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From the Editor:

1 want to take Lhis oppurtunity to thank some very special
peaple wha have rmade Jaleo possible in recent years, A5 many
af you faithful subscribers know, Jaleo has been close to going
undar on several accasions D Lhese last two years, [t seemed
like everywhere [ went this summer, people said things like:
"Sorry to heat aboul Jaleg,” "Too bad Jules died out,” "We sure

used to enjoy Jslep, tao bad il's gone!" "Why did you quit
wiorking with Jaleo?", etc.
Well, a5 you know, we are stil! araund -- thaqks largely to

Lthe stuhborn persistence aof Juara de Alva. We have lost much
of our staff and casts have skyrocketed to the poirt where we
have to save for three months to put ogut an issue, and aven
then it is touech and go sometimes. Magazines normally cannot
survive on subseriptions alone and, when they de, musl have g
fatrly high price for esch issue.  We dan't have much adver-
tising, but those few advertisers who have stuck with us through
Lhe years -- Antonio [Devid, Lester DeVoe, The Frame Station,
The Blue Guitar, Safequarn®ence Co. and Chula Vista Travel
deserve a great deal of apprecistion and supparl We thark
them,

1 have digressed froem my ariginal intent. 1 want Lo express
special  appreciatian ta a few people whn have persisted in
assisting Jaleo snd supplying us with malerial, in spite of almast
u complete [ack af feedback -- aknost Lo the print of seeming
to be snubbed -- and certainly very little positive reinforcement.
Often they didn't even know if Jaleo wyuld publish again,  Teo
Morca has submitted an article for just about every issue since
the early days of Jaleo. Many regular writers have come and
gune in the past eight years, and others, like Guillermo Salazar,
still contribute an an irreguiar basis, but Teo just keaps qoing.

Thank you Teo. Then there is my vote far America's #1
aficionado:  Genprge Ryss, of MNew Yark, He just keeps sending
piles af material about what is happening on the American

flamenco scena. A ot of it never gets into print, some is nak
published until years after be sends it, but he keeps digging it
up and sending it, investing a great deal of time, expense, and
effort.  Thank you, George. In Spain, Brad Bianchard and Tlo
faca, (furmerly bl Chileno) keep sending matertal, piles uf i,
sametimes even transigted, and al their own expense. Much uf
the material never gets into Juiea because we lack trenslators,
lutt they keep sending it -- without appreciation af any kind.
Amazing!  Thank you Brad and Tio Paco.  Amd we must nat
overlook the Shah, who has supplied us with numeraus articles,
snmetimes controversial, and while in Spain, kept a flood of
wrlicies, often painstakingly transiated, coeming our way., Thank
yau Shah.

This i5 nat an appreciation tn he taken iightly -- there wauld
have been na Julen the last couple af years wilhout Lthese
people, A lack cof material to puhlish would hawe heen the
straw ta break the ftamingo's leg'. So, once more:  Thark yau
Lo you all, and to everyone else who has taken the time to help
aut. [ don't mean Lo stight those af yuuw who send occesianal
articles or even a single item -- you are essential to making
Juleo varied and interesting -- but on this gecasion, | wanted to
forus on those stubboen spuls who persist in. the face of isola-
tion, and never knowing if Lheir afforts are worth anything. 1
assure you they are worth plenty. . Thanks,

--Paca Sevilla

E
LETTERS

THE GREAT FLAMENCD MYSTERY

Dear Readers,

I'm writing in response to two letters in tha last Julep: Joe
Bubss, Pittsburgh, PA and Raodoffa Acedo, Pirtleville, AZ. (Mr,
Acedo, | would like te resommend Grag Stitt, P.O. Box 43D14,
Tucson, AZ B5733. He is an excellent guitar instructor and has
studied with Mariana Cérdaonat see Jalea Vol. VI No. 5.)

I have tived in Arizone for many years and recently spent
same time in Pittsburgh, Of course, [';m always in search af
other flamencas. | have read in Jaleo about juergas in Akron,
Dhio, a short drive from Pittsburgh and was annayed at these
readers for nat listing a number. | phoned all the danee studios

”

and guitar shaps listed in Pittsburgh's yellow pages; NOTHING!
So for the next four months ! had to content amyself with one
person juergas. Ugh!

Over the years, it seems that | was the anly nan-professional
to take advantage of Jaieo's FREE listing to subscribers in the
directory. Today, I seem o be the only ane listed under,
"Flamenco Hospitality"™ (except for Richard Muis, Calgary, AL,
who has no number listed). It's a good way to meet peaple.

1 bave had a few good juergas when dancers from out af
state called me via Jalen, 1 have had no prablems with my
nuinber being listed. Perhaps some reeder will explain why
others do not teke advantage of tiis service and clear up this
mystery.

Questioningly Yours,
Sadhana
Chiba-Ken, Japan

= ® ¥*

GIRALDILLD NOW AVAILABLE

A bit of information. The “Giraldilla,” a cultural guida put
out by the Andelucian Assembly is naw being put out in English
every month, If any of your subscribers would be interested P'd
be happy to send it elong or they could write directly to "EI
Giraidilla, C/Azafrén, 25, 41003-Sevilla. The guide is free, but
send the postage ($5.00--6 manths $10.0D-1 year). There is also
a yearly guide to all of the flamenco feativals in Andelucie as
well, The Junta de Andelucia, Consejeria de Andalucia,Asesoria
de Actividades Flamencas, Cuesta de Raosgrio B, Sevilla will send
it upon request {write for it in May-June of each year for the
year in progress., I'm glso sending the Advance Program for the
"IV Bienna! of Flamenca Art,"  Please publish this far yawr
subscribers for these performances are the bast around, The
'Junta' s also trying to get Menolo Senltcar (guitar) and Matilde
Coral {dance} Lo s=t up workshops during the bieanal.

Haste ta vista
Ann Fitzgersld
Seville, Spain

LOST IN INOIANA
Oear Friends,

I'd like to get information where (close ta this small city in
Indiana, 70 miles west of Indianspotis) | cen get flamenco dance
instructian or find olher companies who either dance or play
flamenco, I've been dancing flamenca for the last 3 years, but
after our maving from Haowstan, I'm ecompletely lost about it. If
there's any, I might drive up to Chicago or down to 5t. Louis to
get periodic instructions. Thank you for your providing me the
information in advance.

Y aurs,
Yurt Kitamura
Terre Haute, IN

= *

TOLERAMNCE ANMD SUPPORT FROM SAM ANTONID
To the Editor

About a year-and-a-halt ago, 1 wrote you requesting infarma-
tinn about Jaleo, and had long since given up hope of a reply,
assuming that the magazine met en untimely end. 5o [ was
agreeably surprised to find recently thst Jaleo is stil very emuch
alive, and | was even mora surprised to find you had reprinted
some af my reviews from the San Antonio Light.

Okay -- [I'll foraive you for not asking my permission.

And

.since your magazine apparently is having a bit of a financial

struggle, I'll averlook the fact that you didn't offer me a
reprint fee. ['ll even send you the price af a subscription, if
you will do two things in return.

One:r start sending me the magazine, (lt would be nice of
you to throw in the two issues (Vol, VI, Nos, 2&4), in which
my &articles appeared.)
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Two: if you reprint any more of my work, please have your
copy editors check rmore carefully for typos. (I'd hate to have
readers think | was a careless writer.)

Do we have a deal? | hope so. ['ve enjoyed reading tha
issues ['ve seen, and look forward tn future ones.

You might be interested to lesrn that there s a great deai
of activity in flamenco and Spsnish dance in general here, and
much of it is very good. In particuiar, the 0Ol& Restaurant and
Cabaret presents an oulstanding troupe directed by Gisela
Moriega. '

Other promising companies include La Compaflie de Arte
Espafiol, under the direction of José and Carmen '"La Chiqui®
Linares; the Mational Spanish Dance Company of Timo Lpozano,
and Ballet Folklérico de San Antonio, soon to be directed by
Chuny Amays, niece of lhe late Canmen Amaya.

Best wishes for cantinued success,
Joste MNeal
Dance Critic, San Antonio Light

[Editor: We thank Ms. Meal for her tolerence of our bumbling
and support of pur effort. Her Jaleos are on Lheir way and
we'll try harder to catch them...ah those...typos.]

PUNTD DE VISTA

MANITAS DE PLAYA Y DIENTES DE ORO

When | hear & non-flamence say "1 have A flamenco album,”
inevitably it will be one of Lhree grlistss Carlas Montoya,
Sabicas, or Manitas de Plata, Tha latter of the three was not
even mentioned in Donn Pobren's book, Lives and Legends of
Fismeoco.

1 have heard so meny bad things sbout this guitarist that it
was ten yeasrs after [ started collecting flemenco records that |
had tha good fortune tp actuaily hear one of his old aibums in
which he asccsmpenied 'a singer. Since then [ have coliected
severgl and it pccurred to me that, if Manitas de Plata doesn'L
play with a tight compds, it's because he doesn't want to.

] wonder why it is O.K. for someone like Prince Lo display
showmanship snd twirl sround when playing his guitar, but it's
not okay for Manitas de Plata to do his thing. (1 must sdmit,
however, that | have never seen him perform.,)

Semeone once told me a story of aperson who asked Marnitas
de Plsta what it was he hsd that ather guitarists didn't have.
His enswer: "A Rolls-Roycel"

-Sadhena

THE FRAME STATION

The Finest in Custom Picture Framing

20% DISCDUNT
TO ALL MEMBERS OF JALEISTAS

1011 FORT STOCKTOM DRIVE DWNER TOM SANDLER
SAN D1EGD, CALIFORNIA {714} 29B-B550

(Hillcrust/Missian Hills area)

CAMARDN DE LA ISLA

EL MNINO QUE FUE UN DULCE

[From: El Pais Semanal, May 11, 1986; sent by Brad Blanchard,
and Gary Hayes; translated by Mary Sal Fuenies]

by Maite Contreras
(photos by Chema Conesa)

In the two centuries of flamenco's docwnented history there
is 8 small triangle that deserves & separate chapter. Between
Conil, E} Puerto de Senta Maria, and Medira Sidonig, lies en-
closed the tidal swamplands, the [and of the saltworks, les
venlas, la luz y el cante.” Dud right there, in the Isla de Ledn
{Sen Ferrando), where Lhe three roads meet, a pele and blonde
gypsy, Sagittarius was born 37 yeers sgo; he wes José Monge,
son of a blacksmith and a canastera gypsy, koown ags Camardn
de la Isla.

Mairena said qf Camearfn, "Cante greciose" (be sings cutely).
Caracol went further, "Ese niflo es un dulce" (that boy is a
jewel). All the pid cantaores and aficionados agreed: "a child
prodigy.” The sdmiretion of ths young people recognized his
style and influence, and in his Budiances, be brought to flamenco
large aumbers of followers cof olher types of music,

Camardn--baptized thusly by his uncle, Joseico who saw his
nephew gs & tiny transparent shrimp-.deas not lika to submit
himself to third degree interrogations. He sings "par derecha”
{straightforward end correctly} and explaira himself in thet way;
he speaks little, without repesting himsalf, and so that he will
be understood, His unforgettable voice has come to be worth
three times its weight in gold, and sround him, nobody wants to
leave him alone, This man, who a5 child wented to be a
builfighter, is not afraid of strong emotions. Compiex interests
sre woven sround Lhia gypsy who sings, "hsw unfortunste is my
destiny; nobody gives me warmth, no matier who I get close
to;" with this cry, he makes the bgir of the mast demanding
stend on end, drives his fans crezy, and is, Lodey, tremendously
famous for his art based on profundity and 8 dark, black legend
thet is not without laundation,

The morbid shsdow of his suppssed dependency on a drug
called "horsa" appesred on the street one derk dasy end, since
then, the loose rumors bave nobt cessed to be heard: "He js in
bed shape, he is going to ruin himsalf with druge; | hope he
comes and sings. . . Maybe he won't be abie to. .. The featival
won't be any gocd if Camardn is not there; He should take cere
of himself better, thera are detoxication clinics {n Switzerland.. .
At feast if it were alcohoi. . ,that wouldn't sffect his cante. ., .
Caracol drank ‘'un puffica' (a lot) end hs did okey! Yes, but
harse is worse and you end up a wreck.

it wss 1983 and suddenly there was totel silence in the
spccer stadium of Ajcald de Henersa., Camarfn hed just eppeared
on stage end was abaut to 5it down on e wicker seat cheir.
"Camardn, guapo, genius, Carpardn, Cemarén. . .". Screams of
recognition. "He has come, he hea ¢ame and he im going to
sing, I can't believe it. . .emezing.,” These and other similar
pbrazes hsve been heerd in every concert of the gypay genius.
When, the fallowing year, during the Cumbre Flsmence crganized
by the Oepartment of Cuiture, it was annaunced that he would
be wunabie to appear in the theeter Alceld Palace, there wes
those who would not believe the sed truth about the death of
his brother, Juan Monje, the day before. At this time he had
missed & nunber of concerts, and unfortunately, the biack fame
was established. Meverthelesa, this has not stopped Lhe seti-
ouls in any town or pravince where it is announced that Cematron
will appear. "If be dossn't came, whsat can we do sbout ity just
in case [ have my tickel.” In flamenco circles it is rumored
thet his edmiration and friendship with the bulifighter Curre
Romero hes caused bim on occesion to say, "Look at Curre, ha
also doesn't show up sometimes end you see how people feel
about him." In any case, the public has remeined faithful to him
and his records sell like hotcakes. Hia csse is unique in our
country.

Camarfnr lives in La linea de ls Concepcidn with hiz wife
and three fantasies, "with my Gema (two and a half), my Roclo
fone and a half) and my Luis (seven),” and it goes without
saying that he is crazy about them. When he recards he gJoes
to Madrid and spends his time between a hotel and Valie def
Kas. He leads & normal life and his fourteenth record, "Te lo
dice Camardn,” is shout to come out.
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If yau are anly going to sing in large recitals,

--Well, adids!
1 was going ta inmvite yau Ea sing at my

I'Il hgar you thera.
birthday party. ..
"When is yaur birthday?

THE EMNIGMA

[fram: El Pals, May 16, 1986; zent by Brad Blanchard; trarsiated
by Paca Sevillaj
by A, Alvarsz Caballera

Camarén, the phenamanan, the great cantaor he i3, will
prabably ga dawn in histary maore as a socizl avent with very
urwsual characteristics. :

Never in the art af flamenca has there been a figure witn
such wide papularity and influence. Mot even Pepe Marchena,
who was alsa a tremendaus agitator--with na rnegstive meaning
to that word--af the masses, cause the same explastons.

Camardn i3 not just an artist far the flamenca aficionadas,
slthowgh it is true that the aficiornade haids him in the high
esteam he has earned through is excellent and per3onal msanner
af interpreting the cante. But he i3 much mare than that.
Many af the thausands af peaple who fliled the Sparts Palace
[Madrid], came to see Camarén and nothing alse, and they witt
nat again see any flamenco shaw unless it includes the man from
La Isls.

Thraugh what strange mechanisms this has come ta be, i3 a
difficult thing to establish. Because, to be precise, Camarfn is
s humble person, very intraverted, and has never wanted ta
make his art a farum far anything. Others who have tried ta
da that have failed miserably. Camarén suddenty faund himself
tha idal of the masses, in an art form that, by its awn nature,
is normally the heritage af anly a few, af a certain minority,
and the day it stops being that, it will have lost a great mea-
sure af its identity.

This, perhaps, i3 what is happening ta the rante of Camardn
--in crossing alt the narmal barders, the limit3 of "lo jonda," is
it not becoming samething different? That wauld not be desir-
able, althaugh his cante certainly maintains it3 faithfulness to
the raats and preserves thase elements af authenticity and
purity that are sbsolutely essential in flamenca. Yet, his is an
art that reaches the multitudes that are campletely clased ta
gny ather cantaar. It is really something to think sbout, this
enigma Camardn, whase reason for being the ultimete escapes
mel

RECORD REVIEW
TE LO DICE CAMAROM

[from: E]1 Pals, April 18, 1986; sent by Brad Blanchard; transtated
by Paca Savillal

by Angel Alvarez Cabailero

("Te.ta dice Camardn®, Philips B26.818, 1988)

ft has to bz said again: Csmardn i3 a special case in the
cante. And this is B special case in his discography, at lesst in
recant years. He daas rat calleborate with any af the Lucias
as has besn the cese up until naw. He tskes credit for rha

musical direction himself, and the only gquitar to appear i3 that.

of Tamatita, wha plays marvelously, af caurse, since there is
complete understanding between tha teceor and the rcantaar, B
subt!e connectian that would be hard to surpass, The result af
all this is quite different froon recent productions af Camaerén,
in which, like it ar not, the music af Pacoe and his people
impased a certain ievel that remain basically the same an sach
recard.

