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This interview berween El Gfliw and Yoke Komalsubara ook
place for, and was translated from, Paseo Magazine. At an airport in
Spain, Yoko Komaatsubara invited El Giw o come w Japan 1o
perform and o help judge the flamenco contest,

What's your impressiont opf Japan?

"Its only my second day; s hard to sey. So far 1 like Japan and
the climate.” (May Chirty-first)

What kind gf system will you wse to judge the cortest?

"I don't kmow. I have no idea. The most important contest is in
Sevilla, It is very significant that one is being held in Japan.”

In Japan now the number of people who dance flamenco i
increasing so rapidly, from the sandpoint of Spanish people, wha
do you think?

"I's very strange in a sense, bul I've never seen people like the
Japanese who are so enthusiastic about [lamenco; they seem w be
crazy about it. They work hard and seem to master the technigue,
even though it takes a lot of lime. Flamenco is very difficult 1o
master completely. For instance, in the technique of the footwork
the Japanese ere very good and progress very rapidly. But when it
comes lo using their hands and upper part of their bodies, I, myself
can not give them a 100% mark. They ean master technique but the
very important part iz the sensitivity. Unlike the Spanish people,
they don't have the culture. Take for example Kemte manial ars, A
foreign person cen come 10 Japan and smdy and master the form, but
he extreme feeling we can not know.” (Apperently he thinks Karate
is Japenese. He could have said Kende or Akido, but the point is
stilt made.)

How did Flamenco Puro come abous?

"Hector Orezzoli, who produces Tango Argentino,’ came o me
and wanted 10 produce something in flamenco, he results of which
were Flamenco Puro. He iz an Argentine, but he knows a Iot about
flamenco and has read many books on the subject. He collected all
the people who are barn flamenco dancers, not those who leamed
from books oar lessons — such as El Farrueo and his dsuphters La
Faracna and La Farrquita,. We made no effort to produce a story. All
they had 1o do was appesr on stage. The only preparation was 1o
talk beforehand about whe would start dancing; they in their mm
would express their own feelings. It was incredibly successful.”

Do you feel something differers when preforming before American
peopie, than when in fromt of Spanish people?

"It feels very dilferent when preforming in frot of Spanish
people, as they ere used to observing flamenco and have very cold
eyes and their feelings can be severe. But when it comes to people
in America, it's almost the first time thal they see genmine people of
Namenco, so that most of the time we had 1o enswer a fificen minute
curtain call.”

Has there beem a lot of trouble gathering all these people
logether? _

"AN these people are very great artisls and they respect each
pther; on hat basis there is no trouble. They all have their own
personal power and are not jealous, or concerned about who is the
better. They complement each other with harmony, One thing that
happened was thm1 El Farmuco did not wani 1o get on the airplane.
He usually starts three days earlier and goes by trein.”

What are your plans for the future?

‘It has already been decided that we again will go lo the United
Suates, from Avpust o0 December. Our schedule inchides San
Francisco, Washinglon, and Bosion, Next year I will rerum 1o New
York and come back 10 Japan.”

Are there any messages You have for the Japanese people?

"l hope that everybody will like my dancing. Ir's a great honor
©w come here; w be invited as a judge. So come and see my
performences and give me a big hand.”

LETTERS

"DUENDE" IN ART THERAPY AND KIND WORDS FOR JALEQ

Dear Jaleo staff,

Thank you so mach for your Xind note that eccorpanied my first
issue of Jalep, I had no sooner finished reading Jaleo from cover w
cover (the Flamenco Puro issue), them my second issue arrived, and
only a few days before 1 was w leave for three weeks in Spain. As
8 result, the reprint of the New York Times anicle, "The Blues of
Spain,” listing 1ablaos in Madrid and Sevilla will certainly prove 1o
be invaluably helpful!

I just want io commend all of you on your splendid magazine. I
fnd your writing to be uniformly excellent, with articles that are
readable, informative and engrossing (a special "braw” 1 Teo
Morca on his wonderful realizations about Sevillanas!),

For yemrs | had o deal with so many friends' smiling tolerance of
my passionare love and enthusiasm for flamenco, oo often scen as
just another of my wierd interestrs. MNow I feel like I have a real
link 10 a nationwide...no, worldwide...understanding of this very
special anl form.

Sincerely,

John Sappingwn
Philadelphia, PA

At the begiming of this year he Jgleg staff was joined by 2
versatile and umigue publishing specialist who will enable us ©
bring most of the production of Jglep, under one rool.

