
of place” in more than one sense of the phrase.

Mr. M¢lina has proven once again that he hss ne talent For
cherecgraphy, not the slightest feeling for fitting appro-
priate movement to music. He and his three ladies danced
chorus style through much of the program, all four of them
executing exacily the same steps at exactly the same time in
exactly the same androgynous style. Three wore dresses, one
wore pants; ctherwise thera was Little to dintinguish cae
from the other.

Mr. Melina's stage presencr is too cute aond frivelous
{this in a man approaching 5D years of age)., his arms are
weak, his hips hyperactive, and his movements independent ol
the requirements of the music., He might as well have been
doing gymnastics. His idea of partneving appears to be a man
and a womaa dancing, each alone. There was no intensity in
h.s pargnering, ne male supremacy, ne play of tensien, na
drama.

The lacies af the troupe were tuite competent and inger-
preted well "Asturias' and "Bolerc” chorecgraphed by Mariano
Parra. As Ier "“La Boda de Luis Alenzo," poor Luis Alonzo
would never have gotten married had he known what this froupe
would do te the exciting musit of his wedding celebration.
The flamenco numbers were comperencly of unremarkably
compsnied by cantaor Pepe de Cadiz and guitarists Cerarda
Alcald and Basilie Jorges

That some of the audience were moved to give this garbage
a standing ovation should surprise na one. There are people
in New Yorx wno will 4applaud a chain-snatzhing, and whocver
paid twelve to twenry dollars to sec this mess certainly gat
mugged. Molina reached the apogee of bis talent six or seven
vears ago and bagan a slow and steady decline from which he
appears unable to récover. Sic transit glaria mundi,

e T
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... Sabre el baile

BECOMING PROFESSIONAL.
BEING PROFESSIONAL

The word "professional” wsuelly signifies somecne wnho Las
put in a great deal of time and eifort to become ae "expert”
in his or her ckcsen fisid. The true meaning of profession-
alism gosa Far bevond just gecting paid for what veu dec. Tt
is a responsibility rowards what you 40. One's prcfession is
synonymous with spending a4 great deal of time with that pro-
fession, sctudying the profession, perfeccing and refining it
and dealing with the business of a profession so thac ic will
be a benefit t» all c¢concerned. In the case of flamenca, liks
all performing atts, the benefit goes beyoend the artist,
beyond the sponsors, buyers and public and ever beyond the
art form, For it should benefit che "feeling,” the meaning of
the ary of flamenco as a whole. Flamenco dance as a profea-
sion holds a wvery special place in the world of dance.
Although flamence daces way back, it has besn ouly in the
.ast century, more or less--since the viae of the café
cantante——that flamencs dancers have been performing in a
professional mannar with set-type shows, receiving some sort
of salary, aed performing in front of a2 public that has c¢ome
te see skilled arciscs perform with wnowledge and understand-
ing of the art, Flamenco also holds the destinction of being
che af the few dance pericrmirg arts froms that can be per-
formed in almost any space, from a very small "tablae" stvie
of performing, to concert halla, in the round, and in
literally any space that can held chairs Fer the guiltarist,
singars and space to move a hata and hopefully have a
resilient, wooden type floor. This has been both good and
net se goed for che art form, for a few important reasons
that [ will explain as this article unfoclds.

Art, by its vary definition, 1s of the highest level of
humar expression; the art cf flamenca Is ona of these highast
levels of human expression and comounication. To approach
flamenco as a prefesaton, Is s great responsibilicy, for you
are 3 representative of this great art form that is so often
misunderstood. The very flexibilicy of the performing possi-
bilities of flamence have unfartunately drawn many pecple who
are net teady to represenk this beautiful arc to ies fullest.
Many beginners feel that, after a short period of study. they
can put on the costume, dance their routines and cliches, and
think that the public will not know Che difference. This
sounds very bastc and to the peint, but too many people fall
shoxt of represanting flamence hecause they havae performed
while thetr taleats were "too green.' The proper approach Lo
the profession of Fflamenco is ne different than thac of any
other sericus art or prefession. It requires great respect
for the art. This is ore of the keys to crossing over Lo Che
arofessional level of the art--"respect for the art." The
srofession of flamenco or any ar: requires a primary use of
nre's time, of one's life and focus. This iz teeo cfterm
lacking.