In this cantext, the pressnt recard is much mare persanal
and, why nat say it, much rmare Mamenco. Tha tremendagus
jondura [profundity] of Camardn appears constantly, especially in
four af the cantes: There i3 a beautiful alegrlas paying homage
to La Pertz and her mother, Rass "La Papere", a one of a kind
fandangas, and & bulerlas and soledres that are dang "a palo
seca,” without quitar accompaniment. These last twa nurmbers--
ane of them a soleéres in homage to Antonio "El Chaguata"--are
truly exceptional. In La Perla and El Chagueta, we have two

“alive again,

names that are recurrent keys to the cante of Camardn..

The cantaor definitely was mat in hiz best voice, nor in the
proper physical candition to be eble to develop his wark and
quarantes the abscence af praflems in the recording--accarding
to my s=saurces, there were many prablems and, In certain cuts,
the techniciand had ta wark real miracles in piecing together
parts af different takes.

But Camarén has genius and genius is always evident, Sudden-
ly it oceurs to him ta do away with the quitar in bulerfas and
soledres, ta be alone with his vaice and his gut feeling, por "lo
janda", and it is heaven ta hear him. The rpagic of tha cante
af Camardn--always!

et Y R
THE AGONY OF THE TABLAO

[from: Daminical, May 11, 1986; sent by Brad Blanchard; trane
lated by Peca Sevilla]

Nobady doubts that flamenca, brewed in the land of Andaluch,
is 8 pure manifestation of our indigenous culture. Spain is the
oply country in the world ta give rise to flamenca. It is true
that there are imitatiors. 1t is true that the rest of Spain is
bothered to see the Spanish canfused with the bullfighter snc
the gypsy waman dressed in ruffies. But the absurd part is thet
the purity af fiamenca is nat pratected today by a rahesive
palitical entity. There is na encauragement far naw artiste
There is no afficial school. The youngaters wha wish ta leam
have to ga hungry to pay far private lessans. The Lablaga are
dying becauee they gre caonsidered a business and a fuxvry  for
the taurists.

Ten years agaq, there were faurteen tablaas in Madrid. Taday,
there remain anly five or six, some of them at the paint of
E':Insing. And the government af Madrid is finishing them aff by
imposing a high tax, which, even though the officials didn't
intend it, is strangling the only place where ane can still enjay
flamenco.

For some students of flamenca, the tablao has beea funda-
meantal in the history af this living art, as much in developing
new artists &% in preserving the already existing. To athers, the
Fablan has permitted the adulteration of flamenco, creating sn
imitation for tourists. There has baen a littla of avarything,
but the majarity of todsy's best artists have came aut of the
tablaos and gore ®n to work in theatera, Fram the tablaas hgve
came Antonia Gades, Manuel Vargas, Lucero Tena (Corral de s
Marerfa), Mercha Esmeratds (las Brujss), Camarbn de [a Islg
(Tarres Dermejas), La Chunga, Maria Albaicln, and Isabel Pantojs
(Corrat de ls Marerla), Faica, Matilde Coral, Rafael el Negrg,
and La Tati (Tarres Bermajas),

Flamenco, an art harn in silence thraugh the centuries,
blossamed inta public perfarmance eerly in Lhe last century
when Silverio Francanetti gat the idea to bring the best artists
tagather in what he called a "cufe cantante,” the predecassar
af the teblan. Before that, flamenca accurred qunténequsfy in
cammunity and family fiestas and was performed in ‘juergas
given by "sefiorita" [the wealthyl, who paid Lo have flamenco at
a gathering af friends, .

When the cafe cantante died aut in the first khird of the
20th century, due to the influence af the Fremch can-can and
change in the public's taste toviard fareign things, flamenca taok
refuge in gatherings af the ‘'cabales" [the "informed" aficionadesk
this wa3 tha predecessar of the pefia flamenca.

But, in the 1950's, interest in popular, indigenous  culture
raturned: "There was a mavement that began .gbout 1955, the
rebirth of flamenco, maotivated by a recard anthalogy, by Lhke
publications of Anselma Gonzdiez Climent, by the creatian of
the Cétedra de Flamercologfa de Jeraz de la Fronters, which
inspired a series af poets and writers. It wass am intellectual
mavemeant that encauraged san idealistic corcept of flamenco,”
José Blas Vega, one af Spain's tap flamercologists, told Dominical.
The roots of flamenco were investigated; flamanco was revived;
it was rescued fram the hack room and the flamanco show was
The tablaa was born.

But flamenco, as a show, was barn in the past century, with
a stigma that has never been carmpletely remaved, in thase
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days it was for lazy people who lived a decadent life, carousers
and gypasies. The puritanical society did not believe & waoman
should dance an stage. The sefiorito sought out a cantsor, at
times haif.dead from hunger, for his juergas, exploited him and
did not respect him as an artist,

The stigme contipues, After a ogolden era of resurgence,
flamenco is now fooked upon as something for tourists.  Very
few who are looking for a place to have & drink in the early
hours af the morning decide to end up 8t the stage of 3 cuedro
flamenco. The teblac cantinuas to hsve & bed reputstion,
atthaugh for different reasons than before. It is wrua that the
tablags have been guilty of some betrayals snd chespness, but
very few penple recegnize their role in develaping new telent,
as privileged places where magic and improvisation heppen,
where ell is possible, and any night there can be surprises.

Msme! Fiecha, member of & dynaaty of centeores and
bailaores, son af E} Flecha de Cédiz, nephew of the Chaquetas,
brother of Chaquetdn, performe in El Carral de ly Marerle. It is
Fiechs's opinion thal there, "have been cartain tablaos thet have
presented o flamenco thst iscks somewhat in purity. But in
genersl, thaet has nof been the case. All the impertant artists
hava pagsed through Et Corrsel. Peopie heliava that they wen't
find pwgity hera, | baliave thet the artist sings tha seme in s
tsblac as in & thaster. When ! am in my flemenca world, |
don't know whether I am in El Correl or in Denmark. | sing
with the same purity, the ssme effort and delivery that i would
in 8 theeter."

Whils those old gatherings of the cobeles to savour this art
sre dying out, the tebloos ere also dying. "t must be said,”
affirma Blas Vega, "that there have been good teblaos and bad
teblacs. 1 believe that the tsblao filled en important need in a
time when the flemenco thet was being produced in the theaters
was mummified and very adulterated, mixed with other musics
and not very well defined. The theater flamenca of Lhirty
yesrs aga did not create passion in the sudience, nor permit the
artist to fee) emation and get into charocter, The tablso, and
this was its success, brought flamenco la & new eudience, an
audienca of aficionados. It was intermediate between the
theater and tha private fiesta, which was tha privilege af the
seferito who had maoney or the flamanco insiders."

Although the academies can to some extant take over in
training naw talent--pot elways necessary, for there are always
the self-tsught--there is still the naed for en arepa such as the
tablao, just as the aspiring torers in the bullfighting schoaol
needs a ring in which to face & true butl. The bull in flamenco
is the audience. The gudience pravides the atmosphere snd the
warmth for the artist. This in spite of the fact that, when all
is said and done, the parformer in this ort, must sing, play ar
dance primarily for himself,

'GYPSY GENIUS'
MISTORIC - EXCLUSIVE VIDEO RELEASE
MANUEL AGUE{QS DE JEREZ
Far the Ffirst tima in flamenco histery the legendary

Marue| Agujetas da Jerez performs on videa cassette. The
world famous maestra of the Jerez dynasty of gypsy fle-

| menco  singing gives an histaric  perfermence that will |
remein  farever. Beautiful cantes por Soled, Fendango
Grande, 5Siguiriyas, Malagueiias, Romeras, Taranta, Tiantos,

Bulerlas. Length-30 minutes in calor,  Thia video festures
the speciel collaboratior and originsl guitaraccompaniments
of recording and cencert artist RODRIGO, Don't misa aut
on thig first world relesse as it is e collecler's item. Na
stydio video of this xind has ever been made. Order Beta
or VIHS. Only $45.00. Seud cash, check or money order to
Algjandring Haollman. 148 Taft Ave., #11, El@ Cajon, CA
92020. The performance took place on August 5, 19685 An
educational “must” for guitarists snd singers. Allow 3 to 4
weeks for delivery.

#

INTERVIEW WITH MANOLETE

Marnolate has toured as principe] dancer with the National
Ballet of Spain, uvnder the direction of Antonic Gades. Barn in
the Sacromonte, the gypsy cavas of Granade, Manuel Sentiago
Mays began his career at the age of sevenn At the ags of 12
he was alresdy dancing alongside some of the grestast flamenco
parformers, such 8s Antonic Gades snd Ef Farruco in the carmr-
pany of Pilar Lepez. Sincs then he has performed in Spain,
Europa, Japsn, MNarth snd Seuth Amarica.

Manolete has recentiy begun to develop himeetf ss sn arigi-
nal choreogrepher. In 1985 he brought his group te tha Picesso
Exhibition in Mortraal, with resounding critice! succeas, In August
aof this year he appeared st the Herrison Auditorium of the
University of Pemneylvania in celabration of El Dia de la His-
pspided. Other members of the trouwp far Lhis appesrance ware
dancar llss Rosal, singer Ramon E! Portugues and guilerist
felipe Moya.

Tha following interview took place in Madrid, Jma 3, 1986
and wes copducted hy Meira Wainzweig {M), Hsa Rosal (I} end
Helena Peistay {H).

M- What is your name?

"Manue]l Santisge Maeya."

M- How did you atsrt te danca?

"l sterted dancing in the cavas of Lhe Sacromonte, in Granadas,
for the lowrists, beceuse we needed money far food. My
brother, Juan Mays Marote, went to Madrid. He brought me to
Madrid when | was 12, because ha thought [ could do something
with my dancing. [ slarted (o study, to work, and daveloped
myself little by little, 1 worked with many fsmous flamenco
paople, until tha momant came when | couid do something en
my own, with a group, like with Hisa (Rosel), or in Jepen,
directing it myself. 1'vs been working a lot all over Europe and
Spsin, with the most important groups, like the Cumbre Flamenca,
prasented by the Spanish Ministry of Culture.”

M- What did you like in Madrid when you first arrived?

"1 didn't Hka to study mmuich, hardly with anyona. |1 studied
by myself, because my brather made me go into a studie and
work alone., But 1 got better littla by littia, with practics, snd
with the dancers that were famous than, like E} Giits, Ferruco,
Maric (Mavya), Antonie Gades, within the schesl of Pjlar Lépez,
She hes been the dancer who devaloped almost il the male
dancers that are fsmgus todey, end the fountain for aell of us
that ars e little younger than tha dancars T mentioned. We

used the school of Pilsr, until the mement arrived when eech of
the younger ones who drew fram har hes edded something aof
their ewn, whatever they feel, and it hss evelved a litktle bit.
M- Befere yeu cama to Madrid?

“l liked the otmosphare of my family, whera there was no.
theater of eny kind Wa would hava 8 weddiny, s baptism, a
party smong nutseives...l've always likad that, then snd now.
Maybe 1 eppreciate it more now. But we used Lo wark for the
tourists, without knowing hew to dance,.ws didn't know how to
dance.”

M- What did you do?

*1 had to come here. Al the scheols, all the dancers, wera
in Madrid. In Granadas there was no echosl of sny kind--none.
Here | atarted to work in the studio, alone or accompenied, end
te see what therw was to see: thester, flamenco, the teblaos,
which were very strong, bacausa all tha sriiste wha are famous
today wera working in the tablecs. People have grown up
drinking from Lhat fountain, until the moment scrivas thet they
can express their awn feeling, which is what is happening now.
M- What do you mean by your "personal touch™?

"The studio is practice, whera you have to do what the
teacher tells you. Afterwsrds, as you go slong, each person has
to put what they fee! about this art. You have ta give it what
you feel, without having to be told by & taacher™
M- [y it your body or your soul Lhat mekes your dencing differ-

ent?

"Both, Befora, you can't do it, because you don't have
enough practice. Maybe you put your fscs inta it, because it i
very difficult for you to dence, because yesu don't kmow haw. S0
yeur face refiects the effart that yau'ra making. It's in your
face becsuse it deesn't fill your steps. MNow, becesuse it's yeurs,
mayha it's easier for you, and it comes out without your resliz-
ing how you're dancing it
M. How is your dancing differant from

Maya, or Antonio Gades?

thet of Giito, Mario
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"Because each of us has his own style, and puts his own
personaiity, or what he feels, into the moment he dance.”
M- But s the way of dsncing, are the shapes the same?

"No, because altheugh each of us knows how the athers
dance, each one of us gives the dance his ewn final touch--his
awn shape, shall we say"

M- You have done some very eriginal choreography,

"Well, | have done a few things, many things, but I'm not
very interested in working as a choreographer, ar snything like
that, ! alweys work with groups where we are few people and
where- we are rehearsing in order to reach a feeling aof unity
within the group. You can't charge the person who hires you,
like liisa, or like Cinthia, far choraogrephy, because
waorking within a group.”

M- Haw do you get your ideas?

"Ag [ go along, -Sometimes an idea cames, and sometimes
nothing comes." :

M- Do you like to play with different rhythms?

"Yes, | do. Becguse 28 years ago, there were some rhythms
that were free, that were only for singing. But [ ‘think that
every kind of music cen be put to rhythm and danced and sung,
which is what we are doing now. There was a song called the
rondefia which had no’ rhythm, and which is being done now to
many - different ‘rhythms; the only thing i that the tones are
still rondefia.
anything you want,

M- Haw should things change?
change them?

"[ think everything has an aspect of risk, a "sir". W you
change something ar want to put it to rhythm, like the rondeia,
and it's valid, well, look, it's been one mofe step forward, and
it's valid. But if you want to put somathing to rhythm and it
doesn’t wark, well, you've taken the risk for nathing.”

M-How do you knaw if it works or it doeen’t?

“I don't know until it's done in public. The audience will
tell. If they bike jt, it's valid, I they don't like jt, narmally,
it's mot valid."” ’ ’

M- Wha is your audience today?

"Spain is my gudience. Jt's the same if Lhey're big or little
people--the audience is a3 people, where there can be a worker
the ssme as there can be a person who has his Rabls Royce
waiting for him. This is the audience thst always will exist in
all theaters, and for everything that is involved with art
M- And how da the gypsies see yaur dancing?

"I think they like it, No? They see me as a gypsy, with
e little esthetic, but, finally, pretty pure in my own way”
M- Are you pure gypsy because you're true to yoursel f?

"I would have to think about that. It's not because a person
ta true: If one had tn denee now the way they used ta dance, |
think no dancer would do anything, becsuse there was no esthe
tic then,* :
M- Ca you mean bady line? i

"Body line, I think that is jmparjant, because, before, people
didn't wark in thegter. It was less important because we
danced among ourselves. Bub | think that to do theater, you
have ta have g littla esthetic" :
M- Aside from body line, what figures into this esthetic?

What gives you Lthe right to

"The arms have Lo wark, the head hses to work, the body line

has ta work; a series af things has ta be complete in order for
the thing Lo wark, in arder for jt to ba art.” : :

M- You have done some theatrical things, entrancas, far exampie,
that have seemed te me ta be very ariginal, How da you
put rmusic to your daneing? ' ] '

"We continue using the same music, tha guitar, which ig
what we've always dahced to. But speaking of entrances and
exits, they must be dore very beautifully, they muskt be very
well dore.  Becayse if you tuen pff the lights far 20 or 30
secands, the audience will gét bored, that's normal.  You have
to turn the lights off, and in three saconds turn them an again,
with peaple having gone in and come out--that is haw they tio
it in theater, and Lhat's how it aught to be, ! think."