Much of the comespondence is already being handled by our new
member and I'm sure that subscribars have apprecated he prompt,
neatly typed responces 1o their requests insiead of hand-scrawled,
several-month-late apologies, Our new member (let's call him/her
"Mac" ar "Maxine™) has also taken over Jglep  distmibution and
production of the mailing lables. So if subscribers pet their address
changes 10 us prompily, they may be assured of having no lapse in
their subseriplions. *

Subscribers may also have mnoticed some changes in the
appearence of the last two issues of Jaleo as Mac/Maxine has been
experimenting with different rype-styles and Iayout designs. In
Volume IX-3 Mac/Maxine did most of the titles and the
Annoumcement and Direclory sections. In Volume IX-4 all of the
typing/word-processing was Mac/Maxine produced. With this new
volume we are celebraling the first wilally Mac-produced issue from
typing ko layout and formaming!

For those of you who may not have puesses already, our new
susff member is a Macinmsh computer. "Mac"/'Maxine” was a gift
w me for Jalee use by Bill and Mary Palmer and I warnt to ke (his
cportunity 1o thank them puhlicly for their grear comtribution which
may mean the difference between Joleo surviving (even thriving)
versus inevitably following Lhe path lo demise of so many olher
similar publications

[ alsc wish w thank Jalep pholographerfcompumer-wiz end good
friend Edward Ruess who has donated his irvaluahle ouoring bme,
knowledge and materials, bw most of all his faith and
encouragemnent as he nursed me through sl the frustrating moments
and suvicidal impulses that accompany being a iotally ignorant,
novice compuler-user.

Hopefully, the warst of the growing pains are over and we can
procsed with our long promised "caiching-up period” and get Jalgo
back on mack.

We also want 1o thank all of you out there for all your suppon
and parence. fuana De Akva
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FLAMENCQO ARTISTS OF
MALAGA

Edited emd transiawed by Paco Sevilla

INTRODUCTION

Threughout 1984 and 1985, Brad Blanchard of Badajoz sent me
articles from the newspaper Sur about flamence in Mailaga. There
were 2 large number of interviews with arists of Malaga by Gonzalo
Rojo. I never knew what 1 do with the arfides, since Lhe artsts
were largely unknown. Recently, while trying to figure what ta do
with the articles, I realized ihay, pul together, Lhese interviews
presented an  interesting picture af flamenco in Malaga and an
insight into what it is like to try to become a professional flamence
in Spain.

The flamenco of Mdlaga if different in many ways from that of
the olher provinces of Andalucia, paniculerly Cddiz and Sevilla. The
focus is on the fandanpos, especially the malaguefias and verdiales,
and there is preal interest in flamenco pefas [clubs] and conlests. T
think you will also become aware of how defensive the Malapucfios
are about Lheir status in the (amenco workd.

RECORDINGS BY ARTISTS OF MALAGA

It appears that the hour has come for anists in Malaga w record.
A few years ago, we anly had records by Anwnio de Canillas, Pepe
de la Isla, Angel de Alora. Cindido de Milaga, Manolo de Mailaga,
Mifio de las Maras, and little more. Today, forrunaleiy, there are
many who are seemp their cassetles or albums in the windows of the
record slores and dreaming of seeing themselves in the company of
the greal figures of the cante.

Juan Casillas, Pepe Vergara, Capole de los Claveles, Talele de
Ardales, Pepe de Campillos, Nific de Pefarrubia, Pepe de Cafiete,
Chaqueta de Fuentepiedra, and a long ecetera of young cantaores
haye made recordings.

We have 1 thank the Madlaga label, Fonodis, for their labors in
making i1 possible for the anisis of Milaga to have their voices
recorded and be part of the many in the Andalucian flamenco concert

* 3 %

Niiio de Churriana: A Veteran Cantaor

One of the most wveleran camtaores of Malega is José Cornés
Sinchez "Nifio de Churriana,” who was bom on the Zapata ranch in
Churmana on April 25, 1905. Without knowing how to read nor
write, he is the author of an nfinite number of verses that have been
sung by many artists, and he has sung with the wp figures in
[lamenco.

When did you begin in the cante?

"T was seven ar eight years old and, instead of going lo school, [
wenl 1o the lavemns to sing and they gave me a perra chica or a perra
gorda [5 ar 10 céntimos; 100 céntimos = 1 pesela], which was
something, considering that my father, working in the Martinete
ironworks, was eaming 4 1/2 pesetas, or 18 reales [I real = 25
céntimos) and there were seven of us children.”

How did you become known owtside of Mdlaga?