Flzmence =o meny of the tablaos 1n Spair has bdeen used
primarily fer teurist attraction and the cliches of flaranco
2Te 2azouraged, afcen with mecdiocre ralsrt, Some  rablaps
emphacize che hevy of gorseous givls an slinky lectards
parading a Zew pascs of solsares cr alegrias. Cthers
emphasize the Ffast aond stompine of the [loor and
other Fzst cliches, again basically tourist ar_cnted, passing
thig off as flamencs> puro. God, Dow we miss the oid tablac,
"La Zambra," where they had flamence with dignity, class aed
An impportant thing te realize Ls that the general

Furious

INIEEYETY .

public may not undrrstand the <ompds or the art Zerm itself,
but { de not underestimate the public's inner feelings of
what is good and what 1s & medioccre reprasentation of
flamenze. This has been learned the hard way, especially by
dancers who nave come to the USA and thought that the Ameri-
cans did not know the diflerence between good and mediocre.
This ateitude has cnly hure the zart form and the porential
for all the fine artists whe 4re tryirg to keep flamenco a
living, breathing, wital ar: form. with as many oppartunitics
for the artist and public as in other victal art ferms.
3asically, there (s ne short cut to arriving at a level of
Flamenco professicnism, You have ta give a great deal to the
art befere you can expect to receive. [f someone studies in
college, say medicine., they must go thrcugh the basics over
and over for years. Whe would go te & doctur that has onlv
studied for six months cr a year? Why should people that
have studied & few moaths feel that they have the righ: tao
represent flamenco as a profession? When is the respect for
the art and respect for themselves as true representatives of
this art going to be realized? This article may ruffle a few
personal fsathers, but let us realize that flamenco can ke at
a million levels. 1f a person wants to be an aficionado, a

lover of flamenco. and ir geperal live flamenco night and
céay, that is beautiful. Ge for it! 1f one wants to arrive
at a level of wanting to represent flamenco as a sericus pro-
fessional, then they should be willing te go all of the way,
with patience, sincerity and a great respect for the arct. Do
not be ke 2 hurry. Get your ground work and keep your love
of the art alive. Dance a million benefits te get experience.
Go to huspitals and do shows (even La Chunga does that), old
falks homes, schools, PTAs, bdar miczfas, weddings, wakes,
juergas, churches, March of Dimes shows, and anywhere else
that you <an polish vour perfoerming leuel by “giviog of
vourself” to the art. Dive inte your apprenticeship. 1 de
nct pretend te be able to knew wher the transition frpm the
so-called amateur aficionado to professional performer will
come about. It is differsnc for everyone, depending upen
zach parson’s experience and life. There however are basics
for all. Get te know flamenca. As a dancer, approach
flamenco as a dancer, a singer, 2 musician, with gooed tech-
nique, pride of bodv, and knowledge of all flamenco forms and
your relation te the singers and guitarists. Learn pro-
greamming if you are setring a show. Do not shert change in
costumes; kave ppod tasce and class. Hava good publicity
materials made. Learn staging, lighting and btasic stage
craft. The preofession of flamence goes way beyond being &
good dancer. You are a representative of the art itself and
1 camnet over emphasize this encugh. Since many people in
this generatisor have never seen flamenco and maybe have only
heard abeut "flamingo” dancing, then it is wp te the con-
temparary artists to see to the re-birth of flamence in its
true glory. It can be deme if represented tao 1ts fullest
potertial, its fullest power of communication.

1 keow for a Fact by going to mamy performing arts boeking
conferences {WAAA, ACUCAA and aothers, etc.) that many poten—
tial bookers and buyers of flamenco are out there if they can
be educated and be piven the awareness of the positive side
of flamencoc. It is a serious art, a beautiful art, an enter-
taining art and that like other performing arts and, can be a
worthwhile art to represent on their art series., The word
Uprofessional” should be synonymous with quality. A persen
who wants to grow into the profeasion of flamence should be
willing te pay his dues in rhe ssarch and growth of quality.
You, as a performer are the art cf flamenceo itself so thac
deeo personal respect fcr the self and the arc should shine
through ot all times. The pessibilicies for professional
flamence artists are there if you are a survivor.

Teaching, is ancther preat reapomsibility. Thers are too
many pecple teaching flamenco whe do nret vet know whart
flamenco is. For example, there was a person that came ta my
flamenco workshop several times who knew very little of the
compds, tne art, and her total wunderstanding of flamenco
technique and interpretation wes minimal, yet she is reaching
and worst of all, she, as a ratienale for her ignarance says,
"well, I am only ceazhing Seginners and intermediate sfu—
derts.” That is the wors: abuse nf Flamen:zo decause it is
the beginners who necd the bast training feor developing pood
habits and understanding. This is one example of crying te
be professionz]l oo soon, just to maks a bock from the art
and feed *the epo.
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haunting Arabic cherds of the
dynamic and unique

citing 'Bulerias' to the
'Canastera,’ this album rxpresses the
sound of che flamenco guitar.”