M- Woutd you like to have your own company, where you cauld . .

have completa artistie control?

"To that point, na. | would like to have my own campany,
of course, but ! think that there are many ¢oreagraphers, wha,
depending on whal it was for, | would have to call upon, Becsuse
| dance, aside from ‘being a bit of a chareagrapher. [ would
heve to call in choreagraphers that are known, that are valid.”
M- Whao wpuld you gaf]?

"It would depend on whet | wented. If we're talking about
flamenco, dapending on how many peoplas it was far, | waould
call Gilita, Right now I don't think [ would call anvore slee for

you're

But you can put it o any rhythm: solea, bulerfs,

_dsnecing at 8 perty.
“showe a situation where there 8 no  esthetic, there are ne

fltamenea,  If it were chareography far a theater wark which
wwalved dance, there are four or five others who 1 think are
pretty good, even though their dancing might not be as pure as
Giita's."

M- Did anyane in your family dance before you?

“Juan Maya Marote, who is now a guitarist, used to dance.
I started to dance because of him."

M- Did he teach you your first steps?

"Yes"

M- How did he learn?

"l had heip from my brother, but he learned on his own, from
all the peaople that used to dance in the caves. There has
always peen a fountain to learn from. There was a man named
Miguel Heredia, who used to dsnce. He is still alive, and le
used to teach all the kids, like Mario Mays, Juan Maya, Juan
Habichuala, & guitarist who also used to dance. There i5 always
someone older than you to learn from.”

M- And your parents?

“My mothar danced, [Fight now she is working in the Cumbre
Flamenca), and my father sang.,."

M- and your grandparents?

"My material grandfather was a guitarist. His nerne was also
Juan Maya, He was well known in Granada becauSe he used to
work in private parties, and in the caves, Of c¢ourse he wasn't

nationally known, because he never left Granada. This was 70
years ago.” B .
M- When you go to the theater, do you see things' other than

flamenco? )

"vest, a lot. [ like everything in the art world: ballet,
opera, jota, all folkloric things; in general, maodern thinga"
M-Da you ke modern music? )

" like everything that's involved with music, dance, and
theater, snd | go to see it."

M-HHave you taken any idess from any theater, opera, or
modern music that you've seen? ]
"Yes, the ideas, I have taken things from the modern style.

I like the way modern dancers move their arms, becsuse thay'rs

not ststic, they're always maving, and | think that's beautiful

They mave their bodies end their arms very well."

M- Have you taken any ideas aboyt staging?

"¥eg, the ideas | have gotten of staging have been mostly
with regard to the use of lighting, how to give it at the right
tirne and in what way." L )
M-Far example, where did you get the idea of turning out the

lights in the middle of a dance?

"As you know, b worked with Antonio Gades inm the Baile:
Macignal for one year. When he went ta the Ltheatar to check
Lhe lights, mlthough I didn't have to rehearse, I always went
aiong, beesuse | knaw that sometime soon I would need that
knowledge, | learned s lot. Far example, that idea of turning
off the Jights and: then turning them on again, came from him."
M- Would you like to maka a film some day?

"Sura, but I'm really pat an actor. | would like to dance in
filmg, but to be an actor wouid be very difficult far me--i'm
not an actor.”

M- Could you tell ma how you are urique as a dancer?

"I really vouldn't tell you, because when I dance, b don't see
myself. [ see myself on video and [ don't sea mysalf as being
any more special then anybody eise. 1 do aea myself as being
different Irom other dancers.’ i;den’t: know if it’s better, o
warse, but 1 do see myself as being diffarent."

M- How? . . . R
"Becausa eaeh person puta their personst touch, and sa |

must be the difference between each person.” -~ :

M- Are you following & tradition that comes fram your Ffamily,
from your roots? : )
"People say that to be 8 -gypsy cen be 10% of being m

srtist, And I'm nat even sure about that, becauze there - g

many people whe are not gypsy, and who dance, sing, and play

Lhe guitar very well. We always have a small advantags,

because we've lived flamence in our homes, end maybe that'

the reason. - But I don’t think ‘that being & gypsy helps yom
dante much better.' :

M- How are you affected by the flamenco atmosphere that you
were raised in? :

"The things you have lived always stay with yau. In theater
Lhey siways do something of hame life, they do something that
is vglid, and it's presented as if they were in their awn home,
1 think the audience likes that, becauss i
lights, it's as if you were really gt a family party. [ think the
audience |ikes that, it reaches them."

M- What words of advice, artist to artist, would you Qive 3
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ballet dancer? :

“[t's not impartant to be either gypsy, or American, but it is
very impartant t0 shwsys be immersed in tha atmosphere af
whstever falklara or dance you want to do.  If you separaete
yaurself from the circle of the dance, you cen't pick up its
“salsa", its flavar. If the dance hag its own flavar, you separate
yourself from that. You cen be & pretty good dancer, but
you'll alweys be lacking e little bit of flavor, beceuse you
seperate yourself from the circle. You cen’t just do footwaork,
you alsg have ta jain the circle af the dance that you like.™
M- Should a person study alone, or with athar peaple?

"With peaple thet Tit your style. There are always peaple
that wark for yod, because na one was born knowing how Lo
dsnce.  You have to do an spprenticeship, the same in flamenca
as in any other kind of dance,™
M- How does ane find his personelity as a dancer?

"That's difficult, isn't it? Beceuse [ don’t krow what that
personality is, For that, the dancer has ta help him ar herself,
beceuse I can’t kow his personality, how he thinks inside, or
how he wants to open himseli."

M- How did you open yoursell? )

"i wean’t eswere of it. Beceuse from the way ! dancad 20
years aga, | feel that [ dance very differenly now. |
even aware of the change,"

I- Do you think thet flamenco is gelting better known through
tha Gades fiims?

"1 think the ftims that Gades has mede, of stories sbout
farmilies, and death in families, heve given flamenco a Iot of
impartance. And along that path ! think that many rare
things cen ba done, because people sre starting to appreciate
flamenca, and it's maving out into the intermationai world.
Before, flamencao couldn't get out of Spain much, because travel
took so Iong. There wasn't enough money to pay for travel
And the government didn't fund cultural exchange, s they do in
gther countries, It was always an individusl thing, and, of
course, it's very expensive to teke & group out of Spain.  But
taday I think it's clesr that touring is different, because they
filt the theaters. Mowadays, the person who risks bringing e
flamenca group or a work of Gades into the internetional scene
ig less likely to lose his shirt,"

I- Do you think that fiamencoe can influence the dence of ather
countries?

"I think that just as & flamenco dencer can esthetically copy
gnather kind of dance, another dancer can draw f{rom flsmenco
in the sema way."

i- Do you think flamenco can contribute to medern dance?

"Every form of dance can always copy from enother, because
it's slii dance."

I- 13 that dangerous?

"Thet's the Lhing. You can do something, for example,
something flemenco. But it must be valid.
knows more or less if he's dancing well or badly, or if some-
thing is bedly done. [f you're working in a country where
people like things that aren't well done, you keep going--yno
keep dancing in 8 way that's not right, because that's whst
peopie like. But thet's not what is shouid be. We have to try
to dance in a wey that works slf aver the warid.”

I- Do the flamenco artists that Bre _tauring the world now have

a Iot of power?

" think go, Before, flamenco’ was & very individual thing.
Mow, peopia sre doing thaatar works, far axsmple of Garcla

Lorca or Migual Hernandez, graat poets who had been forgotten,-

It's being donme through the unjon of all the people thet work in
the group. Today, individuelity plays less of a role in flamenco.
Of course, there are some people that, whether they like it or
not, are individual, they can't be anything else. “Or because
they haven't tried to do something with & group.”

I- Duoes the individual's technique have to do with this?

"l think that if yvou're going to dance in m theater, you
can't, for axample, dence in a little part of the stage, and in
the ather part turn off the lights. You have to dance the
whale stage, cover the whole stage, no matter what its size.
And you need a minimum of technique in arder to dance in a
big thester."

[- is this good or bed for flamenco dance?

"it doesn't change much, unless the person dancing wants to
change it. 1 just think you need a little technique,”

I- When you started, did peopla dance in big theaters?

"Mo. Befpre, that wean't done. At that time, during the
pericd of France, thete were only theaters for Lola Flores,
Carmen Sevitis, Paquita Rico, Yalderremae, end other pop singers.
Flamencor 'was in & bad way
I- Oid you think it would continse that way forever?

wasn't’

The person dancing:

" ynew that when Franca was nog longer in power, that we
woultd be able to da much more, and that ia what hes happened
Flamencu was dead."

I- Do other flamencas feel the pama way?

"} think that at least 50% aof them have the same ideas. ['m
seeing the process unfold pratty well, It's going siowly, because
the great teschers should be supported by the government, sa
that children could begin to study and wark with them, so
flamenca won't be lost. | am nat internationally known. The
mast important thing in this art, 1 think, is to fill 8 theater,
because peopie know you. They should always know you becausa
you've done something warthy of recognition, but they hava to
see you. Here in Spain there is very little, snd when you do
something important, you do it once every four months. Thara
is no way to completely penetrate filamenco. No country wants
their folklore ta be jost, so 1 think the govermment should teke
same responaibility for soiving this. They should have the
important masters tesching seven or eight yaar obldy, so that
when those children are 17 ar 18, they cen be 8 base for the
new generation, We don't have enough money to do it our-
seives.

I- Isn't there e way af heaving a company or ballet, like they da
in other cnontries?

“There isntl ane. It could be done, but if you're talking
ebout Farruco or Giiito, thay don’t earn enough money to buy a
place where they could taach chitdren. [t costs 8 lot of money,
and without tha help of the Spanish government, those teechers
will be lost. | think that if we could work a little mare, three
ar four aof us could get together, Goiito, Ferruco, and s faw
mare, ta build & studio where children couid go to study. The
important thing is that they lave flamenco, and if they love it,
they have to pursue it, just like anything else. Because today
we no longer have parties at home whera people dance. It's
different now, For example, ! know that in Cuenca, when thara
is a perty, they dance the jota, from the Lime they &sre childran,
For that reason, the jota kaeps re-inventing itself. But nowsdeys
the gypsies live in spartments, 5o we can't have flamenco
parties, beceuse they would throw us out onto the street. 5o
little by little, our psrties are being lost.  They practically
don't happen anymore. in Andalucia?  MNot at ail*  [t's certain
that flamenco is being lost."

I You used to teach in Granada,

"l went to the mayor of Granada and esked for o grant of
500,000 pesetns. 1 want to pey far the studio, tesch ths locel
children, snd feed them something, far six months, which was
the time | had contracted the work in 3 club in Granedg. But
the mayor ignored my petition, and | [ost aix montha, I think
you heve to be in the vicious circla of politica in order to get
the mayar to evan talk to you. 1 think thet in Spain we
support our vaiueble artists much less than they do in olher
countries,'

I- Would you like your daughters to dance?

"I'm glad that the big one {Judea, 11 yrs.) is dancing, but I
don't want her tp suffer the way 1 didh  She has my help--1 can
support her with words and with actions, so that she won't qo
through what 1 did. And maybe if things eren't going well for
har economicslly, 1.cen help eiso. 1 don't think she'{l hsve the
same problems | did. But if she's not going Lo do something
that's worthwhile, she should dence as e hobby--I've airesdy Lold
har that."

M- Tell ms sbout Cermen Amaya.

"Carmen Amaya invented something that hed nevar been done
before. She danced with the rhythm of percussion, with palmas,
and without eny othar accompaniment., Befora her, peopla only
danced with the guitar, 5he wused the hand-clapping ss percus-
sion, just as if it had been pleyed on wood ar on any other drum
surface. It was very valid, berause, sside from s good sound, it
had such strength thet even today sll dancers repeat things of
hers, 1 think that 100 yeers could go by and we'll still ba using
her ateps.”

M- And she became an internationa! star,

"That's right. Because sha did something new."
M-~ Wes she from Grenada?

"No, she was from Barcelopna"

M- And she had nothing to do with Granads?

‘"Weli, that's hard to tell, becauss her nama was Amavye, end
in Granada there ara meny Ameyas. There was 8 trunk where
sach family branched affi ta wherever thay needed to go. Bul
~since the name is Amaya, the Amayas of Graneda muat have
something to do with that branch of Carmen Amaya."

M- Does your dancing heve anything of her style?
“Yes, s lot, My brother Jusn worked for eight yeers with
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open, 1 think that the Chateau Madrid was closing, and there
was no way ta get a job that would tide me over until some-
thing rore hmportant came along. [ had te come back Lo
Spain.”

M- Would you like the Americen gypsies to see you dance?

"Sure, that wauld be interesting, although 1 din‘t kiow how
the Amerir;an gypsies like flamenco...maybe they don't like
flamence...

H- Would you like ta work with ballet or jazz artists in the

U.5.7

"Sure, that would be interasting."

M- Family perties ere being lost and flemenco is ber;am:ng !
theater form. Wes it this way 100 yeers ago? Did yaur

family elways live from flamenco, or did they support
themselves in other ways and have flemenca es e family
thing?

"Before, flamenca wesn't in the theaters. There were very

few theaters. We danced at baptisms, 8L weddings, ar some-
times, without baptism and without wedding, we would have a
couple of drinks and dence. [ think it wes a way for us to
move beyond the limits of our lives, of expanding ourselves,
beceuse we really didn't bave much to eet, much to drink, or
much to sleep, we didn't have hauses... [ think it wes a way of
escaping bordearn, bersuse we hed Lo expand ourseives in some
way. If we danced, then we danced, {f we sang, then we asng,
the sarme 8s some people get it into their heads to break
windows, My father wss a fruit-gseller. My mother has always
danced, in the zambra, in the Camine Monie, where lots of
people went for vacation. The typical things to see there were
the Alhermbra, end the Cemino del Monte, which is whera the
gypsies lived. They didn't go to see the dence--they went ta
see where the gypsies lived, how they lived, whether they were
dirty, whether they wore mustaches, or were badly dressed--their

wiy of living. It wasn't exectly the dance, | remember that it
was mare or less a people living very poorly thet they went Lo
see, Of course, things chénged. It stsrted in B céave where
people staried to enter. Mot tourists, but, Spanierds, who would
come into 8 ceve and héve & drink, because we hed i{o eet, snd
we had to sey, 'Come in, sir, and have a drink'--and they steyed
and they enjoyed themseives, and they gave us money Lo eat,
and that was bow the zambra got sterted. Then they started
premoting it, they made records of the Sacromonte, and sterted
to work with the hotels, 'You must see the Zembrs of the
Sacromonte, it's vary cheap!® In the end, people came to see
it, but in the beginning they came to see a people living pooriy.™
1- When was this?

“Abgut thirty years ago things started to change, the big
promoaters came.™
M- Didn't tourists come as lomy ago as the twenties?

“it's probably beern 100 years since they started dancing in
public in the raves of the Sacromonte. The caves also hed
gnother histary. The raves of the Sacromonte used to be the
stables of the Arabs. From hundreds of years sgo, the caves
were where the Arabs kept their horses and where we tived.
Spaniards would go to see the caves."

M- Were the gypsies there with the Arabs?

"[ think that we had to have been. Il not with the Arabs,
then with the Christians, as they wera calied. But | think we
must have been there.*

- M- And did you dence?

™ think we haeve elways danced. [ don't know how, but |
think thst the Arabs must have taken with therm something,
meybe not of the gypeies, but of Spein, of Granada, or of the
other Spanish cities.
Arabic thinga, in our dence, Aithough | don't think that fia-
menco is Arebic. When you go to the Arabic countries, their
dance has nathing ts do with ours: the armm aren't the same,
the body isn't tha samme, the legs aren’t the aerme. Thare would
have to, be much more aimilerity.”

H- And Indian dance?

"] think we have an effinity with eff oriental dence, if it's
true that we come from India, as they ssy. [ think that there
is 8 lot of connection musically, but again, not much in the
dance. jt might be that 100 yaars ego there was more connec-
tion, for example in the arms, in the hands, but it's been fost.
it might be thet it has become the use sf finger-snapping in our
dancs..."

M-Da you mean that Lhe
gypsy finger-snapping?