"It happcened that El Cojo de Milaga heard me sing one night and
he liked the way I did i The following day, he went o talk with
my father, gave him some moncy and brought me some new clothes,
and off we went on a wur of Andalueia. I was about sixieen at the
time, and | was with Juaquin Vargas for 4 livde more than a vear.

Then, a son of Juan Breva, Paco Breva who hved on Calle
Canasteros and was & manager of arlisls, sent me 1o the Olimpia in
Sevilla, where I worked for two months, From there, T went o Jerez
with Canalejas, Cadiz with Aurelio, and then Tarifa, where [ sang for
Diego Pifiero”

Who were the artists in Mdlaga at that tima?

“There was El Nific de Archinona, El Malaguenito, El Cojo de la
Pamares, El Piyayo, Diego el Peroie, Alonse el Panaero, Nifio de las
Maras, and many more.”

José, did you work in the ventas?

"In Mélaga, I worked in every one that exisied at that time, and,
in sevilla, I worked with Manuel Tore and his son Tomads, Fregenul,
El Gloria -- who was my companion when we went out at night -
- Carbonero, Pepe Pinto, and Tomés Pavén.”

What was the story about the harse and carriage?

“That had gracial Things were going badly ai the lime and my
friend Tomds Moreno Coronadn bought me a horse and earriage, Al
first it went well, but then the food for the horse, the eleaning of
the carriage, and other things, lired me out, so I sold everything and
wenl back o singing.”

Weren't you alse a guard in the market in Bailén?

"Yes, thenks 0 my friend Pepe Bravo who, when he was lhe
mayor of Trinidad, {found that position for me. [ was there for eight
years and singing at the same dme.”

Why did you mowe to Barcelona?

"To change Lthe atmosphere a litle, and for my children - two
boys and a girl, Maruja Conés, who is a quality arlist today, I live
there in Barcelona, where T had an operation for cataracts and escape
once in a while o visit Milaga, see my friends, relive my youlk,

and sing a little.”
PR

Pepe de Campillos: The latest in a Family of
Cantaores.

José Maldonedo Luque "Pepe de Campillos” was bom in the
Milaga pueblo of Campillos on October 13, 1949, He is the last of
what was once a very large family of arusts.

"Although they weren't professionals, my grem grandmother
sang, as did my mother and a number of cousins. An uncle was
professional and known as Nific de Campillos or Pepille Micolds;
he made his living for a long time in La Linea de eomcepcion. A
cousin of mine, Paco de Teba, is a profassional guitarist.”

flow did you begin Pepe?

“T began to sing as a child, in the bars and taverns of my wwn.
At seventeen, I turmmed professional in the tablac El Cordobés in
Barcelone. 1 was there for a while end then performed around the
provinees {or about a year. When I returned to Campillos I found 1
had no choice except w work in the country or in construeton so [
decided 1o bring my family w Madlaga and dedicale mysclf entirely 1w
the cante. The first thing I did was lo intoduce myself to the Pefia
Juan Breva, where T had the luck o listen to Diego el Perote and
many other anists of Malaga, as well as the pefia's large record
collection. That is when I began to understand the cantes. Narually,
1 continue every day lo listen and leam -- you can never leam
enough in this business,”

Then whar did you do?

“[ began to work in a tablag that Emi Bonilla opened. [ was
there for two years, up until I had 1 go into the military. When [
Mnished military serviee, 1 worked in La Castifnelas, Fuengirla,
singing for the cvadro and for Luis Alonso and Curilla. After a vear
there, I went on wur for six menths with Conchita de Granada and
her family. Then, 1 did ancther wur, with Porrina de Badajoz,
Anlonio el Sevillano, Lele de Osuna, Juan Salazar, Paco el Sefiorito,
and the comedian El Gafas de Milega”















JALEO - VOLUME X, No. 1

PAGE 11

one to be able to sing. In spite of the fact that, tpday, the barrio
hardly exists, it still has 'solera’ which is harl to lose.”

Have you won many prizes?

"Yau know I have not been a friend of the contest, so, of course,
I haven't won prizes. Once in awhile, if the seriousness of thje
contest appeals to my taste, I enter and, so, [ have a few prizes.
Bur, &s 1 said, I'm not much for contests,"

Recordings?

"Some casseites and records. The last LP conlains some words by
Anwnio Mairena on the jacket and has sold well.”

Projects for the future?

"Things are not going too well. [ have a few coniracts and hope
more will come by July for some ‘festivalillo "™

Are there good cantaores in Mdlaga?

"In Milaga we have, and have had, (he best cantaores in the
world.  Before, we had Juan Breva, La Trini, Cojo de Maélaga, El
Canario, Diego el Perote, La Agueda, La Puba de Milaga, etc, And
today, none of our camacres would meke a fool of himself singing
with the greatest. We have good anists in Milaga and what they
need is promotian.”