Marcos' second recerd "Flamenca Paseo™ [Pasec Flamenco??
came to ne as &n atkbractively packaged cassette. At first
appearance, with anly three numbers per side, 1t seemed to be
a2 rather short recprding; that turned out to be true. The
second gultarist on Lhe rtape goes by the name “Fastarite'';
since the romposer of the three pileces on side one is listed
as "Shepherd”, 1 make the assumption that “Pastoritp’” ard
"Shepherd'’ are one and the same. These first three pileces,
"Canastera'"(buiezia in rtarantos toaes), ''Camino de Nache"
(serranas), and "Montafia Verde" {rondefias) are all played as
duets and demonstrate some creabivity and originality. The
artists aTte disciplined recording artists with good technique
eand a clean plessant sound. Shepherd has a good idea in
creating themes and sticking Eo them throughout a piece. Un-
fortunately, there vresults & certain level of monotony
because there is nob enough variation of the theme, espe-
cially rhythmically. Adding to the manstony is the facrt that
these two guitarists seem to be imitating Paco de Lucias
laid~back approacn Lo playing--as in Lucfa's fandangos de
Huelva, for example--but the prablem is that, wunlike Lucia,
these two never come Lo life, The serzanas has some vErY
beautiful, bell-like harmonies sad "Montafia Verde" has a
wonder ful beginning--very crisp and crystaline. Side two,
all solos by Marcps, is quite a let dswn after side ooe--
he really should have put his solos Ffirst or perhaps alter-
nated with duets. Marcos playing is c¢learn and sure, but
lacks originality and, most impartant, fire. 1In a soled, he
dempastrates that he ia competent 1n all technigques, with a
fine rremclo, but has no particularly ocutstanding technique.
This number 15 made up primartly of traditional falsetas.
There 15 a granaine with & sprimkling ©f Paco de Lucia
falsetas and "“Recuerdo & Datifio,” an alegrias by Paco de
Lucfa ard Jose Torregrosa.

In summary, Marcos contributes little in the way of oripi-

nality. Technically. he is akay. What he lacks is four er
five years of doing nothing but accpmpanying sinpers and
dancers. This tape 15 available for 7 pounds sterling from:
Guitar Specialists, 33B Albany Hoad, Earlsdon, Coventry
CV36ER, England.

The fpllowing are some other critics' views:

Royal Arch  Hails, Edinburgh Festiwval, Auguse 17-25,

Septemder 2-4. Again this year, as part of his summer tour,
Marcos gave concerts in the first and third weeks of the
Edinburgh Festival, whilst viaiting lreland for further per-
formances in between. His recitals this season demonstrated
that he has become a master of the spirit of flamenca expres-
sipn, the "duende,” a feeling given anly throughk total in~
volvement by the guitarist and encouraged by appreciative
audiences, suck as we had thia year,

Edinburgh auvdiences are often difficult, very polite, and
oot easily disturbed from their geatility and reserve, but
Marcos succeeded in doiog this and in the process atbracted
many new aficionados to the myatery of flamencc ~ they cauld
not resist it.  Among the highlighta, particularly in the
first week, were his new Zambra and Tazanta.

To describe the miners' Iife with a guitar so adequately
was something quite special for me. Marzaz is a fine
flamenco now, a master in bath technique and expression and

among  the Dbest flamence guitarists living io Britain.
1 look forward in anticipation to his next visit,
--5ax Shaw
lamence Horizans, Stoptime Records, STOP 100. I found

this s most enjovable, full of ercitemenr and intevesting,
cripinal ifeas. The recording is of good quality and hnas
remarkable clarity, bringing out irn  full Marcos' fioe
playing.

Most of the traditicnal areas of flamenco are covered,
including Guarjiiras, alegrias, Zambra, Bulerias, Taran:ta,
Rumba, Tientas and Siguiriya.

Side One opens with "Santa Clara’" (guajiras) aad "Puerto
Cristal" {alegrias). The first plece is based on a flamenco
rhyttam which originated in the island of Cuba and the second
i5 a vivacious dance from the port cof Cadiz. The zambra
which follows, "Ziryab's Heritage,” shows the strong arabir
influence contained in much Flamenco music and is a uery
atwospheric piece. The sleeve mnotes infors us that Ziryab
was a brilliant mmsician who travelled from Bhsgdad Eo the
Court af abd. Al Rabman 1! ir Cordobs during the ninth

century. After an exciting bulerias comes a taranta entitled
"Verde y Blanco." This taranta is based an one of the fla-
menes toques, a miner's song from the Levante region of

Spain, and is performed with great depth of feeling.