"l think so. [t is cleer thei the dencing is similar. Arabic
dencing s also similar to Hindu dencing. Bub it might be true
thet the gypsy thing of marking rhythm with tha feet and hands

fndien hend gestureés heva become

And that we must have picked up some’

wasn't ours to begin with, [ don't know. 1 have e bcak where
the Indian gypsies ere dancimg with sticks. They fight with
sticks, and they dence with sticks. [t's a ritual, iike the staff
which gypsy men cerry here, as a symbol af authority and as e
weepon. Orly it's a real staff, a stick, not a walking stick with
& hendle, Two couples danced, as if I:hoy were fighting. And
tha gypsies of Russie do the same thing."

M- When you wete young, you used f{o QO

practice. What did you do?

“] got bored a lat. 1 was by myself, and you know what it
is to be young. | loved to dance, but ! still got bored. ]
worked s little, because 1 was afraid of my brather Juan, who
used to reprimand me a lat. i had to go in, but | didn't want
to. MNow | like ta rehearse more, because [ am mare ewere af
the importance of this art. Before, | geve dance and music
much less {mportance. When you'te yaunger, you like ta go
aut, qa ta the movies end play. l've siways [liked ert, and
music, end | loved to dance baltet. 1 would ike to have been a
ballet dencer, but [ didn't have the maney to study."

M- How cld were you when you wented to do that?

“Well, 1 never got started, 1 just liked it. And 1 thought I
had talent, because I've never studied bablet, and yet today we
are opening fidmenco dance so much.,  We seem a little like
ballet dancers, elthough without treining, without e barre..."
M- How old wera you when you first got this idea?

"When 1 came to Medrid, when I was 14. In Granade I never
saw Boything. T came ta Madrid, | sterted to work in a ieblag,
to make enough money ta east, to send money home to my
parents. Studias were. more difficult to pay, and of course
thera was not enough money.”

M- Do you Biudy now?

“Whan [ heve something importent to do, yes. 1 spend &
month or so in the studia, But in between I don't study msany
hours B day."

M- How are your days?

"On e npormal day, when I'm not touring, 1 come to the
dance studio on Amor de Dios. If thare ere clesses to give, |
give thern, if there aeren't classes to give, I don't giva them,
but I still like to be aeround, with my friends, Lo stay in touch
with our rircls, 1 like to be with friends, like Giiito, who
dance, gor sing, or plsy the guitar, not te losa contect, beceuse
it gives you flevar (selsa), T used toc go oul every nighi o sea
a tablao, to see whel there was thst was good, But now I go
out Iess, bersuse there's nothing worth seaing. Tarrorism, ihe
high crime rete, have been the demisa of the tablacs. My
normal dey i3 ta rehearse, and rehaarse, end whan [ finish
rehegtsing, to go home. I like to be at homa.

M- Does flevor comme more from people than from practice?

"l think so. The flavor is always there. [f s parson wants
to learn jazz, the most eppropriate thing would be to get
together with jazz peocple. [ think people get flavor from other
peaple. il you go right on time to jezz class, and then you
start working st a typewriter, you can lesrn the little bit that
they have shown you, but without flavor. | think you always
have to- be within that world. | think ygu learn less if you
iearn a littla step and then go home and stsrt to de ssmething
else. [ think that if you join the circle, even if you don't catch
the step, the step will eventuelly come to you, because you sre
sheorbing their way of being, the way they function, and how
they cen do that little step even though you can't. You sbaarbe
the INTENTION, which is worth much more then just dmng the
little step. 1 think...”

M- Whet do you think about flamenco in Jepen and America?

"Everything ia a metter of pleasing en audience. Pleasing an
sudience ix an art in iteeif. Some paople get it with more
agony, some with [ese. [ eiso think thet being abie to do
flemenca afll the time is e factor. Artists go to those countries
to work, but they astay only far a short time, foar three or five
montha.  And when there is someone to etudy with end who i
vaid, money becormes s fectar, because maybe there ia someone
to teech you and you juat cen't effard ik, That's why | aiweys
gay that there should ba someone thel wouldn't heve ta charge,
and Ll;:at could pay your living expenses al l!easi, sp people could
study.

M- Whst idea do Americana snd Jepanese, far example, have of
fismenca?

"l see mare and more people come each year. Each year
more people jike flemenco, they come to learn it, and there are
.even some people who dance pretty weil, which is important--
“that it teke root weli"

intp a studio and
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were jpined by Luis Carmena, 'Habichueia', Jose Ortega 'Man-
zanita'y, end Felipe Maya for recordings on the Hispavox label,

in 1573 Ian wept an an extensive tour of ltaly with £l
Camborio and his Spanish Ballet Company, which took ip Switzer-
tand end the Cenary lslands.

In 1974 Ian joined the Maris Rese Ballet Caompany, and
toured Spain and Russia. In 1975 he joined the newly-formed
Siluetes Geliet Company -- their dates included the Victoria
Palace, London, in March 1976 -- as First Guitarist, tompasing
and playing solo.  The Company was run by Jose Antanio and
Luisa Aranda, both of whom had been Principal Dancers with
Antonia’s famgus Spanish Ballet Company.  Warld tours up Lao
1974, During this period lan also recarded on Lhe Hispavox
label, and of ten tracks recorded eight were his awn eomposi-
tions. He alao recorded three other flamenco and classical
sibums gn the Amanecer label, mostiy of his own compaositions,
in his arrangements far two guitars performing with Fletcher.

In 1979 len re-joined the Marie Rosa Ballet Company and, in
1980, toured with the Antologia Campany, previously, known as
the Spanish Nstiona! Sallet Company.

Between touring and theatre engagements, frequent recordings
as session player on steelstring, acoustic, Spanish end electric
guitar, ’

lan Davies gave his ingugural London recita}l at the Wigmore
Hall, part of the Lute and Guitar Series, on 21 Aprit 1985, 'He
was marvellous' said veteran gquitarist Ivar Maironts, A Critie
compared him  with  Serranito. A large eudiernce gave Lhe
performer the warmest reception, The concert was atiended by
Their Excellencies the Spanish Ambassador and Mrs. Jose J. Puig
de la Bellacasa. The Sherry Raception before the recitsl was
spansared by Williams and Humbert.,

Ian made a recording of a programme of his flamenco
campasitions and arrangements for BAC Radio 3's series 'Musie
for Guiter' an 24 April 1985. This is scheduled for transmission
in June 1265,

On 15 March 1985 lan appeared on 'Pepple MiH at One' Tar
BEC Television with Julian Lieyd Webber and Rosalind Plawright,
and performed with them Vills-Lobos' "Sachianas Brasileiras
Mumber 5."

lan is performing @ programme aof flamenco and classical
works in the Haolyweil Music Raom in Oxfard -- 'The oldest
concert hall in Britain' -- a3 guest of the Wadham College

Music Society an Thursdsy & June 1585, This wiil be the
Society's final concert of the academic year.
Plans Tor the 1905/86 sesson include a mastionsl tour of

guitar end music sacieties, and visits Lo Germany and Spain.

There will also be anather Wigmore Hall recital an Surday 25
May 1986.

Tan Davies has made extensive recardings of his own ariginal
flamenco caompasitions om the Hispavax and Amanecer labels.
He was recently invited Lo submit tapes to MNimbus Records, wha
hed heerd his broadecast on Radia 3 in June last year, and were
interested in discussing a recording contract.  Virgin slsa invited
him Lo submit g tape, te the same purpose.

=

 FLAMENCO GUITAR
Paco de Lucia, Sabicas, Serranito, Tomatito,

Pepe Habichuela, Manaolo Sanlucar, Nine Miguel,
Ramon Montoya, Juan Marya, Cepero, Enrique Meichor etc...

————

TRAMSCHIFTION TH TALLATURL MOMATION, BN THE ACCURATE ORIGINM
FINCIRIMG OF WE CRTATEST CTMPIGSERS' MASE RWORRS.

OWR 730 TITLLS MPATILABLE-

————

Alain FAUCHER -

o, LUK OE LA MENE BLANCHE - 78013 ®ARS

~the makeshift bar, just inches sway from Llhe bartender.

SHORT STORIES POR BULERIAS

by Tio Paco

Why In Jerez?

It couldn't have been any other wey. IL is said they origi-
nated in the barrio de Santisgo in Jerez de la Frontera. Some
even pinpoint Ltheir beginnings in the Calles Mueva end Canlarerfu.
But be as it may, bulecfas have always been "un canie de
Jerez," end always will. They, well, just sound ltike Jerez. In
Triana they spesk a little tog softly, while the ways of Cadiz
are mare suited to the alegrfa. But in Jerez, if you listen
carefully, pecple talk "poar bulerlas.,” [Each and every sentence
In their speech, mostly cansisting of short but very mesningful
anes, has the right sccent and intonetion from which no doubt,
the bulerfa just naturally evalved. And the little gypsy girls
playing in the streets, hopscotch and skip rope par bularfas as
well. No, it couldn't have been any other way.

Fiesta de la Buleria

[The followimg is & transletion of an article which appeared in
El Diaric de Jerezx an September 1, 1986, concerning this event
held yaarly in the Bulerls Capital of the Warld; translated by Ei

Tia Pacal

Over faur thousand peaple enjoyed the XIX Fiesta de La Buleria

With 3 strong "levante" [wind fram the east] and many
people lining up at the ticket affice, et 10:30 PM an Saturday
commenced the XIX edition of the Fieste de la Bulerfs, which
took place in the bullring end which was attended by uver four
thousand people accarding to the arganizers,

The "fiesta" began with the show "Jlerez por el Mundo,
directed by Manuel Margo, who kicked off the Tirst part with
his guitar, drawing the first spplsuse aof the evening.

He was joined shortly by Luis de Paccte, Lorenza Gialver
Ripall, and Jogsé Vargss "El Mono" in the "cente", The dancers
were Ang Parrilla, Manuela Capilla, and Ang Marfa Glancoe, with
his brether Juan Morao accompanying him as second guitarist,

Even thogugh a bit lang for @ single number, almaost gne and
@ half hours, they Toreed the public to set aside the traditional
"pescaito" [fried fish] and “fing" f[sherry wine] and concentrste
totaliy an the "palmeas" in this first part of the Fiesta.

During the second pert, which began eround midnight, all of
the seats in the buliring were full of people who had |eft the
recently ended footbalt metch [Transletor's note: between Jerer
and Huelva. Jerez wan] in the nearby stadium.

Even though La Pequers de Jerer and £] Camardn de la Isls
were Lhe main course of the evening, Ranceping, Manuel Sota,
better known in the world of fismerca es "Sordera", and Manue!l
de los Santas "Agujetas” ieft & very nice taste an Lhe palates of
Lthe aficionados of good flamenco.,

The time for La Paguera ceme; she said she was very happy
te be included_in thie edition of the Fiesta, and thet she loved
Jerer very much. Hers was g short but briftiant appegrance,
where she demonstrated that she is the only one who can oo the
authentic bulerfas of our jend.

1f this "cagntante" of pur land rasised the expectations of the
audience, E! Camardn was truly the climax. Thiz moch awaited
artist ssid he would sing first sarne elegrias de “Cai" [CAdiz]
and then Manything efse you want," which drew 8 standing
ovation from tha public. He was accompanied an Lh& guiter by
Manuel Mporao "Maoraito”, Manuel Parrilla, end “Tomatito”. [Not
true, just Tomatitol

The third part, the c¢losing of the Fiesta, in which the
majarity of artists participsted, put the icing on the cake to the
XX Fiesta de ls Bubecfe at about 3:30AM. The public thoroughly:
enjoyed it, forgetting the ergument between the Catedra de
Flemencalogfa and the Celegetion of Cultural Activilies.

Annthar View of The Fiesto De La Bulerin,
from Behind the Scenes

The scene af mass confusion would escape comprehension by
an orderly anglo-saxon mind. 1L has taken me twenty minutes
to get s bottie aof Cruzcampo beer, even lhough | stand right by
Maybe
my Sauth American accent does not sound assertive enouglh. Rut
the bartender really is8 working as fest os he cen to meet the
customers insstiable demands for beer, fino, Cokes, Fantas, and
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plary manner, and Jarillo and Pantoja--espectally the latter--gave
the palmas and jaleo which warmed up the fiesta in which,
the end, all the performers took pert.

+ kX

A GROUP OF ARTISTS FROM THE "CUMORE .
FLAMENCA" ON TOUR THROUGH AMERICA

Among them, tha guitarist from Jerez, Gerardo Nunez

A group of artists who had great success in the last "Cumbra
Flamenca” organized by the Ministry of Cultural Activities, will
be on tour through the L.S.A, and Latin America, heginning
August 20 in New York.

The show which will be presented in this tour will be headed
by the dancers Antonio Canales, whio was a soloist for the
Mational Spanish Ballel, Cristohel Reyes, who has already been a
member of important companies, and the dancers ' a Tati",
trained in Madrid, "La Tolea", 5 follower of the style of Carmen
Amaya, and Carmen Cortés, who has appeared with Mario Maya
o seversl tours.

Also as first figure is the concer guitarist Gerardo Muoficz,
contributor to the Cétedra de Flamencelugla in Jerez, whose
interest in music has faken him into experiments in the area of
flameneco-jazz.

They will be accompanied in lhe cante hy Gabrie! Coriés,
Pedro Montaoya, "Talegén de Cérdoba”, and Alfensc "El Venenn”,
gpsy artists who have suwug for dancers uf great prestige, and in
the guitsr, by Juan Carmora, Diego Losada, and Juan Salezar.

The appearances, organized by the Instituto Macionusi de las
Artes Escenicas y de la Muysica (Mational Ilnstitute for the Scenic
Arls and Music) is an attempt to support end spread flamenca
art, and will begin on Augost 20 in New Vaork, contimuing ta San
Francieco, Caracas, Rio de Jareiro, San Paulo, Montevidea,
Buenos Aires, Santiago  de Chile, Lima, Guayagquil, Bogota,
Papama, Sen Jose de Costa Rica, Guanajuata, and Mexico City.