But when it comes time to Sing the cantes a compds, what
happens?

"Bueno, this happens in many places. Perhaps the camtacres of
Mailaga dan't have the sense of rhythm of those Fom Cadiz, for
example, bul in the ad lib cantes we are the best or at least equal to
the best!"

ek

Antonio de Tolox; Cantaor

Antonie Garcin Aguilar, "Antonio de Tolox" was bom on Ocwber
12, 1947, into a family of aficionades, bul no other professinnals.

How did you begin ta sing?

"I began in my pueblo when I was len or twelve yeers old, I didn't
really know whart canie was undl I came w Milaga and entered the
Pefia Juan Breva, Then [ did some conlests, in Yunquera, Benajarafe,
Cérdoba, Los Bamios, Alhaurin de la Torre, Algeciras, Montetbin,
and § have one a number of prizes. I have also worked a number of
festivals wilth important erists like Fosforilo, Camarsn, Luis de
Cdrdobam Talete de Ardales, and Pepe de Cafiete.”

What are yowr perferred cantes?

"Primarily the cantes of Malaga and then the sigiunyas and
saled.”

Why is i that the cantoures of Mdlaga work so little?

"That is something ! don't understand. There are very good artists
in Malaga, artists that can be depended upon by the aficionados, but
when it comes time to contract them for festivals, they are offered
two cents, and that's not right. [ repeat. we have good cantaores
here and they deserve o be in all the contests that are organized.”

What arrtists of Mélaga standowt in yowr mind?

"Of the established singers, there is Antonio de Canillas, Pepe de
la Isla, Juan el de La Loma — who has unformumately left us — and a
fcw more. Of the young anmes, we shoudnt forget Juan Casillas,
Pepe de Cadete, El Bolo, etc.”

When will yowr first recording come owt?

"I hope to record this year and am preparing the canles. Antonio
Losado or Manolo Santos will sccompany me.”

-
Antonig Calderén: A Cantaor from Ardales

Antonic CalderdSn Roman, known is his hometown in El Floro,
was bom in Ardales on March 1, 1936, and now lives in Malaga,

How did you begin in the cante Arionio?

"T began as an aficianado at age fifieen in the contests held by
Radio Nacional. In 1960 I teceived my professional card and sherlly
thereafter, wenl 1o Geneva, where [ stayed for twelve years."

Did that put an end o yowr singing?

"Almost! But rare was the weekend that I didn't rave! somewhere
to sing. 1 wemt all over Switzerland and 1o many cities in France.
On many occasions] had puitarists sach as Juan habjchuela and
Enrique de Melchor. When 1 returned w Maélaga, I won second place
in a contest held by Lhe Pefia Juan Breva, and I made my first long
play record with Diresa. I also won prizes in Lucena, Cordoba,
Mailaga, Alhaurin de la Torre, and Arroyo de la Miel — where I was
given the gold shield for the best cante por cafias.”

In which cartes are you most comforiable?

"In the cantes of Malaga and Levenle, as well as soled and
sigiuriya,. Of course, it is up to the aficionado to say what I do
best.”

Will you attend the festival in your hometown this year?

"I can't say. It is up to them! If they call me and we can come w
some agreement, I will be in Ardeles.”

tave there been good singers from Ardales?

"In Ardales, we have had very good cantaores.
Talere and others.”

How do you see the carde today?

‘T see it going w very well The cantaores are studying harder
than ever and are well prepared. With respect v Milaga, we have an
impressivee buch of singers. What they need is some help and they
will Lake care of Lhe singing.

Today, Lhere is

* kW

José Martinez "El Bolo": Cantaor

Jasé Maninez Jerez, kmowm artistcally as "El Bolo," stamds out
among the young artists of Mdlaga for his aficién and the quality of
his cante. He was born in Milaga on January 3, 1953 and his fist
steps in the flamenco world sook place in private gatherings and
fiestas in Mallorca

How did you begin in flamenco once you returned o Milaga?

"l began to sing in the bamio of La Palma Then, as [ wok the
cante more seriously, I began to enter contests. The first was held
by the Pefia San Vicenle abou: five years ago. Then I began to go
to the pefias, to go to the pueblos mn the provinces, including
theose of Granada and Cérdoba. Wherever there was a contest, Lhere
was El Bolo; I won prizes in places such as Alora, La Palma,
Malaga, Anlequera, Torremolinos, Alhsurin de !a Torre, elc.”

Do you have many recornds?