5ide Twa begins with a rumba in which Marcos is joineé by
the guitariat John James. This track im my opinion, spoils
an otherwise excellent record. The music is corny and seems
ta be an unsuccessful attempt at the Paco de Lucia style of
performance. The next track 1s "Malaguefia Horizons'" by
Esteban Sanulcar. This is an attractive piece camposed by a
guitarist who, ian the 1930s, was considered to be a gheno-
menon by obher guitarists and was the Paco de Lucia af his
time. The <complex rthythmic structure pf the next piece,
"Siguirfya,” is handied with great dexterity by Marcps. This
is fmllowed by “Zorpnga Gitano,” an old Andalucfan melody
which Lorca rediscovered im his search for the lost flamenco
forms. The final two tracks, a tieantaa leading into tangos
and a rodefia, complete a2 most entertaining record,

The sleeve notes ate brief and Lo the point and it makes a
pleasant change to be told what kind of guitar 1is being
plaved. (Even the make of scrings used 1s given.) Highly
zecommended .
~~5teve Marsh
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A NEW RECORD FROM CAMARON
*VIVIRE"
[Philipa 822719~1; 19B4]

{fram: El Pais, November 24, 19845 submitted by Brad Blanchard;
translated by Pacoc Sevillaj

by angel Alvarez Caballere

cante: Cemardn de la Isla
toque: Pace de Lucfa, Tomatito; with Carlos Benavent (bass),
Jorpe Paraop (flute), and Rubén Dantas (percusaion).

A new reccrd by Camardn that certainly adds nothing to the
recent recSrdings of tnis vnpusual cantaor. I mean to say
that he is again and again repeating the formula that gives
him so rpuch success—lively rhythms of tangos and bulerias
dene with als aire, che aire of Camardn chat is so unortho-
dox, vet with a "rajo cantaor' and the enchanting voice of
this mar whe 1z a truly exceptional case ir the modern art of
flamenco.,

Camardn continues following tc the letter the line of his
orevigus recard, '"'Calle Real" as wall as the one before that,
"Como el sgua.'" I cannat say that he enriches this series,
because it seems to me that he ircludes less variety of
styles than on tha previous two. Of the eight cantes that
make up “Viviré," szeven have a strcag similarity to each
ether, bringing nn the risk of monatony. The eighth Eheme,
"Campanas del alba" breaks awsy completely from this univer—
54! scund with some very beautiful melodies of siguiriya in
which the cantaor, although not sticking to the traditional
form of doing this stwvle, achieves a dramatic "iondura,” a
spine tinpgling lamentation., For me, this theme is by far the
most ualuable thing on this record.
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"Werdiales,"

Morca returned in the second haif to repear his comical,
sensational "Zapatero Prodigioso."

Morca 1is & hard act for anyone toc fallow, but chorea-
grapher La Chiqui is to be thanked for having brought him to
town Lo perform and teach.

* * W

BRILE IANT DANCER
VISITS S.A. FESTIVAL

[from: San Antonio Light, June 23, 19B5]
by Josie Neal

Last night's audience at Beethoven Hall had the priviiege
of seeing yet more facets of a pifted artist, Teodoro Morca,
in his serond San Antonio Festival appearance with La
Compania de Arte Espaifiol.

Norca showed th. same pure technique, innste style and

improvizational brilliance as he did on Thursday, enhanced

this time by his own keen choveozraphic eve snd delightful
wit. His "Inspiracion," set to Bach's Toccata and Fugue in
D minor, is an elegont romplement to the moster's music.
Johann Sebastian prabably never dreamed his compositiom would
ingpire such steps and postures ss those of flamemea, but he
surely would have spproved.

Morca's sensibtive esr has raught the similarity between
the compas {rhythmic patterns} af fimmenco - with their pur-
poseful intervals of ailence - and the order, austerity, and
underlying passion of Bach's music., He i1s taut, spsre anod
proud, moving WwWith authority, and at the same time, fluid
grace.

His "Magic Boots," set to Jose Lingres' pultar falgetas,
waa an enchanting fgble of a poor cobbler, who discovers
magicsl properties in a pair of white hoots on his workbench.
Inspired, he puts them cn, and the former habbied ald man be-
comes a prodigious dancer. Bemused, but emboidenad by his
new-found prowess, he tries ever mare complex stepa until,
finaily, his tired legs give out.