® & ¥

PROGRAMA/PRDGRAM
FIRST PART/FRIMERA PARTE

1] MArliBele .oy aa i a it tiaa e s The entire company/ La compafifa

2) Rondena ... ... iiiniiiaa e Carmen Conés, dancer/bailaira
Gerazdo Nitfiez and Juaa Salszar, guitar/ guitarmas
Cante: All#ayw el Veneno 2ad Pedra Muontoya

3) AIRGrids o i i e Ly Tolea, dancer/bailaara
Diego Lozada, Juan Carmont, guitar/ guitarras
Came: Talegbn de Crdeba, Gabriel Cartés, Alfonse cl Yeneno

Entire compaay/La companla

4) Tango® ... .uvum e e ey
SECOND PART/SEGUNDA PARTE

1) SOICR - oo civiviririrursaransnaancanaiarny Gerardo Nifez, guitar/ guitarma

2) Falt®d covovuionrmmnnnnemcsrnrasssrianrar Awtonke Canales, deoce/ballzor

Diego Lazada, Juaa Carmona, guila:/ guitarra

3] Solenporbuleras ... i hirirs i e La Tati, dance/baileors

Gierardo Niilez, Tuan Saiagar, guitar/ guitarra

Canle: Talegdn de Cérdoba, Alfomso ¢l Venenn, Pedre Mondoya

4) CantiBas ... .. .vcinannianmrmnamaras Cristdbal Reyes. dancer/ bailnor

Dicga Losado and Juan Carmoan, guits i/ guilarras
Canle: Alfoaso e] Yenena, Pedro Mo ioyn, Gabriel Conds

ABOUT THE COMPANY

CUMBRE FLAMEMCA. Tigmenco, the  ists under cagditions that permited the

ESCUELA DE DANZA
ESPANOLA

DFRECE LOS CURS0S DE:

Baile folklorico espafol
y Hamenco

INFANTIL Y ADULTOS

Baile folklorico mexicano
INFANTIL T ADULTDS _

-
Grupo de inkiacion -, . 3\ &
artistica

PARA MIROS oF
4 AGAROS

Aerobics
PARA DAMAS

INSCRIPCIONES ABIERTAS A PARTIR DEL LLNES 15 DE SEFTIEMERE

TURNO MATUTINO Y VESPERTINO

BOULEVARD BMITO JUANLT Mo, 1990  LOCAL &8
PLAZA LINEVEKSIDAD

Directora: Ma. Magdalana Cardoge

arlistic expression of Spait's Andalusis, is
a special phenommenon that cars alt
achernes, overflowmg beundaries of race
aod age. It is rich in gypsy dancing, gui-
tars, pawerful woices, buierias. Simec
Spsin's return fy demacracy, in 1976, the
nation has undergone s process + coitural
enrichment, lersnce and cxperimenta-
tion. Cumbre Flaseaca provides a prirme
exampic of the new ciimatc under which
afls progress in Span. Spomaored by
Spain’s Ministry of Cujture, it converpes
ald and new flamenco 1alent in an efflar w
preserve, promote and disserninate gypsy
culture, Cuimdre Flamenca was introduced
in 1983, The praject was conoeived “hap-
ing that iz wouid be more than just aaother
Bameace festival.” The idea was to pre-
send the mast Jively and representaiive art-

*

fuil development #f the sponptaneity,
sirength and wisdam pecuijar to this ferm
ol aristic expression, 40 much pan of the
Iberian traditisn, and yel unkaown and noa
undersiood, Cumbre Flamenca success-
fully toured Spain, Europe, Latin Amer-
ica sod the USA wheTe it participated in
the 1984 edinon of Festival Larino in New
York. More recently, Cumbre Flamence
has brosdened iy scape, always scarching
Far new ways of preseating Mlameaco st
To thal end, Cumbre Flamenca 1986 i
sponspring patherings with arlars of the
alder generation, as well ss exploring the
field of theory by holding woirkshaps and
publishing “nclebooks™ in honpr of the
lcgendsry figures of ffamenco, like Bernar-
do EI de los Lobitar, Juan Verez and Ar-
cadio Lerren Pajacin
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and accenled the symbolic elerments with an intense poetic Lone.
The structure of the performence remains faithful to the fla-
menca dance, bub testefully integrates & dramatic relation
ampngst the dancers, which has nothing to do with tradition.
At the same time, the plot is subordinate to the mavement.
Maria Maya has said, "As a gypsy and Andalusian, | direct all
my interest towards finding in flamence the dignity and the
ariginal meaning, uniting the folk expression with present day
theater, Far a lang time, flamenco was considered the lament
af Andalusia, something which alweys bhad existed, bul was
known only in its superficial form!  Songs of passtonate romance
and dances for entertatnment, The plaintive Jament of a
minarity, their genuine senswality and their rhythms have lost
their trye meaning. { am dedicated to seeking out the authenti-
city and originality of flamenco, from the ritual cerernany
reserved for the few, at the beginning, flamenco transformed
itself into a culiural staterment for the rany.”

The action of Armarga takes plece in an atmosphere of
nacturna!l irrealidad wnder the influence of & full moon, arother
elernent of Lorquian recurrence. Mario Maya cajls wpon ail his
ingenuity in order ta transforrm the actton into a magical reality
which ends up converting the piece intn a true ballet.

Flarnenco Libre concludes the program and consists of dances
such as soled, tarantos, and soled por bulerfas in which the
tnterpretative difference of each artist cen be appreciated, ar
tangos and alegrfas in which the waork of the entire group cen
be enjoyed. As the title [Flamenco Libre] indicates, this port
of the show attempts to liberate and remove fram their habi-
twal frameworks these common *palos®,

sl -

IT IS MAN WHD LIBERATES DANCE

ANTONIO GADES AFFIRMS THAT
iT 15 MAN WHO LIBERATES DANCE

[from: Diarip de Jerez, July 26, 1985; sent and translated by E

Tio Peca
Antonjo Gades, who s presenting in Madrid his version of
"Carmen', believes dance does not liberate wman, but on the

contrary, it is the human Dbeing that can make dancing free.
In an interview with Efe, Gades pointed aut that “this is nat
a matter af profession, but of principies,” emphasizing that

freedam means respect towards others, "to live and let kHve,
with your aown sense of ethics and convictions.”
For Antonio Gades, the fact that his wife, Marisol, supported

the electroal campaign of Herri Batasuna (purparted to have
cannections with ETA separatists) meant another statement of
freedom. "She is free, ag | am, and | never ask her any gues-
tians, we respect each other.”

Gades chuse the protagonist of Carmen, of Jizet's opera,
"pecause she wss a2 person true ta herself, because she was Nat
willing to live a lie, When she falls in fove, she does it truly,
and when she leaves Don Jose far the bullfighters, she would
rather die than to da without her |atest choice.”

The dancer gffirms that the most important aspect of
dsncing is feeling, and believes thal the choreographer is wrong
when he bases his waork in the dancers' technique.

"Ore must not forget that feeling came first, and it was
man, with hia freedom, who expressed it through dangce. Man
dances because he is sad, or heppy, to celebrate a birth, ar to
mourn a death,” the dancer rermarked.

For Gades, "if feeling is restrmined with a magnifiesnt
technique, there can be no spontaneity or flexibility in dance,”
but "let me go on record by saying that for me technique is
important, even though ome must forget QL

"Csrmen,” the mavie that Saura made in coitaboration with
Antamo Gades, tepresented in the waorld of dancing, one of the
inost significant events in recent years, receiving many awerds
in several countries, including the Saviet Lnion.

For the dancer, painting inspires his work mare than music.
"I arm strongly influenced by painting, which i3 one of the arts
that [ enjoy the most, especially by the warks of Mondrian, wha
happens to be my favorite,” he indicated,

"Ingtead, music does not have great influence in e, because
I play with silences. When 1 put something together,” he
explained, "first 1 conceive the choreography, then [ look for the
music then 1 can fit inta the shoe like anotbler one of the
parks.”

"Rometes,

Antonta Gedes thinks that "meybe next year" a choreography
r "El Amaor Brujo” by de Falla may be possible,

B =
EL AMOR BRUJO

[Reviewed by Colén ABC, March 1986; sent by The Shah]

Spanish production {1988), Title "Et Amor Brujo'. [irectors;
Carlps Saura and Antonin Gades. Based an the libretto of
Gregaric Martinez Sierra.  Principal interpretors; Antunio Cades,
Cristina faycs, Juan Antonia Jiménez, Laura det Scl, and Emma
Penelta.  Phatagraphy; Teo Escarnilla, Music; Manuel de Falla.

Carlos Saura is cantinuing in the lyrical-folklorical theme
that has yielded him such excellent dividends of internatianal
success. After "Bodas de Laugre” and "Carmen” he concludes
the trilogy with "E! Amor Bruje”. This is an unexpected pro-
pensity for things Andalusian in this highlander, All the themes
on Andalusia that have been written ar filmed are revived in
this Sauran trilogy which has approached this deep and complex
warld from a personal perspective.

"El Amor Bruja" is a mixture of tsblap flamenco, folklore,

and flamenca disco.  The gypsy village is reconstructed in the

studio with the intentipn to recreate an atrmpsphere related to
pictarial hyperrealism (TV antennas and junked automobites) and
refated to the background of “"West Side Story" (background
sounds of sirens and trains, red skies, scenagraphic stylization of
zones an the outskirts of the City). The splendid music of de
Faila is mixed with gypsy songs of various origins which creates
a conflict between two irreconcilable musical worids, The plot
is brought up to date: Carmelo loves Candela from childhood,
but she msrries José who is unfaithful and carries on with the
young Luc{e and dies defending her [which one?] in a brawl
Carmelo s thrown inta jail, and when he returns Lo the village
he attempls to conguer Candels but she is enthratied by the
ghost of José. Only the intervention of Lucfa can free her from
the spectre so that Carmelo and Candela can begin a new life.

The libretto of Gregnrio Martinez Sierra was already feeble
in its own time end was surpessed by de Falla2's music. lis
transformation into the basis of a filmed drama does not en-
hance jt. As a choreographic show [E! Amore Brujo] suffers
from Saura's {ack of cinermatic grasp of the dance. it is enough
to observe how he resolves the famous scene of "The Fire
Dance” 1n order to be cnnvinced that Sgura does nat have the
proper sengitivity to approach the complex world of de Falla and
flamenca.  The weight of theatricalily is cxcessive, MNor did
Gades know how to create the type of cinermnmatographic choreo-
graphy that is needed [n order to develop before the comera,

The maost outstanding feature, aside frnm the spectacular
visuality and the measures of de Falla, is the slways-magnetic
presence aof Cristina Mayos, a sort of gypsy Agnes Morshead
who, when she looks straight into the camera and dances,
avercomes everything around her.

Flamenca does not entirely fit {?) in cinema, nor does de
Falla hsve rmuch better tuck. MNeither of the previous two
filmed vertons of "Amor Brujo"--Antonio Romdng' in 1949 with
Ana Esmeralda, Manolo Vargas, Miguel Albaicin and Pastora
Imperia, and Baorria Beletds in 1967 with la Palaca and Gades
himself--nor this new one either does credit to the |rresistable
force of the music, or the entiquated passionate worlds that are
bound up in flamencao,

ey RnS—

FLAMENCQO IN GAUL, INCREDIBLE SPECTACLE

[from: Corres De Andaiucla, April 6, 1986; sent and tranalated

by The Shah of iranj

Very rareiy does nne attend a night of flamencn such as the
ane celeprated last Saturday {(May 31, 1988) in the beautiful
French locality of Dioron, Frence. Organized by the locel radia
station, under the eartistic direction and presentation af Santj
the evening in the "Sala Palas" can be termed
glortgus in terms of art, and melodic in terms of organizatian,
Two cantaares, one cantanra, two bailasras, two guitarists and 4
hours of duration provided the ingredients of success.
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anly is he complete in his deep understanding -af the waripus
flamenca styles, but he can interpret them faithfully. He has
respect far the original purity al style end has that rare sense
far la janda. With such en encyclapedic knawledge he has
focused, however, an cerikain cantes, with special smphasis an
the styles of Psvin (those of Tamis and Nifia de las Peines).

[n the waice aof Gabriel Morena wa denate a sweet sense af
the warld, a farm that is exquisite and delicate. It does nat
fait at any peint ar fall inte the unworthy categary known ss
"bonito", which is nathing mare than a trill af the vaice and
vaid of substance. On the contrary, Gabriel Marena gave @
splendid recital. He chose hard and difficutt numbers end
resalved them in a grand manner.

&>

POR BULERIAS. . .;¥Y QOLE!

[fram: Ei Pals, April 23, 1986; sent by Brad Blanchard;
lated by Nency Lee Ruyter]

trans-

by A. Alvarez Caballera

]ndxa Gitana {cante) end Juan Salazar.{teque). Fernanda and
Bernarda de UMtrera {cante) and Peca de! Gastor (tague). Las
Parifle de Jerez: Manuet and Juen (taque) end Are {baile), with
‘Antanic de Malena (cante}. La Paquera (cante) and her family,
Las Méndez (cante and baile): Tla Dolares, Luise Tarran, Tlo
Eduarda, Tia Pili, Paca Ruiz, Manuela de Jerez, Refsel Agarrada,
Pepe Méndez, La Margari, Paqui Flares, Alansa Flaras, laselito
tMéndez, Antanio Méndez, Rubichi and Alansa Flares. Niiia Jero
{taque).

Madrid, teatra Alcald Palace, April 24.

Befare the fiesta, there wes 8 Tound of saleares, and that
wis goad becauge the saled is the mother of the bulerla and
because Le Fernanda was there--if that ane daee nat sing par
soled, it is es if we are left arphans. It was Without doubt
Fernanda'e waice that was the mast impressive af the evening,
even thaugh ta the majarity, it did not seem sa. This vaice
wed the maet handefjonda, profound, without briliiance, muted,
quing with much struggle to where it wented to errive--when it
managed jt. But from the beginning “ey!, already it was
producing in us a twist af shivering end chiil that [ will never
know haw ta explain,

Before that, El india Giteno had sung. He is alsa almast
always great in eoleares, and he was on this accasion; after-
wards, in the jaleas de Badajoz (almpst Lhe equivalent af the
bulerfes), worriad that e piece af scanery was asbaul to fall an
hirn, E} India was already & bit thrawn off the track.

lLa Paquera came aul to ieave us speechless with that
peculiar perseneliity af hers, and she did teave us speechless af

coursa, in a manner campletely opposite fram Le Fernands. She -

has & sharp vaice, mbility, and can permit herself the luxury af
leaving the micropbone when she feels like it. She first sang
bulerfa por spled and afterwerds played caeptain ta all af her
family, Las Méandaz, end all of thase whs stamped an the stage
with their martigl, sggreseive, outrageous end r:sptivati‘ng Yairg®--
which the public: received in a friendly manner.

Ane Parrilla danced spleares and bulerfas por mleé i had
bheen wanting te ses her, hut never before had hed the chance
ta attend mare than incansequentiei performancee. Pey allention
to Ana Parrillal Thare ig in her & beilpora af the old style wha
reminds vs aof some women of the baila jondo, of which there
hardly remains anylhing today hbut the legend. With nat ane
hair out af piace, without the flower falling fram the heirdo,
withaut & stamp, with na shuddering, Ana Parrilla left us with
some gf tha sequences of feminine flamenco dance that are the
most beautiful i remember.

And right after, the rest of the program was a magnificent
"buleariera” racitai in which the art of La Bernarda was espe-
cially brilliant. The written word hae its iimitations, certainly,
and there are things thab definitely cennat be explained. [t was
ane of those demonstrations in which ] think that we were ebie
to come ciase enpugh to a flamanca art that is sLitl euthentic
and jn a pura Btata.

Many of thase who sang and danced there are nal profesaianai
artiats. They leernad to sing end dance like that in their

hormas, in family fiestas, in the gypsy barricgo af Santiaga ond
San Miguel in Jerez, The dance of Luisa Torran is true and
emotional. The dance and sang a! Tla Dalares has nability and
an unusuaj solemnity.

El Tla Piii mekes a shart thing af singing and dancing, but
has febulaus gracia. Tia Eduardo sings par bulerfas marvelausly.
Manuele also performed Lthe song and the dance af course, with
spmewhat  disquieling duende in  her perfarmance, The bays
Pagui and Joselita delivered same styles that many professionals
waould like ta have far themselves,

The playing was aenather fieste. Fiva great guiterists, some
truty exceptional; precisely beceuse af the caming tagether af so
many af such quality, perheps Lhey did rot find sufficient space
for eech one ta gffer all that he knows in the bulerfos family
of flamenca music that can be mare, much more,

A great fiesta aof bulerfas, the mnst beautjful
bulerfas that 1 remember ta have wilnessed.

_—tiae

IV BIENNAL FLAMENCO DE SEVILLA

fiesta aof

SEPT. 8 - OCT. 4

Each Bienna! of Sevilla comes up with @ new and mare

interesting program. This year they seem ta be organizing the

perfarmences by farms of cante. The resull is a real flamenca

fesst. Here is the echedule ot evente. 1t mokes very interesting

reading if you know saomething sbout the artists, We look

forward ta eame reviews af these performances and thank Ann

Fitzgerald af Seville for sending the pragram.

Sept. 8: Opening Ceremany af the Biennal

Perfarmance by the Montays Family.