"Not yet! But I hope w . Right now, I have cne album and two
cassertes. At year's end I will record for Fonodis.”

What cantes do you prefer?

“Soleares, siguiriyas, malaguefias, alegrias, buleriss...”

What singers do you like?

"Mzanuel Tomre, Tomis Pavén, La Nifia de los Peines, Antonio
Mairena, Terrmew de Jerez, Sordera de Jerez; 1 like Anlonio de
Canillas, Pepe de Cafiete, Pepe Vergara, Talete de Ardales, Enrique
Castillo, Gitaniilo de Vélez, Agustn Niifiez, efc.”

Do you prefer canie gitano or cante payo?

"Cante gitano and castellano. [ believe you leam one from the
other. Of course, w sing ‘a compas' it is (he gitano and, Lo sing
responsibly, the castell ano.”

Is there flamenco aficién in Mélaga?

[ belicve 50. Our province has the most fesivals and attendance
is growing all the Lime. You can also sce it if you visit the peiias,
where the cante has greal respeci.”

Are they lelting the young caniaores into the festivals?

“Those who are studying hard are being given opportunity in the
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“Those that say something, the happy ones, those that express a
fife experience. I don't like sad verses. Far sadness, we get enough
by living."

How many books do you have published?

"Three, so far. The first, called Con mis versos ¥ mi sentir, had a
prologue written by Manolo Garvayo; the second, Cantando salen
mis versos is introduced by Francisco Garcia Valverde. The next
should come oot next Spring, after Easter.”

Will it be the same as past books?

"Yes, it will continue in the same tone as the second and third,
with things of the people. Tt will speak of those who have the
colture in their blood, like Frasco Monles and Pedro Algaba, people
of the 'pueblo,” one a hired hand and the other a wheal harvester. 1
Say:

"Las cosillas son del pueblo,
s versos los pongo yo,
conforme me van saliendo’

Your verses are also for thase who have a high level of culture,
aren? they?

"] think so, although, T don't select the readers. Antonio Gala,
alter reading my [ust book, wrore me a warm leter, in which,
among other things, he said: 'If there is anything 1 believe in, it is
popular poetry. The second part of your book satislied my thirst
and increased it al the same time. Thank you!™

Antorio, how do you see the canle ol present?

"It is poing well. I am a linle nostalgic and 1 have verified thal,
when they sing the way they did in the old days, it reaches people.
But there are some who, when they shout loud enough, think they
are Antonic Chacén.”

And the festivals?

"They are not well coordinaled and they contract oo mamy
camacres, who repeat the same songs too often. The duende never
cames that way. An artist is not a machine and can’t be singing
here one day and there tomarmmow. Ancther thing is the tcket prices
which are very expensive for some working peaple.”

What singers from Mdlaga do you like?

"The veterans: Canillas, El de la Isla, Bonela, Cidido, Apgustin
Niifiez, Angel de Alora -- who is another piece of history . . . The
voung ones [ won't mention because I might fargel someone.”

Can you recall for us one of your verses?

"This is for a flamenco thal we have in the pefia:

Tu madre me tiene loco;
lengo una vifia y olivos
y 16 le parece poco.”

LA

Enrique Naranjo: Guitarist

Within the world of ihe flamenco guilar, Mélaga has not laken
back seal to any other Andalucian province, Throughout history we
have seen a magnificent breeding ground for guilarists who have
becn highly solicited by the best flameneo singers.  Enrique
Naranjo, bom Migual Naranjo Ruiz in the capital of our province on
September 29, 1932, is one proof of this fact.

How did you start out in the world of the guitar.

] began in a conservatory laking classes with José Navas. Later,
1 began flamenco with Manuel Cafiestro.”

Do you remember the first time you played in public?

"Of course, even though it was many years ago. It was in Coff,
accompanying Pepe de la Tsla.  Then I spent Lhirteen years
perlorming on Radio Juveniud, while also playing in rablacs,
ventas, salas de fiestas, ee.”

Enrigue, you are an accompanist of both baile and cante. Is it
harder 1o piay for dance or singing?

"Today the guitar has advanced so muoch that both things are
difficult.  To sccompany dance you have o have good mastery of
compds, while for cante, you need tha plus a good kmowledge of
rhythm."

Who are same of the cantaores you have played for?

“Among others, 1 recall Mairens, Porrina de Badajoz, Pepe
Aznalcollar, Gordito de Triena, Pepe Marchens, Chocolate,
Terremoto, Fenanda y Bemarda, Paquera, Fosforilo and, of course,
all of those in Mélaga.”

And dancers?