The company shone in several offerings, most especially
Linda Reves, in a sultry, ingolent "Tientos" thot mangged to
convey much of the duende, or dark soui, of flameaco. Rocia's
classical Spanish "Baile de Luis Alonso" was dome with charm
and gparkling clarity, with tiny feet moving with temgrkabie
precision. And the ensemble's "Jota Viva Navgorra" with its
tast litrle pas de basques and bouncy hops, was a thorough
delight, done with insouciant spirit.

Other wovrks were not as satisfying. "Concierto o la vidg,"
set t2 Jose Lipares' lovely, melodious score, 1s a danced
metgphor For a young girl's passage from childhead inta
maturity, which uses Fiamenco and bgllet ss narrative. The
twa techniques do not marry well (ond pointe work is not this
company's strength, in any case), but the work has some
moving passages by Rocio, Homero Gonzalez, ldar Mendoza and
Rolandc Sosa.

In goddirion, the "Fin de Flesta," which closed the fla-
menco suite, has more than a touch of show-biz. La Campania
has no need to ingratiate itself with slick presentation.
Their Elamencg, when it is more traditionally done, is strong
enaugh to scgnd oo its own.

'OLE?* PROVES A SUPERB TREAT

[from+ Son Antonio Light, April 26, 19BS}
by Josie Nemj

While nobody was looking, a class act moved into San
Antonio and quietly took up residence ot Fiesta Plaza. Too
bad there wasn't & brass band on hand to celebrate the open-
ing of ®ie!, & Spooish restaurant and csbaret. The entertain-
ment served up on Tuesdoy night deserved that and more. Orn
that cther hand, the performgoce was its own celebration.

It 15 no small gecomplishment to present Sponisk dance
{classicol, folkloric and flamenca) in a cabarec setting, and
still maintsin the integritv and stvle of these forms.

Ghoreagrapher Gisela Moriega and husbhand Leoparda, Ole!'s
proprietars, have negotiated the tightrope of commercialism
vs. artistry with s keen sense of bajance.

They #re aided in no small part hy a first-rate cast:
danceva Peggy Bass, Pesrl Montoya, Syivia Betancourt Pereilo,
Anite Polenco, andre Stegman sad Oscar Trevino and guitar-
ists Jose Maria Pereiio and Alex Herverra. Of the dancers,
it would be diffirult to single out any 9ne as dutstanding—-—
ajl are polished and thoroughly professiona! in rtheir
delivery. The skill of the musicians was o suitable comple-
ment, Their dances and music“dicen algo” - have something to
say - in the best sense of the words,

Urbane, personabie Leonordo end accomplished singer Saats
hept things [ively with humorous, informative introductions
ta each oumber. Santa distinguished herself aolo with two
songs, "Besame Mucho" and "El Torc y La Luna,” which were
appropriate vehiries for her strong voice sand stylish
delivery.

The dancers set a hilgh staaderd for themselves with the
zarzuela excerpt, "Ls Boda de Luiz Alonao" {ome of the moat
Zeamleszly choveBgraphed versions yet seen) and a fiery ren-
dition of De Falla's "La Vida Breve."

Gizela, who has had 8 distinguished internationsi career,
is officisily vetired, but often joins her company on Ole!'s
stage. Her two anlas proved her reputation 1s more Lhan
merited. She was the personification of elegant sengumlity
in "Leyenda," set to Albeniz' "Aaturias,” s iove triangie
between a woman #nd two men {Stegman and Trevine). Giaela’s
bracen {(arm movements)] were beautifully expressive, ajter-
nately weaving a tantalizing speil in front of one, then
another of her two suitors. Her articuiste footwork, and the
angwering stmmps of the males, created on eloquent danced
dimjogue,

A jota Aragoneaa by Basa, Mantoys, Perello and Polanco,
was done with bounry aplomb pnd humor, each doneer vying for
center stage, with intvicate heel snd toe steps.

The caompany's cuadrc flamencos begen with a wvibrsotb
romevas, an otder version gf the alegrfas, wich the women's
arched backa and curved arms nicely set off by the serpentine
movement of their ruffied trains.

In the fandgngos, Stegman and Trevine, impeccably placed
with pulled-up torsca and arched backs, tossed aff ataccato
phrases 0f tpconea as though it was nobt ask at aii.

Montoya end Trevino msnaged o perfect balance between
passign and restraint in their soleares, a seductive court-
ship that commendably [eft much to the immginatiaon.

The buierigs and rumba which bceought the evening tao its
cloge were joyous ond abandoned, with a refershing air of
improvisation aznd spontaneity as each dancer shone in a solo

turn. It was nice to see the spirited dancing Betancourt-
Pereilo, who is more uSually seen - gnd hemrd - on {ocail
stages as a flamencn singer. She did that, too, and very
ably,

Do go ond join the company with some Olea! and paglmas
(that 's hond-clapping) of your own. They won't miad a bit,
Whije you're at it, tgke your Aunt Mabel}; take your best
friends; take your saophisticoted visitoro from New York -ar
Europe. This is some of the best entertainment ~ and art -
San Antonia hogo to offer.