"SEVEN DAYS OF SONG CYCLE"

THE BEAT OF THE FESTIVAL

Singers Aurara Vergas, Bernarda de Utrera, Baquerdn,
Marna de Jerez, Ramerita de Jerez, Turranera,
Jast Mercé, Juan Yillar, Juana la d& Revuele

Dancers Juane Ameya and Paca Valdepefias

Guitars Diega de Mardn, Poca Cepera and Parriila de
Jerez

THE DRIGINS

Singers  Agujetae, Ceptlla, Maruel Mairena,
Vargos, Tia Joséd el Negro and Tamasa

Drencers Angelita ¥argas and fos Biencasaas

Guitars Enriqgue de Melcher, Paca del
Pera Pefia

FOR CANTIRA

Singers Bani de CAdiz, Chana Lobatp, Curra Malens,
Merla Yargas and Pansequito

Dancer Ane Parrilla

Guitars Jasé Luie Pastiga,
Quique Parades

THE ENDLESS NIGHT

The Ferndndez Femily and the Vergas Family {Jerez-

Seville), The Pefle Family (Lebrija) and tha Pinini

Family (Utrera)

FANDANGOS

Singers E] Cabrero, Laanor Dfaz, Luis Cahallara,
pPeco Taronja, the Flamenca Pefis af Huelva,
Pereji! and Pies de Plamo

Dencers The Flamenca Pefla of Heutva

Guiters .Azuage, Juen Dfaz end Maeanala

THE EASTERN PART OF THE SOUTH )

Singers Canillas, Cermen Linaras, Curra Lugena,

. . Dieqo Cleval, Encarnacién Farndndez, Pifiana

. _.and Tia Maring

"Dancer E}-Giiita

‘Guitars Carlos, Juen and Pape Habichuela end Plﬁana
{eom)

SANGS OF “IDA Y VUELTA"

Singars Ane Reverte, Chano Labato, Gebrial Moreno,
- Luis de Cdrdobe and MNaranjito de Triana

Pepe Mantea

Manplo Franco, Rafael Riquani
Mifio

LS MONTES SING

Verdiales groups fram the mountaing af Mélega,
Troubadours from Las Alpujerras, Fandango group fram
Lucena and "Beila ei Mante"

Singera Camardn de ta Isla and Manuel Moling
Guitars Manuel Molina and Tomatita

Peco de Lucfa

ANTHOLOGY OF SEVILLANAS

Singera “Coerraleres" de Lebrija, Ei Pali, Los Romeres

Sept. 9:

Sept. 10:
Miguel

Gastar and

Sept. 12:

Manole Daminguez and

Sapt, 13:

Sept, 15

Breres
Sept. 16:

Sept. 17:

Dancar

Guitere and Ricardo

Sept. 1B:

Sept. 1%

Sept. 20¢
Sept. 22:
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techniques of flamenco playing. Sinte the flamenco guitar
evolved as an accompanying instrument for the song and dance,
it had to meet the technical, sesthetic, emational and artistic
needs and demands that are unigue in flamenco dance and sang.
Over the years, ell of the needs seemed to have heen met by
many af the guitar makers, to accomplish ‘making a quitar that
ran provide the harsher type of spund that matches the fla-
menco voice, a brilliance and treble clarity, a crisp and percus-
sive actlon and sound, and the gbility to provide a driving
rhythmical force to meet =all of the peéwer related to the dance.
The developpment of the quitarist ea a professionel flamenco
accompanist was very different from playing for a singer or
dencer in a private fiesta. The café cantante and early tabiaos
demanded a "show", with its time and space reguirements of
gaing on and “turning on® at & set time, for & set series of
events, songs, dances and, in general, & molding af flamenco
inta & mare constricted setting &f evente than was originaily the
rase.

Flarmenco, by its very nasture, with built~in emgtion and
theatricality, very quickly drew out the various genius elements
that = guitarist would nreed to competg--yes, compete--with the
cantt that was 80 popular at the time. Guitarists were, after
all, human, with all of the desire to have the public attention
snd adulation that the asingers were receiving snd so, very saon,
within the structure of accompsniment, they sterted to develop

techniques other then the thumb and strum.  Soon, 12ft hand
ligados, extended falsetas, picados, tremolos, and arpeqggios
started to eppear with the "genias®™ of the time. Quotes in

various books mention EI Maestro Patifie, Pace el Barbero, Paca
de Lucens, Javier Molina and then, of course, Ramdn Montoya,
who set basicslly the technique patterns and structures used
teday with most of the professionai flamenco guitarists. The
quitar makers have kept up with the evolution of the guitarists
techniques and their personal and individuel desires snd needs in
actisn, sound, tone and feel. Flamenca guitar making is high
art in Spain, and the names af Santos Hernidndez, Marcelo
Barbera, Domingo Esteso, Ramirez, Reyes, Arcédnge! Ferméndez,
Condes, Gerundino and gthers, ring sut as does the music fram
their beautiful instruments.

This intense period of flamenco evolution was s very high
ceeative cycle in the flamenco workd. Great singers with Lheir
traditianal guitar accompanists develsped so quickly that many
became solaists with their growing reperteire and technique even
in this earlier stage of developmeant,
choresgraphies that elso became tradition in time; they started
to dance to the cantes, setting them into structured forms, and
the cantes to these dances became set for the dance, aof rourse
being-different for each singer, but still in & structured mode,
The guitsrists of course were grest inspiratisns here, becauss
many of the falsetas that they created became part of the
dance treditian.

It was not too long after the cra of the café cantante
started that ariste and aeficionados began developing the idea af
what was modern end what wes tradition, what was old and
what was new, what wes good Fflemenca and what was had
flsmenca.  The combination of flamenca becoming & performing
srt in frant sf the public and & very guick evolution of styles
and farms quickly polarized people into the "pro =nd con" of
just sbout everything relsted to flamence, and it is still going
on to thiy dsy. Jusl as Ramén Mantoya was creating what
csuld be considered & greater trend towards technical virtuosity,
pecpie like Perico el del Luner senjor and Diego deil Gastor and
others, of course, were adepting a simpler techpique with grest
depth and feeling, with the primary purpose of the ™aire" of
flamenco.  Flamenco, of course, has that vastness of depth and
art thet can bare and sprout many brarches &f exprassion and
that is what it has been doing for a very long time now and
will cantinue to do as lang a3 there are individusl artisty to
exprass it and love it.

As ] have mentined before in ather erticles, Remenco csnnot
stay static in any ong set mald. Tradition is being formed ali
of the time, for tradition is created by those dynamic indivi-
duala who create styles, forms and moving experiences in the
art. Guitsrists played & great role, as [ have mentioned, in the
development of both the song and the dence. The greet guitar
soleists of phe past, surh as Ramdn Montoye, through the greats
of tedya such as Sabices, Paco de Luela, Sanidcar, Serranita,
Escudero, and sa many athers, are all grest accompanists who
have inspired and have been inspired by great singers and
dancars.  Who can never forget the great aclistry of Carmen
Amaya and Sabicas together. They were magic and inspired
each other ro fantastic flamenco.  Flamenca s stitl evelving in
form and structure, and it i3 the gquitarist who often sets the

Cancers started Lo create

evglving trend. The taranto for dance, for example, hes many
falsetas that bave become traditional for tha dancer to dance,
and this is a form that is recent history. Both Pilar Lépez and
Antanio and Rosario claim thst they were the first to dance
this form. Luis Maraville was another guitarist who set falsetas
to works like cafia thet became set forms fer the daners te
dance to. Estampfo, who was one of the great teachers of the
rlessic zapeteado, wsas inspired te set his zapatesdo de las
campanas to melodies inspired by the musical genius sf the
quiteriat. .

Wheather 3o-valled bold-style or new-style flamenco, eccompani-
ment by the guitarist, blended with the song end dance shouid
be an inspiretional interplay between the artists.  This seems
besic and to many great ertists it is, becuuse they know that it
is the whole af this great trilogy, along with geod jales, that
mzkes for a trus flamenco experience. If g guilerist goes his
way and the singer goes his or her wey and the dancer ia qut
there doing his or her thing withsut thet interflew of feelings
for each sther end that necessery entunement, then it is nothing
but technique being blown to the wind.

Who nhas not watched & Fred Astsire and Ginger Rogers
movia and has not been moved with awe =at their baautiful
tegetherness, meving a8 if one, blending with the music in &
w8y that is tigneless choreogrephy and supreme artistry. Thal in
reality is just one sxsmple of true flamanco in its essence of
becaming at ene with music, song and dsnce. Thet bit of waad
and string, in the hands of a sensitive musician bes become
more than a neme, more then a thing called a guitar. [t is one
of msn’s and also weman's uitimate echievements in creative
expression and when it is taken beyond the solo axpressien to
blend with tha soul of the singer, crying out life's meening, and
pulses theé rhythms that beat through the degncer, feeling at one
with the earth, then it truly i3 music of Jife's soul, blending
with the orchestrs of all nature. As long as there ere thase
that love thia blendad essence of flarmenco, then there will
slways be flemencg, not old, not new, not modern or traeditional,
for these are all labels that limit, but true flamenco of the
spirit that trenscends ail of earthiy limitations, a living, breasth-
ing flamenco that expresses infinity of feeling. Bits of waad,
tuned strings, & bit of soul and csressing fingers, AY! musica
flamenca...

~~Tea Morca

————————————————————]

RYS55 REPORT

Dear Jaleo:

| have been here in Savannah, Geargie, since April; this is
prabably my last week here. Thiz is one of America's maat
beautiful towns, with all its huge oak trees (with Spanish maoas)
and avenues of paim treas. To edd to its histaric value, the
town plapners have added twenty-six squares, “plazuelas”. Thera
is no flemenca here.

At the end af May I wes pleasantly surprised to heesr that
the 10th annual "SPOLETO" Fastivel (foynded by Gien Carlo
Menottil in neighboring Charleston, So. Csrolina, had invited the
Nationel Spanish Bajlet for three performances: 1 was sna of
the few who knew what 8 tremendous pecformance they always
presented. The Raoyal Nationsl Ballet, praviously under the
leadership of Antonio Gades and Antonio, had visited the USA in
19B3; performing in ell states. The Bailet hes been regrouped
and i3 now menaged by the famous Maris de Avila, psrtner of
Vicenta Escudera, Juan Magrifia.

The program itseif commenced with 5eis Sonatas Para La
Reina de Espafia and ending in the gigantic tragic work from
Greege, MEDEA...probably the first time that a Spanish Baliet
tranacended its frontier; alas with spellbound success..we only
hope thst a film version of the MEDEA will be made availahle
to the publie.

The Ballet wes under the |eadership of Jose Antonio, a very
fine male dancer; the performance of Juan Mata, pirouette
cantinuity of Antonic Margues end the ending bulerias by these
men and especisily Javier LaTorre (Valencia) stunned the audien-
ces..The nternationaily known Merche Esmeralde appeered as

. quest dancer and only danced her “Solea"; her flarncnco hands

are prabably uneguailed in the business. Ane Gonzdlez glayed
the title crole Medea; some of the ather principal roles were
danced by José Grece's deughter Lele...most of the choreography
was old and treasured including that of Alberte Lorea, Pilar
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REVIEWS:

FLAMENCO TRADITION LIVES QN
IN SUPERB CONCERT BY RAOIFORO

[from: Lincaln, NE Journal, March 17, 1986]

hy Laurence West

50 what's 8 name like Ronald Radferd doing in the world of
flamenca? The man who hears that name strode self-assurcdly
on stage at Kimball Hsll Saturday evening toc explain, His life's
direction was changed when his mother bought sn old album by
Carlos Montoya, a real Spaniard and the undisputed king of
flamenco.  The music indeed spaoke to his heart, and ended his
rock 'n' rell career,

As meny musiciels do, he taiks of a unipn with his instru-
ment. When he pleys, his cheek is pressed to the cypresa waad,
and his fingers hammer and pull sounds from the nylon strings
that titerally fill the roam. He talks of time he's spent with
the gypsies, end explains, through persanal experience, hurmor
and poetry the enormous range of emations found i their
music.  Hearing the postalgic, mouraful "Cante Honto," or decp
songs, and the festive, often expiosive dances, ymu cross over
with him into a reslm in which visusal and sensual dimensions
are thcorporated into the sound itself. You feel the heat, the
dust and the magic as you listen. ’

[f there was too rruch strumming and tpo liltle picking in
the first half of the progrem, it only served to make the secocnd
half maore enjoyable. My favorite was the Tarantas, a lament
of the Andalusian coal miners--picked and strummed to absolute
perfection. After nearly & dozen flemenco songs, all deliverad
with wnpeccable technique, the experience was complete when
the asudience joined by clapping the rhythm for a final gypsy
tango. ONé&f

* ® ¥

..FLAMENCD GUITARIAT DRAWS HUGE APPLAUSE

{from: The Lincoln Ster, March 17, 1985]
by John Cutier

To know Ronald Radford's flameneo quitar credentials is to
know the origins, workings and emotions of qypay life in southern
Spain.

Redford would not tet an appreciative Kimball Hail concert
crowd hear one note Saturday night without explaining each
work he performed.

As Radford proceeded through his opening piece, "Scleeres,"”
this “soul" became ab once spparent in his playing technigues.
Radford hugged his quitsr end bunched, yearning to evgke the
mast from every strum.

Radford reached one stopping point end made Lhe distinction
between flemenco and classical quiter music, such as what will
be heard at Tuesday night's Lincoln Symphony concert with
Ange! Romrero,

The fiamenco guiter uses weoden tuning pegs, much like the
vicla or violin, The front penel is coated with hard lacquer or
dcrylic, so the fingers can drum out dance figures. Tuning
differs. The wood is tighter than that used in classicsl guitar
construction. Ferformance techniques vary in strumming and
plucking styles.

Notes flew hy, The Kimball crowd conjured up imoges of
gypsies with castenels, clapping, singing and dancing at "La
Faria de Sevills," the Sevillan counlerpart of the Lancaster
County Fair.

The "Tarantes" concluded the evening. The song is a moucrn-
fu! lament of gypsy coal miners, & style found by Carlos Montoya
deep in the heart of the Andalusien population. "This is my
favorite," Radford said just before beginning the work.

An  audience participelion number wes a perfect encore.
Radford asked the crowd to join In & "juerga", or gypsy tango
piece,  "They'll throw youw in jeil for passive listening in Spain,®
Radford chided.

The audience joined in “psimas" clagping, shouted a [ew
rounds of "ONé!" and celished the atmesphere for a few final
momenks.

At one point in the concert, Redford stopped playing far a
few minutes and told of the mos: important lesson he had
learnad from his trevels through Spein.

It was gn a visit tg the home of Senor del Gastor, one of
the old masters of gypsy music.

"The most important ingredient of flamenco performance is
love," de! Gastor told bis awed student, "love aof the authenticity

and of the mwsic.

"The second mast important ingredient is your love of the
audience wilh whom you are performing,  And the third most
important tngredient s that those who are listening must aiso
listen with love."

The concert had heen a great success, a .abor of fove, and
an eveping to rememhber.,

FLAMENCO FIRE

[from: The Advence Mpnticellonien, April 23, 1988)

by Ted Frank

A jubilant Seark Concert of the Apts ended its current
season of performing arts events by calling pn guitarist Raonald
Radford for a performance of firey flamenco. He responded by
presenting a syn-splendared program af the music of southern
Spatn.

Radford strummed and plucked his instrument, bidding his
sudience to coume instde his reminiscences of Cadiz, of playing
an the park benches of Seville at midnight, and of the twangs
and cries of the mosques and minerets left behind by flamenco's
moorish ancestors. Whever he led, lisleners willingly followed.

His flamenco selections spanned Lhe human range. They
were universal. They were everyman's joy and lament. Opening
with the "alegrlas,”" Redford drove his fingers into e series of
blurred ettacks on strings and soundboard. He beckoned and
mesmerized his audience inte ™istening with the heart.,” He
invoked seenes fram Goya end Picasso, and his strummed phrases
reawakened literary moments frem l.orca  and  Hemimgwey.

His right band created drummrolls and bugle ceils to begin and
end "a seguiriya.” His left hand duelled his right as he impro-
vised the “bulerlas"” style of accelereting heata end mad thrum-
ming. BHoth hands worked in gracelul concart to oxplain the
lush, time-honored phrases of the Malaga community--popularly
known and borrowad for several "malaqueiaa’.

Radford alternated music and traveiogue to' marvelous effect,
tracing his conversion from rock sound to flomenco tones, from
iearning notes to iearning to feei tha blood, esrth, and the sky
Benind the sound, Last Thursday, he persunded his Zistaners that
his commitment wes not so much to the cuiture of Spain, but o
an ancient link with spentaneocus, twenon utterance,

His instrument--"0h, quiter, heart pierced with five awords!"
--was hjs lactern and orgen of speech. Ha upsed 10 'swords," his
10 fingers, to invoke tha melodies and rhythms of the tribel
gypsy.

Much Bf whet was pleyed echoed some of Hallywood's best
film scores: one may heve heard Newman's "Serabande™ from
his "Captein from Castile® or perhape Waxmen's Espanic fabric
in "For Whom the Bell Tolls,” But tha spiriL of flamenco
covers a Jot of ground, It's Anthony Quinn as "Zorbe"™ and
"Stompano” crunching on ouwzo glasses, and it's Melina Mercouri
or Katine Pexinou meshing the new grapes with their feal.