"Lucero Tena, Trini Espafia, Pepita Vargas, El Charro, Antonia,
Carmen Carrera, Custodia, El Duende, Manano . . "

Which guitarists impressed you most?

"From the past, Ramén Montoya and Nifio Ricardo and, 1oday,
Paco de Lucia and Manolo Sanlucar. With respect to Milaga, there
was Manuel Cafiestro, Pepe el Calderero, Nifio de Almeria, Pepe de
Alcoba, and others T don't recall. Today there is Pedro Esclena,
Enrigue Campos, Antonic Losada, Manuel Santiago and Joan
Sanmuapo, who would be a great arist if he would study a litde more.
In Milaga we have, and have always had, very good guitarisis.”

FHave you traveled to mary couniries?

"It hasn't been bad. 1 have performed in Holland, Germany,
Jeelend, Belgium, France, Denmark, md some of the Americas.”

How is Envigue Naranjo doing in 19857

"l believe very well; between summer (feslivals, pardes, and
accasional trips outside of Spain, T think T will continue 1o make out
okay.”

L B ]

Antonio Losada: Guitarist from Benaque

ue is located in the Malaguefian town of Macharaviaya.
Anm.ada Pérez was bam there on September 15, 1940.

How did you begin?

"Although I always liked Lhis instrument, I began the study of it
samewhat lae, in 1965 in the vemtar [country tavems] that existed
at that time in the mountains, where I accompanied artists from
Malaga." '

Did you have a teacher?

"Manuel Cdmiltre, among others, gave me my [irst lessons.
Later, in the Pefia Juan Breva, I perfected my playing by
aocompanmying the aficionados and lisiening 1o records of the old
guitarists."

What qualities are required io be a guitarist?

"First, you must have a good ear. Then, if you add heart’ 10 that,
you are ready lo starl swudying. Unfortunately, I didnt starl young
encugh, or T could have been better today. The same thing has
happened 1o many of my friends."

Are there good guitarists in Mélaga?

Many, and very good cnes, but I don't wamt 1o give names for
fear of omiting semeone, and they wouldn't all [it in this inlerview,
anyway.”

What else helped you in your development?

"Most imporiant for me was the eight years ] spent in the leblao
El Jaleo in Tomemolinos. 1 believe Lhe (ablap is an excellent
school for leaming compis.  For that reason, almost all the
guitarists have passed tmough them. Also, 1 was in the Circo Price
in Madrid, with La Nifia de la Puebla and her children, Adelfa and
Pepe Soto, and in all the theaters and bullfight rings in Spain.”

Which important cantaores have Yok accompanied?

"Among others, Naranjito de Triana, El Cabrere, Chiqueele, Curre
Malenia, Rancapino, Boquerén, and José de la Tomasa [none of these
are from Malaga]. If I haven't accompanied others, ils only because
the opportunity hasn’t came up.”

Do you have marty records?
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EL CANTE FLAMENCO:
THE ULTIMATE

CATHARSIS
by El Tio Paco

Repardless of how it is embellished, the quinlessental expression
of flamenco (at least in this writer's humble omnion) is found in Ei
Canle. It is also the form most difficull 1o understand, particularly
for a non-Spaniard {or non-Andablucian), which explains why very
few eantapres have ever "made it" outside of Andahlucia, as compared
w the countiess flamenco guitansts and dancers who have had
extremely successful careers outside of Spain. In fact, most of the
great cantaores of all bmes never kavelled much beyond the
confines of their provinces. Some never even left their homelowns,
That el cante is seldorn fully appreciated oulside of Spain shouldn't
come as a surprise. Even within Spain's "other” provinces there is a
feeling that it is wng cosa de Andalucia (an Andalucian “thing"), and
it is only in this blessed land where el cante is recognized (and even
then, not by everyome) for what it is, the ullimate in arlistic
EXIEESION.

Perhaps the ability o do il {or listen to it) requires some strange
genetic code passed down (hrough the generations from times
immemorial, carrying the call o prayers from the arab muezzin, the
sephardic chent, or the quejio gitano, or a mixture of alll Whatever
it is, for the rest of us, it provides a vicarious vehicle of expression
and catharsis like nothing else does. Remember al] those things
you wished you could have said to your father, but he was wo oid
and frail o undersiand? Well, El Piconero d¢ Arcos does it for you.
How about the feclings that welled up i your throat when you sat
by your small child's crib walkching him sleep? El Turronero says
them better than you ever could. And the gifd you fell madly in love
with as a young boy, but never had the courage 1w speak w her?
Tuenito Villar speaks w her eloquently. You could give a piece-of-
your-mind w those faceless government bureaucrats who seem lo
control your Life? Not o worry, El Cebrero does it for you, and
drives the sudiences i frenzy in the process. And in those dark,
lanely nights, when you lie awake listening to your heartbeat, and
wondering what it'l] be like when it is no longer there, or what it
was all gbout anyway? You'll never really know, but just listen o
Diego Clavel, he'll sum it all op for you in ways you never dreamed
possible. In shor, if there is anything yon have inside but can't
seem lo find the words, you can hire an analyst for $200 per hour or
just keep listening o El Cante, Someone will sooner or later say it
for you, The later way is far more enjoyable. And probably works
better o,