* W ¥

FLAMENCO GUITAR FCR SALE

1960's CONTRERAS
UNSIGNED i

WHITE, GOLPEADOR, MACHINE HEADS

ASKING $600.00
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IMTERNATIONAL GUITARIST To OFFER CAmMPUS
MusIicaL VarRIeTy. FI1ERY GYPSY MELODIES
|from: The Daily D'Collegian, February 26, 1985]

by Entertainment Staff

Don't think that because Ronald Radford lives in Tulsa,
his flsmenco guitar conrert is an ordinary event.

The guitarist, who performs in the Studert Unmjor Theater
Wednesday at 7 p.m., is one of only about half-dozen concert

flamenro guitarists
American among them.

Solo flamenco guitar musir, sometimes whimsicslly called
"Gypsy jazz," only came into its own in the late '30s, when
Carlos Montoya legitimized it as a separate offshoot of fla-
meoca singing and dancing.

Even his ritive Spain wse slow to accept flsmenco guitar
as & distinctive form until Montoya popularized it outside
the country, Radford aaid.

It was Hontoya who imspired Radford to take up the unique
muzical form when he was in aigh school. Radford was dabbling
in & wore familiar musical outlet - a rock ‘n' roll garsge
band - when his mother brought 2 $1.98 Montoya rerord home
from the grocery store.

"It was love at first sound,” Radford said. "It blew me
away." He spent the next year copying the style by esc. When
the legendary artist came te Tulsa to perform, the young
Redford arranged a backstage visit.

"1 met him and pleyed far him with the intention of asking
for his advice as to vhere [ should study in Spain,” Radford
recalls.  But Montoya, impressed with bhis nstural tslemt,

touring today - and the only MNoreh

instead invited Radford to study with him in New York aa ane -

of his private students.

As soon as he arrived in New York, Radford began playing
professianal - engagements and studying with MHontéya. '
studied with Mentoya Eor abour twn years. 1 actually met
quite a few gypsies in New York City who were from Spsin and
were prafessional performers."

Radford's studies were interrupted when he was drafted and
sert to Vietnam, While in the military he was swarded the
only Fulbright scholarship ever given to & Elamenco guitar
student.

Radford said he could find no formal method of studying
flamenco guitar. "I had te find the individuals who were
mastets of the musical styles I wanted teo learn and track
them down." He traveled thousands of miles in Spain immersing
bimself im the music and lifestyle of the Spanish gypsies.

In Spain, Radford sought out flamenco guitar mastera like
Diego del Gastor, who he described as "a legendary gypsy
guitarist and en incredible artist. 1| spent many days taking
lessons from him and psrticipating inm local gypey jam
sessions."

Radford said he learned from his experiences vith gypaies
that flamenca music "has grown out of the discrimination and
injustices which have been foisted on people Like the gypeies
in southern Spain over many years.

It's very much like the "blues" being the cry of American
blacks in the South. Thet also began as a result of perse-
cution.™

Radfard's success has now led him to the umique position
of being one of the busiest concert flamenco guitarists io
the world with an impressive record of pscked concert halls
and standing ovations.

"Flemenco is one of the wost highly disciplined and
complex folk art forms to be found anywhere. I like to com-
pare flamenco to American bluegrass music, which I alss play
a tittle,” he said. "It's not an exact parallel, but they’re
both based on ron-writtem oral traditicns hsnded down through
the generations.”

Radford makes frequent wisits to elementary schools to
teach children sbout flamenco music. "I want to edurate them
about sonething other than rock 'm' roll or country guitar
music."

IT WAS LOVE AT FIRST S0UND
FOR FLAMENCO ARTIST RAOFORD

[from: Stillwater MewsPress, February, 27, 1%985)

by Randy Pease

When Ronald Radford was in high school, he was plaving a
Silvertone electric guitar in a rock & roll band in Tulsa.
His musical imclinations - and his life - changed, however,
when he was on vacatign in Minnasota and his mother returned
from the grorery store with a 5i.98 record of Flamenco guitsr
master Carlos Montoya.

"It was love 'at first sound," said Radford, who will per-
form tonight at 7 p.m. in the 05J Student Union Little
Thestre. "Immediately, I started to fry to copy the flamenco
style on my electric guitsr, and I just got totally in-
volved." .