Sesrk Concert of the Artas showed its moturity end judgment
in .eefecting this flamenco concert, Ouring its 10 years, it has
brought many outstanding performers--some with fiying fest,
somz with feet planted solidly on the grourd, but pona with a
foot in their mouth. Seark Concert, era elways, put & jublant
foot forward, And its flamenco was dynamite. O8I

+ ¥

FLAMENGO MUSIC AND DANCE TRANSFORM
BARN INTO A SENSUAL GYPSY CABARET
[from: Coasting, May 28, 1986; sent by R. Abbott]
by Jeff Demarco

Oance, song, guiter and rhythm--these four fundementals of
flamencd were present in abundance lest Fridsy svening as the

_barn at the Mission Ranch in Carmel wes transformed intp a

qypsy cabaret from sunny Spein. The intimate cheracter of that
venerable edifice mede it e perfect setting for "An Evening of
Flamenco Dance and Music” with dancers Lourdes Rodriguez, La
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Maonica and Rubina Valenzuela accompanied by .guilarist Keni "ElL
Lebrijano™.. A special appearance was made by gquitarist and
flamenco imaster Agustin Rios,

The evening was replele with sensuality and color. The
audience was a diverse and ecleckic mixture of personatities, and
was well prepared to join right in with clapping hands, starmping
feet and the occasionat "OE  The atmosphere grew stearmy as
the performance progressed, fueled by the energy, intonsity and
gut-teved eroticism of the entertainers.

One of the maost striking characteristice of flamence s its
remarkable use of rhythm. The dancers intertwined comple-
mentary hand-ciapping beats to form & rapid, pulsating under-
current of emotion, s structure varied from piece Lo piece,
wit flamenco was alweys present in some form. The sound
resemblied that of castanets, which were heard only once in the
pragram, in the sevillanas. The guitar was used in an extremely
percussive manner that constankly reinfarced the beat as well,
with complex strum  patterns, plucking and tapping of Lhe
instrument itself,

There were guitar solos in each halfl of Lhe cancert. The
first, pltayed by Keni, wes based on the rharacteristic descending
fourth figura that is easity identified with Spanish music. The
driving energy and rhythmic underpinnings of this selection
entranced Lhe audience.  Agustin Rios apened the second half
with three solom as well, which were much more difficult for
Lhe neophyte to wunderstand and follow, His techniqua and
involvemnent  with Lhe music were both unparalleled, but Lhe
spund seemed to be harsh and the struclure amorphous with only
an occasional strum Lo regain everyone's interest.

The singing was unusual. Fubina Valenzuela used her earthy,
almost gruff vbice effectively throughoul the program, capluring
an Arabic flavor as she serenaded and encouraged the dancers.
Late in the second half, Rfos added his voice Lo the ensemble.
Even rougher antd mare emotionz! than Valenzuela's, it seemed
Just perfect.

Then Lhere was the dancing. FEsch of the dancers had her
own style, and made Lhe best of it. Rubina Yalenzuela slinked
her way through the sensugl rumbas while La Monica charmed
the sudience with her grsce and power in the solea and the
Alegriss de Cadiz.

The shining lLighl of the night was without question Lourdea

Rodriguez. She magnificently ineorporated all phases of flarmenco
movemenl in her solo dances, from the subtle tn the flamboyant,
The whole body is used in flamenco dancing, and Rodriguez gsed
hers to the uwtmosk. She stamped, kirked, turned and posed
while keeping & cool demeanor.  Her hands were always follow-
ing grsceful mpovements in mwuch the same manner as in baliet,
but were just as edeptly used to raiss her flowing skirts to
exhibit legs and feet or Lo trace tha lines of her bndy in sn
erntic fashion.

The only addition one might have wished for was & male
dancer to serve as a foil for the women, Rfos helped to fill
this gap when he joined in with stamping and sirutling in the
fimate. It wag a satisfying close to a wonderful experience.

L 2 3

WORL D-CLAS5 GRECO DANCES
BEAUTIFULLY WITH 5.A. TALENT

[from: Express-News {San Antenio, TX), July 7, 1985]
by Ed Conroy

José Greco is alive and well and dancing up a storm at the
Cafs OLE.

Clad in hlack velvet, brandishing 2 =carlet cepe or stealing =2
face mantifla from hiz partner, Greco's presence is magnetic
encugh to hold even the most dispassionate atiention.

What better way for cabaret culture to get a foolhold in San
Antenio than by a visit from the past master of Spanish dance
ard his protegés?

In tandam with Café DI&s highly professions! house company,
Greco end his stars pul togelher a performance that, in sheer
exuberance, energy snd skiil, essily pleases even the most jaded
of Lesies,

In particular, young Greco protegé Eduerds Montemayor {a
San Antonic netive) demonstrates his abjlity to ogalvanize an
aydience with what is probably the maost remarkable fusion of
traditionat Spanish  and contemparary influences embodied by
anyone living. He easily invites comparison with the younger
Greco himself.

Nor is Greco shy in the leest sbout his ynung charges., With

.Mnntemayor and Gabriel Sanchez in their opening '"Bogquerini,” a

Classical cavort in formal Spanish Renaissance style, he used his
castanets to convey the eagerness with which he exacted excel-
lence from the younger men,

Together with Gisela Noriega and Maria Ameifa in "Caostellana,”
Greco displayed his engagingly flirtatious charm in e casual,
easygning rendering of a country courtship dance, with musical
accompaniment sung by the youny ladies themselves.

These two pieces, in particular, have long been stendards in
Greco's repertoire, and reflect his influence I popularizing
Spanish dance by combining elements from different regions and
tirmes.  "Boroguen,” in particulor, was curious for its mixture of
piane accompaniment by - what sounded like a sonatag by Jean
Rarmeau. '

Aficjonados of famenco, though, hod everything they could
possibly  want  from  the extremely flamboyant and energetic
house company, under the direction of veleran Spanish dancer
Giatla, Her meditative and sultry performance with Andrés
Stegman and Oscar Trevifio in "Asturios” demonstraled that she
knows how to convey that essernce of dark soul, duende, to ail.

Then again, the company displayed Lheir individual talents in
u lively "Bulerfa" thal brought half the audience atong wilh
Lhemn, clapping in rhylhm as traditionally hieratic, gypsy bar-
monics  flooded across stage from the guitars of José Marfa
Parelta and Algjandro Herrera,

Yet the sparks thal began to fly toward the program's end
had elready been ignited one piece earlier by Eduards Manle-
mayor and Gisela Noriega in & positively hal “Tengo" ‘that took
over the pulsehesl of anyone wilhin  earshot. Montemayor
somehow  combines the agility of Chinese acrobal with the
dignily of an Arab dervish, while Moriega exudes a qypsy sen-
sulity and power that reminds oe of why Bizel wrote "Carmen.”

* F *

A FEEL FOR FLAMENCO

[from: The Reader, July 24, 1986; sent by Elizabelh Ruddy]
by Dinah McNichals

A friend of mine--freckle-faced, blue-eyed, and Catifarnia-
blond--recenlly hegan lessons wilh well-known fiamenco dancer/
instructor Esmeralda Enrique. 50 enamored af her new footwork
has La become, in fact, that a friend of hers iz con-
lemplating a novella: U.5, bachelerette of discreet and discerning
tastes masters the art of flamenco, moves to Mexico City, and

unbridies a passion that mesmerizes two continents. Or as a
lacat arts moaver-and-shaker is alleged Lo have recently tatd
instructor Enrique, 'Flamence is the sexiest thing,” he's even

seen pn-stage.

Enrique takes such perceptions and/er misperceplions in
professional stride.  She knows il was Holtlywood that put the
first rose belween & dencer's lips ("There never is, never was")
and left her to her Lorrid dance while men smaldered. While
acknowledging that the public derives a bssic familjarity with
flamenco through such clichés, Enrigue is more understanding of
our enjoyment than of the critics'.  "They still lonk and see
only twirling skirts and the castanets, when lLhey should be
seeing line and extensions and rthythms, They don't feel us.
And we have studied for years, worked on technique far years--
not because we want to be 'sexy dancers,™

Enrique has been dancing flamenco since she was twelve. A
Texas native, she and bher sister Coria (Heredia) moved to
California in their late teens to study under well-known Los

Argeles dancer Luisa Triana. After two years with her company,
the sisters were fealured in performance at the Dorothy Chandler
Paviliopn and embarked on a West Coast Lour. José Greco
conlracted them ta perform with him in Las Vegas for two
more years. (Saya Carla, "We were at Caesar’s Palace, on the
samne . stage as Singtre.. We gol ta eee him avary night."”)
Esmeralda credits José Greco, who is now aixty-seven yeard old,
wilh making flamenco “more appeating, mere understandable” for
Morth Americans, Yet while the Spanish dance is resurging in
popularity--witness Lhe success of Aplonic Gades in the Carlos
Saura film Caomen end lhe more recent local plaudits awarded
Lo the Marie Benitez Spanish Dance Company--she cautions that
people may be disappointed when they see “pure flamnenco.”
Which is merely to say, marve!l abt the expressiveness and the

"technique, don't lopk for roses.

Even for purists, bhowever, flamenco undergoes periodic
mutsticns 0 its jong ewvolutionary train, which some pundits
claim to trace through Phoenician, Greek, Roman, Jewish, &nd
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Mporish settlements in Spain, not to mentioit the integration by
Andajuclan gypsites of the mosical folk forms and scales with
which they canme into econtact. The mnst recent and noticeeble
trends in  flamenco--in women-s  codtuming--occurred  in the
Sixties, when the ankie-length dresses were instead, and briefly,
warn  knee-length, end heehive hairdos topped meny a dancer.
Taday in Spain, the dance itself is changing to incorporate more
elements of jazz. "“[t's aimost a ‘pup flammenco," says Enrique,
and atthueogh she herself prefers classic fiamenca, she adds that,
as in ali realms of dance, the technigue graws increasingly
compitex. "The rules sre the same, hut within each, there are
smore  changes of syneopation, counterpaint, and rhythm--all in
plates where fifteen or twenty years agu, they never used to
be. The feet move faster, and tuens are sharper.”

Frnrique had toured arguna the world befure she came to San
Giege in January of this year to found tho Usmersida Enrigue
Mance Company, which currently comprises four memhers: the
two sigters, Barbara Atha, and San Franecisco dancer Criz Luna.
While the company works thraugh the problems isherent to any
fledgling arts organization, Enrigue teaches ongeing beoinning
arnd advanced-level flamenco classes.

The company's debut performance is Saturday, July 26, at
the San Dieqgo City Coifege Theatre, at Twelfth Avenue and C
Street, downtown, Inciuded in  the two-hour, tweoive-dance
program  are classicat Spanish dances as well, mpstly zarzuelas,

or humorous operattas, Voralist Pilar Moreno will accuinpany
the dancers, and Paco Sevilla, editor of the locaiiy published
Jaten, & quarterly ftamenco magezine Lhat enjoys warldwide
readership, performs on the  guicar. The performance s at
8:00p.m.

FLAMEMNCO FLOURISHES IN FIESTA PLAZA

198€]
by Ed Conroy

[from: Express News (San Antonio, TX), August &,

Why is it that some of the mast talented flamenco dancers
in this town are ta be found, not just on the stage nf the
Arpeson River Theater, but at--of ali places--a restaurantfcabaret?

The answer is simple and raturat encugh, considering flamen-
co's roots in countiess eating and drinking estzhlishments through-
vut the lberian Peninsula.  In its native environment, flamenco
i5 a8 much to be savored as a gobd red wine or & succuiernt
seafood paella.

Though transpianted frotn Spain to Ssn Antonia,
environment now flourishes at the Olé Resloran
lucated in the southwest corner of Fiesta Plaza.
flaor show secord to none in Enis town.

Owner Leansrd Moriega and nis wife Gisela have ssserubled a
troupe of dsncers and rusicians who  bring an  intersity of
enthusiasm and a refinement of technigue to their performarnces
rarely seeh cn targe public stages in this town.

Add the dancers' magnificent, highly authentic costumes and
you have a visual spectacle that, even apart frocm the dance,
demands attention.

Norizga has employed the services of chorecgrapher Atitonio
de Cercova i the creation of this new show, entirety different
from that some Son Antpnio dance tuvers miay have seen when
José Groco performed at the Olé jast year. It doesn't lack for
fire or flash in the least.

With Moriega acting as master of ceremonies, the evening's
program encoinasses  some  nine  numbers  ranging  from  the
popular  sarazuela "Balle de Luis Alpnsd" and the dignified
"Leyenda”--in which Gisela MNoriegs dominates the stage--tu a
livety "Zapateado" and rojlicking, cancluding "Rumba Flamenca,”

One of the most striking aspects of the Olé trowpe as a
whoie i5 the extraordinary precision of both their zapateado
footwork ard self-accompaniment on castanets. In the "Zapateado®
number, in particular, Gizels disptays her footwork virtugsity,
clad in traditiona! Spanish riding attire, crop in hand, on tap of
one of the tables just beiow the stage.

The rest of the troups, tncluding Perla Monluya, Sylviana
Perellp, Dolores Zuiiiga, Andre Stegman, Uscar Trevifio plus José
Marfa Perello end Alejsrdro Hesrera on guilar, froms whal has
to be the tightest flamenca ensenble in this city 4har none,

Noriega adds an irgenuaus touch in the Final two  pieces,
"Lwajira" and "Rumbe Flamenhea,” commiag on stage te sing and
urge an Gisela and the company to reach an exhilarating climax.

Anticiparing his clientele's natural desire to dance, Moriega
nas pruvided nal anly an excellent cance floor but & very gouwd

that  ideal
& Cabaret,
The result 5 a

~ theatrical

band, Morma and the Ciass Stars, featuring Norma Ramos, a
singer who shaws some nat inconsiderabie promise.

" Above ali, Moriega's kitchen knows how to produsst Easty
Spanish seafoad dishes in addition to troditianal Mexicen fare.
The & Restoran & Cabaret seems to he doing weli enpugh as
a restaurant, but may come inta its uown 83 o dance scenc once
it gets hetter known among locel cogiwiscenti as the place to

yo.

DRAMATIC PRESENCE ADDS FLAIR

[from: The Plain Dealer, Tuesday, Sept. 9, 19056)
ay Wilma Salistairy

dremalic  stage prescrce,
flair ard poiished technical skiilis to his solo cancert
of Spanish dance Sunday night at Lorain County Commueity
Croileqe. Morca, who is presentiy leading a twa-week flamence
warkstiop at Fairmoutl Center, was at his best in his specialty.
But he alsa made a strung impression in modern Spanish dance,
a castanct concerto and an amusing mime dance.

An American who lives and teaches i Bejlingham, Wash.,
Forca cauld have passed. for @ gqypsy dancer if ke had nol
revealed biis roots i1 his inforinal spoken program notes. Relaxed
and spontsrieous, he spoke with none of the fire that ignited his
dancing.

Tatl and siernder with a ring of frizzy hair aroond his baiding
head and a dark rmustache accenting his bold features, he
projected the image of an individual who was born to be pnstage.
4 disciptined dancer, he exemplified the Spanish style with his
lifted crest, arched back, graceful arms, bent knees and flexible
faet, In great shape at age 52, he clearly articulated cvery
movement and kept his line pure, even in Lhe freest improvisa-
tions.

Morca introduced himself to the small aodience in "Leyerda,”
& madern Spanish dance periormed wilh costanets to taped piubo
music by Albeniz. Commanding sttention witls sharp dynamics,
rapid heelwork and quick turns, he gave an eiticing hint of
what was ta come in the flamenco dances.  "Pajo Gitann,” a
mpdern theater dance, was inspired by flamenco. But in bulcrias,
seguiriyas and romeras, Mogrca demonstrated the resi thing.
Srmapping his fingers, clapping his hands atid poundiig his heels
into the fioor, he created rhythmic counterpoints far Lhe expres-
sive rnovements of liis hips and arrmns, Especicity impressive
were extended virtueso cadenzas that built tension with rhythin
and dynamics. AL the most intense momenl, Mpreca stopped
abruptly, leaving the audience stunned, then beginning a3 new
crescendo of danced rhythms. [n some phroses, he added fancy
foot-vrossings snd quick kicks. 0 the Cuadro [lameocn that
ended his Z-hour show, he aiso sang a few notes flamencao-style.