TO KNOW ABOUT CANTE’

(SABER DE CANTE. Exuacted from "Are we, or are we mat
Andalucians?" by lLuis Caballero Bonald. Collection Indole
Popular, Sevilla, 1973, Translated by El Tio Paco)

In general, the cante i5 no more well liked in Andalucia than in
Extremadura, Castilla, or Catalufia. The wuh is that [ have been
able to pbserve how thousands of Andalucians haven't the shghtest
inlerest in & came. Nevertheless, nowadays flamenco is gaining
popularity within Andalucia, as well as in the rest of Spain and
world. Today, more than ever, ef camfe has gone beyond national
borders..it is inleresting, it is enjoyed, tuy do we know whal el
cate 5?7 To undersiand cante, o know cante amd cantaores who
sing well, is so difficult, it requires as much experience, dedication,
and smdy as opera. The leaming process is not always enjoyable

Leaming is sometimes expensive, monolonous, and a chore.

Responsible cantaores...We know just by warching the way the
public listens and reacts. We know whao is saying "yes" without
being sure, and who is saying "no” in an absurd altempt o pass for
a demanding expert..,

It is important not to forget that more than one factor is
invoived, cnough to puzzie the beginner: a good voice, good
faculties, an excess of rhythm, a richness of “"melismas™, an
"afillado"? texture..In all lhese characterisics, a relaive balarce is
necassary, just, but none of them is in irself, definitive, or a mual.

What is esgential is called 2 millenial accent. Age, pmofoundness,
elegance, duende, and “sefiorio™3, because el cante reaches us throuph
the "cemetery of the cenmuries”. To know, to feel and 0 have of
cante that we sing perfectly under contrel, and that suits us! well.
To sing in compds, w "sing it"..not lo leave it lame, or on the
ather hand 1o embellish it in an absurd display of talenis..All the
carues, absolutely all thal make up the wide gamut, are subject today
10 an hapmonic measure...

The cmmor who emnches & comre as the years mellow him,
increasing his age ad knowledge..The authentic cantaor sublimizes,
elevates, and remakes the cantcs without breaking or tearing down
the principles and musical measures they demand...

As far as the inferpretative technique, or way W express the cante,
the cantapr rmust learn o breath at the right moment o be able, with
each "tercio™, o close well and squarcly. To place the phrases in
the space that the compis demands, to artculate clearly®, and 1o
avoid the vowels that dampen the voice.

Today el cante is not simply a popular expression of a folkloric
root, It is art, and that is why 1o inferpret i, and w lsen 1o i,
demands an earnest attention on the part of the aficionado, and true
and commitled avocation on the part of the interpreter.

Finally, I my opinion, we must nol, those of us who sing
seriously, sacrifice the solemnity of certain cantes for the easy
applause that tricks and theatrical effects may elicit

Now, ] believe, it is easy o undersiand what 1 am trying 1o say -

in a very hmief sumnmary what s the mark of a Iiterawe
flamencalogist and reflects faithfully the cantaor with all it

COMSEQUETICES.

1"melisma™ the microional omamentation with the voice.

2 Francesca Ortega Vargas, "El Fillo" (died in Triana, 1878). Called
“the King of cantsores”. Reputedly gifted with a hoarse gravelly
voice that is desiable in gypsy singing.

3 Untranstatabel, but denoting an artistic stance.

4 "Nos va"

5 Line of singing

6 "Con angel” (with "angel™)

'

OF A CONVERSATION WHICH
AN "AFICIONADO AL CANTE' HAD WFIH
MAESTRO ANTONIO MAIRENA

[from: Flamenco; translated by El Tio Paco}

by José Manrique Loplz
Aficionadp.
“Tell me, Dion Antonio
What doas Flamenco consist of?
I have been rying 1o fatham i,
but can't quite understand it

Marenar
-Brother, dear brother,
Flamenco s & mystery,
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and one of a very simple essence,

that in Andalucia one cerries deep within oneseif,

and just like a scent,

just like Feeling,

we sense thern and feel them,

in the earth, the sun, and Lhe wind,
and we cammot explain them,

no mater how hard we iry.