Bafore lang, he sold his Silvertone, bought a nylon-string
guitar, and made plans to work his way to Spainona freighter
and etudy under the Spanigh flamenco masters. All the plan-
ning proved unOnecessary, hawever, because his 1dol Montoya
gave a coficert in Tulsa that year. Radferd brought along his
guitar and auditioned, and Montoya invited bim to New Yark
City for private tutelage,

"1 wss wvery surpriged and very hanored," Radford said.
"Carlas has hsd only one other student."

For the next vear, he practiced e2ight to ten hours a day,
unlearning bad habits and absorbing himself in the flamenco
tradition.

"Becguse flsmenco 1§ an unwritten folk music, I spenc hour
upon hour of ear training and learning technique and impro-
visation," Radford said. ™I have been a full time musirian
ever since,"” he said. '"Even when I wss in Vietnam - [ was
tregined to load and shoot cannons - they put me in a band."

Radford did not make it to Spain until after his Vietnam
discharge, when he wes awarded & Fulbright Schelarship tao
study flamenco puyitar. He has made seven subsequent visits
to Spain teo give concerts at local flamenca festivals and to
play with flamenca artists.

"Flamenco is a cultural osmosis," Radford explained. '"The
music draws from severst traditions, ircluding the Moors, the
gephardic Jews, and the gypsies from narthern India.

"The wvariety of musical ideas blends the musical tradi-
tions of bath East and West, allowing flsmenra to cross all
cultural barriers.” That he gained such ready stceprsnce in
fpain is n& surprise to Redford.

“"Acceptance is not 80 much based on artistic ability,"
Radford said. "I just went over there with the relaxed atti-
tude of a student who loved their music: I never tried teo
compete with the Spanish flsmenra players.™

Unlike other americsns wha emigrared to Spain to learn the
guiter, Radford did not adapt a Spanish name.

"There 1s a uniuersal belief that to study flamenco gui-
tar, you have to take on & Spenish nsme," Radford said. "Thst
attitude just seemed phany ta me."

Content to be Dklahoma's only flamenco guitarist, Radforé
now pives solo concerts throughout the world. More incerna-
tiongl detes are coming up - including & possible tour of the
Soviet Uniom.

"Because it crosses cultural boundaries, flamenco is popu-
lar averywhere,” Radford said. "People in the Orient, for
instance, love Elamenco.”

For the time being, bawever, he is back in the states,
completing an 1B-city tour.

"My goel is to get people interested in live performences
of any of the arts," Radfard said. ‘'There is just too much
TV and vsdic novwadays and n&t encugh live perfaormsnces.”

Next to his former mentor Montoya, Radford is the busiest
flamenco solo guitarist working today - now that Paco de
Lucia, whom Radford reveres os the greatest flamenco artist
in the world, is playing in & jazs-fusion ensemble.

Even though flamenco has become a wav of 1life for bim,
Radford dees mrot limit his interest iem the guitar to fla-
mencoe. He listens to and admires classical guitarists such
g5 John Williams and Julian Breem, and he has studied under
Spanish classical guitar master Andres Segovia in Spain. He
listens to jazr-rock guitarists such as Al Dimeola and Johe
MrLaughlin. Chet Atkins, a former idel of Radford's back in
his Silvertone days, iw now a big fan.

"On the voad, I listen from everything £€rom Beethoven's
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FLAMENCO CALENDAR

JUE ‘B85
RDBA MONTOYA'S BAILES FLAMENCDS

22  SAN FRANCIBCO, CA - The Music Hall Theater
Ticket rTeservatisns 415/824-BS44

28529 BAM FRANCISCD, Ca - Montgomery Theater and San Jose
Cultural Center with guest artist Cruz Luma. Ticket
reservation call 415/824-B844

28 TROPICAL FLAMENCO, SAN DIEGO, CA - La Maiscn Fifth Awe.

JULY ‘85

5612 TRDPICAL FLAMENCO {(see June)
6520 FLAMENCO ANDALUZ Every first & third Saturday
MI1l VALLEY, CA - Mill Valley Community Center
27 REMEDIDS FLORES in concert
SAN DISGO, CA - Multicultural Arts Center
27 FLAMEKCD FESTIVAL - {Juerga)
BANTA CRU2, CA - call 475-9355

AUGLST ‘85

23524 RDSA MOWTDYA'S BAILES FLAMEWCDS
SAN RAFAFEL, CA - Maria Showcase Theater
Gueat artist Juan Serrano - Call 415/472-350D

SEPTEMBER ‘85

3-14 MATILDE CORAL FLAMENCO DANCE WDEKSHOPS
SAN FRANCISCO, CA - S.F. Moving Company Studio
Beg. thru Pro. - Call 415/387-84D3 or 4B5-145E

28 FESTIVALES DE ESPARA
SAN FRANCISCD, CA - The Cannery, Fishermans Wharf
Call 415/824~8844

classified

GUITAR MUSIC AVAILABLE: Music of many top artists, both
modern and old style, transcribed by Peter Baime, 11DD W.
River Park Zane, Mi]lwaukee, WI 53209.