Assisting Morca in the {lamenca numbers were guitarist
Josele Oel Riv and cantedora Marija Temp. 3esides improvising
acepmpaniments for the danciny, Cel Rio played splos with free
intonation, energized rhythm and Oriental meiodic infiections.
Tema contributed mournful meledies in the throaty wait of the
flamenco singer and aiso took a turn as a dancer in the Cuadro
Flamenca. in the finaie, guitarist Bruce Catalano joined Del
Rio, and Fairmount Spanish Dancers Saundra Bohl, Sally Duoich,
Sherrie [Paliotts and Marie Rowley brought a needed feminine
element to the performance.

Froviding econtrast to the fiery flamence were Morca's showy
castanet sbic performed to a piano concerto by Litoiff and his

Dancer Tecdoro Morca  braught

miune dancing of "Botas Magicas," the story of an aging eobhier
whose feet begin rmaving in flamensen rhytivns when he pats an a
pair of magie white boots.

At the end of the performance, Morco paid tribute to
Fairimount Center, one of the Ffew arts schopls in America that
is helping to preserve the rich tradition of Spanish dunce.

LR 2

OLE!
!—LAMENCD GUITARIST ORAWS CROWD TO FEET

from: The Southwest [daily Times, Liberal, KS, Sept. 23, 1966

by Esther Groves

Shouts  of "Ofél" and standing ovations accompaaied  the
perfanmance  of flamenco quitarist Roneid Radford Saturday
night at Liberal High School in a free concert hosted by Liberal
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Area Culturn!l Arts Caouncil, :

The spetlbinding alegrlas, with which Radfard opered the
evening served as an intraduction to what followed--a cCrAsg
between folk music and art music, miror (actually Phrygian
made, from E te E on white pianao keys! with complicated
rhythms, characterized by variations so fast that the flying
fingars af Radford's right hand blurred before the eyes,

“Oié!" and "Bueno! were the right responses, and the Spanish
equivalent af "Pick jt, boyt" .

Flamenco is dance mmusic, with rhythms furnished by a
player's taps or slaps on the gquitar, dancers' costanets or heej-
tapping, ar spectators’ clapping “paimas fuerte" {loud) or "palmas
sordas” {(quiet), Radford said.

Flamenca gquiter is aslsa a naturel invitation to a vocal solo.
No worder that when Radferd once sal in a Céadiz, Spain, city
perkk at 3 a.m. because he hadn't been sble to find a roam, his
strumming drew a singer and people who clapped and turned the
happening “intoc & gypsy flamence jam session.”

Spanish gypsies came from nortrern lrefand around the eighth
eentury, ke ewplaiped. Their sngs and dance rhythms, plus the
influsnce of religinus sangs of Jews and Musiems--the Moorish

influence in Spain is strong, from Alhembra-type architecture to

“OIEM  ("Allahbi*)--are echoed in the wide range of fiamence
variations.
These influences plus Radfard's musicianship and  personak

engagement with the audience enable him to take the quitar
part of the guitar-danee-song folk festivity and make it stend by
iself,

[n *"Grenadina," which evokes "the
Granade," Radfurd's bands sparkled as well.
Sevifle" was &an arrangement by the great guitarist Carlos
Mortoya, who hbeard young Radford play and vajunteered ta
teach him free of charge in MNew York. [t starts and ends with
drumming on the guitar ms & religious procession approaches and
passes, with a middle section containing melody and accompani-
ment.

Before playlng the explosive “sevillanos" the flamenco artist
asked, "Did anybody bere bring castanets? Castsnets go with
this piece.” MNo one had--but at Wellinglon, Radford told the
Times, when a women from Seviila teard “seviiianas”, shbe and
her husband jumped onto the stage and danced as he played "and
brought the house down.”

"Sevitlanas" showed Radford stopping strings and playing a
melady at the same time with his left band while providing a
storm of accompanying runs, arpeqgios or chords with his right.

A clagsical Etude with meladic empbasis contrasted  with
"Malaguefia", an imaginativa flemenco version with interesting
variatinns, and with the Moorish-influenced "Zambra", disciplined,
driving yet haunting, with more renge in pitch and sound effects,

At intermission Radford taught Milly Love to play castanets,
She figured thet in show-snd-tell today, that would "sure beat

'a hawk eqgt"

“Bulerfas" invglved eomplex, syncopated rbythms, while
"spleares” {ancient gypsy “deep song") used an equal variety of
expression to cammunicate that life includes suffering.

A rclassic-guitar luitaby by Frapcisca Tarega preceded the
bright major-key “Guejira”, =& result of Cubap influence on
Spsnish- conquerors,  "Tarantas", full of accompanying rune with
g strong downward pull, came frem miners in Andalusie, the
southern-Spain home of flamenco,

His ancore "Tango Gitano," wilh which Radfard song and the
audience clapped, brought concert-goers again to their feet. Ol§!

sparkling fountains af

x* x ¥

JUAMA ESCOBAR AT RIO HONDO COLLEGE
by Ran Spatz

September 20th, Juana and her newly formed Cuadro Flamenco
sppeared at the Rio Hondo College in Whittier. The size of the
crowd was impressive. The stage, unfortunately, was on the
same level as the audience, rendering viewing of the dancer's
feet impossibile uniess you were sevel feet tall.  The firal part
of the evening was filled with guitarist Willlam Omvila playing
sefertions by Spanish camposers. Juana commenced the Cuadro’
perfarmance with a beautifuily orchestrated Jales. The troupe
then moved smoothly and rapidly through thae usual repertaire
presented by a cuadro. The gresentation was very flamenca,
assuming a “wnowing" audience was present plus many entbusias-
tic coliege students, A high paint was the long and stunring
Farruca by Miguei Bernal. Juana was terrific, as always.

"Holy Week in

Tsingers

Other performers were guitariats Antonia Duram, Biil McGeary;
dancers Margarita, Koka La Japonesa, Rassnna; singer Anlorio
Alcazar, My opinion of the format (unbissed, af course) was
that the guitar portion should be shorter and the Cuadro leng-
thened proporticnalely,

TRz

EL OIDG
MNEWS FROM OUR MEMOERS

Los Angeles, CA: A flsmenco video-psrty and juerga was
presented on Sunday UOetoher Sth which included rare videos of
Carmen Amaya and Lola Florez {from Katina)

Mew York, NY: Arabesque magezine (One Sherman Squdre,
Suite 22F, NY 10023} raqgularly fealures articies on flamenco
‘artists, Sea July-Aug. '85: Flamenco Mero and interview with

| Carlota Santana; July-Aug. 'B4: Spanish Dsnce Arts.

Washington, 0.C.: The Spenish Dance Society presented
concerts Oclober 25th and 26tk at the Marvin Theater. {from
Marina Keet)

Sanie Garbara, CA: Carfos Manioyn performed a8t the Lobero
Theater on August 8th followed by the Ballet Espanol de Loa
Angeles on the 9th.

Miami, FL: Congratulations to pwner Juanitc snd singer
Cacharita de Malaga on the opening of the new Cacharito's
Place in Centro Vasen an July 30th.

Portland, Oft: Adsls Clara presented a three day flamenco
workshop  August B, 9, 10 =2t the Reynnsa Schog&f of Oance.
Rhytiwns taught were Farroca, Socleares, Tientos ond Bulerfas.

Mexicali, Mexico: Conilragulations o Magdalena Cardoso on
tha apening of her Escuela de Danza Espafiala. Benitoe Juarez
Bauteverd #1990 loral $-0 Plazs Universidad.

Tijuana, Mexico: Flamence gquitarist Daniel Contrerms is now
residing in Tijuana end trying to gat a flamenco shaw going. He
has baen perfarming at the Pantera Rasa on weekends,

Portland, OR: Viviana Orbarbeck presented a Spanish dence
workshop  frem July Bith to 25th which neluded flamence and
reqgional dapce.

Taronto, Canada:  Paula Morgna Spanish Dance Campany held
a summer festival at Harbourfront Augqust 27 to 30, - The
company aiso mainteins a school which affers classes in fla-
mence regional and claseical Spanish dance and flamence and
classical guitar, (See Directary.)

r——— W ———

LOS ANGELES WERGAS.

EL CID
PRIVATE DENNER AND FIEESTA FLAMENCA
by Juana DeAlva

Octaber twentieth and twenty-eighth, E! Cid restaurant of
Hollywood, Califaornia bald its second jnvitetiana! dinner-juerga.
The first juerga, held eariier this year, was such a success that
many had to be turned gway. Co-owner, Jack Haywood, promised
a repeat performance and true to his word, offered not one, but
two gatberings this time around. Jack says that the idea behind
the fiestas is to bring Southern Califarnia flamenco performers
together in an atmosphere of eomraderie. He feels that the
flamena community in the United States is so smali thal its
members resd to stick together and support each cther. These
invitational juergas are Ej Cid's effort to foster this goal. The
foilowing is a brief report of the QOctober twentieth gathering
which we eltended,

The evening began at six o'clock with cocktails, leaving an
hour and a half to mingle, re-establishad old contacts and make
new onhes.  Oinner, chicken in wine sauce, was al 7:30 witnh a
perfarmance at  9:00. The performers for this evening were
Antonic  Sanchez and Pepita Sevilla, guitarist Paco
Arroyo, and dancers Yaolanda Arroyo, Angelita, Linda Vegs,
Valeria Picg, Jesus Cano and diminuitive guest ertist Aubrey,
Antonig Ouran was the scheduled guitarist for the get together
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JALED CDRRESPONDENTS

Il you would like to assist JALEQ by acting as @ curres-
pondent far your city, please contact gur PO Box and et us
know. We reed to have updates on flamence performances,
teachers, etrc.

»22 UPDATES #4%

FLAMENCD HQSPITALITY new listing in the “Directary” for
those  wishing to affer assistance or lodging for flamencos
visiting in their area.

SAN DIEGQ JUJERGAS. For information call Paul Runyon
619/272-2uBZ or Basilio Ceravolo 619/562-2882 or 488-3360.

THE MNORTHERMN CALIFORNIA FLAMEMNCO SDCIETY presents
juergas on the last Manday of every month ab Sainte Cleire
Hiiton in San Jase, TA. Performers as well as observers are
welcone,  Call (488) 723-0554.

MANUEL FOR FLAMENCO GUITAR  ACCOMPAMNIMENT  af
"canle and Lbaile" avoiiable write ta: Union Musical [apafiola,
Carrera de 5an Jeranimag 26, Madrid-14, Spain.  Ask fur Maestro

y Estilas (Manuel de ar:companamento parg el cente y el baile;

by Andrés Batista.
*as Cl ASSIFIED S#

FLAMENCO COSTUMES FDR_SALE:
6191 260-850%

NEW SHIPMENT FROM SPAIN: Men's Cordobes hats $75%, red,
grey, Gtack. Large hoop & cut dsngle earings $15-18 many
colors.  Fans $15.  Mantons $75-3195.  Mantoncillas $202522,
Castarnets (wood) student $11; professional granadillo amd fiber
$50 tu $45, sizes 5 ta 8 - Callianos, DU)R.  Send stamped-self-
addressed envelope lor price sheet and order form or call. The
Sca, 8% M. karbor Blvd., San Pedra, CA IG7X - Phone:
213/831-1694,
"OTHA TIEREAD,

Begutifull Cull Sandy at

DIGITAL FLAMENCO RECORDINGS, now
availabie on cassette. Featuring Rufina Carmona, Canmen
Heredia, Atonmic Ouran, Marcos Carmona,  Send check of inonoy
order for $9.95 to Digital Sound, 12312 Grizaba St., Downey, CA
24z, ! .

FREL CATALOGLE aof records, cassetfcs and videns of singer
Manuel Agujetas, guitsrist Redrigo and singer Remedius Flores.
Send SASE to Alejandrina Hallman, 148 Taft #71, El Cajon, CA
521:2C,

GJITAR MUSIC AVAILABLZ: . Music uf many top artisls, botn
inodern aond  olgt style, transeribed by Peter Baime, 1101 W,
River Park Lane, Milwaukee, Wl 53209,

FOR £ALZ: “usic by Mario Zscudera and Sabicas, plus complote
iine of guitar supplies {SL:‘iI"IgS 1/2 pricel. The Blue Guitar, see
ad far lccalion,

PaNADEROS FoaMENCOS b» Estesan Delgado recorded by Paca
de Lucia -- accurately notated sheet music; $2.75 in USA, $4.50
fureign, Southwest Waterloo Publishing To., 2111B Raob Rd.,
Austin, TX JH7Ud4,

GUITARISTS AND TGUHEAR STUDINTS WELCOME ta accarmpany
carce classcs, San Ciegn area.  Call Juana 440G-5279.

BaC< I1S50U5% OF Ja kD AVANABLE.  See insice cavee for
current rates.

e

w2 DIRECTORY us»

australia
FLAHENCO ENTZHTAINMEN
Cosmos Inn (Adelaide)

OB-51-2287

canada

OANCE INSTRUCTIDN
Maximiliane (Toronto)
FLAMENCC HOSPITALITY

Ricaatd Mois {Calgary, AL)

japan

463-8948

FLAMENCD ENTERTHINPZNT
Lase Artista {Takyol
21 Alhambra {Takyal

Ci/308-76°3
03/BGE-5017
0427221-T7045%
03/354.77%5
N3/464.83475
23/200-1

k1 Flamenco {Tokya)
Flametco Patia (Takyal
Nana's Bar [ Tokyo)
FLAMENCO EOSPITALITY
Sactara !Tokvo!

047/7431-6770

mexico

DANCE INSTRUCTION
Magdalena Cardoso {Mexieali)

5pcnn

FLAMENCO SHOES

H. Menkes (Madrid)
FLAMENCO COSTUMES
H. Henkes (Madrid)

U.5.0.

new york

FLAMENCO ENTERTAINMENT

The Ballrocom

El Castellano {Queens)

Frente Unido Flamenco

La Mancha {Brooklyn

Mesa de Egpafia

Meson Asturias (GQueens)
Ponce de Leon Spanish Restaurant
Restaurant Espafia

Rastaurant El Parrai

El Rincon de Espaffa

OANCE INSTRUCTION

Ballet Hispanico School of Dance
Loretta Celitan (Lang Island)
Hariquita Flores

¥ictorio Korjhan

Esteban de Leon

Bobby Locca

Melinda Marques

Jerane Michel

Jose Molina

Liliana Morales

Zstrellia Mporeno

Jorge Mavarro

Carmen BRubio

Carlata Santana

GUITAR INSTRUCTION

Hario Escuderc

Hichael Fisher {Itlhaca)

new jersey
DANCE INSTRUCTION
Yolanda Fernandes

pennsylvania

GUITAR INSTRUCTION

Carxlos Rubio

DANCE INSTRUCTIDN

Camila Erice (Harrisburg) Y.H.C.A.
Julia Lopez

~virginia

FLAMENCO ENTERTAINMENT

La Mata

IDANCE IHNSTRUCTION

Maria {virginia Beach/Norfolk)

Ara Martines

Raquel Pena (Spanish Dance Cepter)
GCUITAR INSTRUCTION

Paco de Malaga

Ternando Siivent (Spanish Guitar Center)

washington d ¢ area
FPLAMZNCD ENTERTAINMENT

El Daxlegon

Tic Pepe

JUERGAS

Charles Mgeser

GUITAH INSTRUCTION

Mariguita Martorell

Facc de *alaga (Arlington, VA)

54-03-73

232-1036

232-1018

212/244-3005

212/679~22€13
21273463159
212/489~5708
212/489-5708
212/921-9454
212/344-522E

212/362-6710
516/724~-6638
212/582~3350
212/927-7220
212/124~4513
212/666~5107
212/263-7654
212/222~4937
212/245-9504
212/472-1345
212/245-94504
212/47E-72592
21z2/5€63-0186
212/473~4605

212/566-62235
£07/357-6E1S

201/861-B3%6

215/732-9010

215/925-18B89

B04/467-6212
BoA/4ET7-1508
703/931-0324
703/527~13454

703/931-0324
T03/527~3454

301/057-47993

301/992-4792