PANADEROS FLAMENMCCS by Esteban Delgado reccrded by Paco de
Lucia == accurately notated sheet music; $2.75 in 08A, $4.5D
foreign, Scuthwest Waterlocog Publishing Og., 6708 Beckett
ad., Austin, TX 7R7449.

JALEISTAS BY-LAWS AVAILABLE to all members upen reguest.
Please send a large, self-addressed envelope with your
request.

GUITARISTS AWD GUITAR STUDENTS WELLDME to accompany dance
clagges, San Diego area. Call Juana 44D-5279 before 8a.m.

8ACK ISSUES OF JALFO AVAILABLE: Yol. I ng. 1 tg 6 $1.00 each.

Vgl. I no. 7 to 12 §2.DI each, Vel. II, III & IV no. 1 tg 12
52.0C each, and Vol. V ard vI issues 3$2.50 each. (Add 51.DD
for cverseas mailing.)

DIRECTORY

australia
FLAMENTZO ENTERTAIWMENT

Cesmas Inn (Adelaide! J8-51-2287
canada

OANCE INSTRUCTION .
Maximiliano {Tordantg) 463-3948
spain

TLAMENCO SHOES

H. Mankes {(Madrid) 232-103¢6

FLAMERCO COSTUMES
H. Menkas (Madrid)

v.s.Q.
new york

FLAMENCD tNTERTAINMENT
The Ballroom

El Caste]llanc {(Queens)
Frente Unide Flamenco
La Mancha (Brocklyn
Mesa de Espana

Meson Asturias (Queens)
Restaurant Espaha

El Rincon de Espafa
DANCE INSTRUCTION
Rallet Hispanico School of Dance
Loretca Celitan (Long Island)
Mariquita Fleores
Victorio Korjhan
Zsteban de Leon

Bobby Lorca

Malinda Margues

Jerane Michel

Jose Molina

Liliana Mcorales
Estrella Morenc

Jorge Navarro

Carmen Rubio

Carlota Saptana

GUITAR INSTRUCTION
Marioc Escuders

Hichael Fisher [Ithaca}

new |ersey
ODANCE INSTRUCTION
¥olanda Fernandez

.
pennsylvania

FLAMENCO EHNTERTAINMENT

Meson Don Quixote -

SUITAR INSTHRUCTION

Carlos Rubic

DANCE THSTRODCT ICN

Camila Erice (Harrisburg} Y.M.C.A.
Julia Lgpez

virginia

DARHCE THSTRICTION

Maria {Virginia Beach/Morfaglk)

Ana Martinez

Faquel Peffa {3panish Dance Center)
GUITAR INSTRICTICN

Faco de Malaga

Fernando Sirvent [Spanish Guitar Center)

washington d ¢ area
FLAMFENCD ENTEETATHMENT

El Bodegon

Tio Pepe

JUERGAS

Charles Moeser

GUITAR INSTRUCTICN

Mariguita Martorell

Pacc ce Malaga {Arlington, VA)
Carlos Ramos (Arlington, WVA)
Fernando Sirvent (Spanish Guitar Center)
Torcauto Zamora (Silverspring, MD)
OANCE INSTRUCTION

Marina Keet (George Washington T.!
Ana Martinez

Raquel Faffa (Spanish Dance Centar]
FLAMENCD COSTUMES

Maria Carmen Ramos

georgia
DANCE INSTRUCTION
Marta Cid

232-1036

212/244-3DD5

212/67%-2263
212/446-9154
212/48%-5708
212/344-5228

212/361-6710
516/724-6638
212/582-3350
212/927-7220
212/724-4913
212/666-51D7
212/263-7654
212/222~4937
212/245-3504
212/472-1345
212/245~9504
212/47B-7292
212/563-D18g
212/473-4605

212/5B6-5335
607 /257-6615

201/561-8316

215/925-18B9

215/73z-9610

215/925-1889

804 /467-1509
To3/e31-0324
J03/527-3454

703,/831-0324
TCA/527-3454

301/657-4749%
301/992-4792
703/524-5083
J03/527-3454
202/364-D700
703/527-3454

703/524-5083

404 /993-3D62