When ] listen 10 Siguiriyas

of Jexez or of the Puenos!

or the old, Jost styles

of some famous master,

I feel & lump in my throat

and my hair stands on end,

I cammot tell a style,

Tonly feel the lament,

thar takes possesion of my being,
of my Hood, skin, and bornes.

Brother, dear brother,

'twas in the night of times

that man instinctively

sang 1o the moon and the heavens,

to the "sierras™ and the zeas,

and he opened his breast to the world,
Andalucie, when it sings,

sing of love and of jealousy,

sing of happiness and yeamnings,

or endless suffering.

-If they are "Tangos de Triana"

or "Tangas Extremenos™3

“del Piyryo™, or "de Fostora™

sa trouble all my nerves,

and my blood boils,

up and down my body,

1 could not tell,

and, sometmes ] don't even pretend,
to kmow which of the styles,

is the most pure or “[lamenco”.

M-

-Brother, dear brother,

What is worth being a Masier?
The "canies” that are happy,
lell of happenings

of our daily lives

or of happy momenis,

when our souls overflow

as if we could loose our breath.

-If the Soleeres are sung
in three or four verses

1 don't know whether they are from Alcalasd

or from any other lowi

Of "la serneta”™, or Janigui®...
Why must ] know?

il my eyes becarne moist
transparted o a new world?

Af
-When a flamenco sings
he gives el cante his accent,
he gives it the warrnth of his soul
and transmils 1o the listener,
his feelings smd his dreams.
How painful it is to feel el cante!
How painful, but how beautifui!

1 As the port cities of Cadiz, Puertoc de Sania Maria, Puerto Real,
San fermandn, and probably others, are known. Those cides, aleng
with Sevilla, Jerez de la Fronlera, consttue what is commonly
known a5 the trangle of llamenco. The cantes de Jos Puertos are
said o heve un sabor marinere (a [lavor af the eeashore), as opposed
10 those ariginating mland.

2 Andalucian mountain ranges, end including ia Serrania de Ronda,
Ubrique, de San Juen, elc.

3 Typical tanges, originaling in the region of Extremadurs,
generally in the Province of Badajor.  Probably the only area
cutside Andalucia with wue, sumctonous flamenco. see  Brad
Blanchards excellent article on the subject on a previous issue of
Jaleo.

4 Rafael Reyes Niewo, "El Piyayo" (Malaga, 1864-1941), a colorful
and adventurous gypsy, reputedly one of the best inlerprelers of
tanpos.

5 Pastora Pavén, "La Nina de los Peines” (Sevilla, 1890-1969). One
of the best exponents of many styles, ever. Fortuntely many of her
recordings are still available.

6 Aleald de Guadsira, a8 town im the Provinee of Sevilla. Not o be
mistaken for Aleald de Henares, near Madrid, & lown of hisioric
significance, bul of no flamenco interest.

7 Merced Femander Varpas, "La Semela”, (Jerez, 1834.Utrcra,
1912), repuledly e cantaora with an intense and passionate style.

8 Juan Moreno Jiménez, "Juaniquin”, (Jerez, 1862-Sanlticar, 1946).
Lived his entire life in a hut near Lebrija and Utrera, where
aficionadas would flock 10 listen him sing 2 palo seco (without a
guilar). Reputedly a master of the soled.

NANO DE JEREZ

{from: ARBC de Sevilla hme 12, 1987; sent and wransiated by El Tio
Paco]
by José Antonio Blizquez

He belongs 1o that group of young “veterans” of a Mmindred
baules; he knows his business, the effort of giving himself entirely
to his profession, and Ffinding, like mmmy octhers, Lhe mesger
financial Tewards from day to day, from dawn to dawn. Nano de Jerez
is Ffirst class, even if he is not among those who make the
headlines. Maybe il is a macter of luck, or not being in the clique
chosen by the powerful minorities who coniral the flamenco scene -
- a scene which, unfortunately, has became somewhat stale, and one
that ¢en collapse dramatically, because the crisis in the world of
Namenco is evident.

Nano de Jerez, Cayetano Ferninder, the “fragmn” (blacksmith
shop) of Tip Juane and his ancestors. Tio Juane is a blood relative
of Adela la de Chaguets, and those bonds express themselves through
Nano’s sounds. The vineyard and the salt flas. But Nana is
quintessentially a "Jerezano”...

"] was haptized in Sen Miguel" [Translator's Note: 17th Cenhury
Church next door to the El Carbonero’s Guilar Academy, and a few
steps away from Cristobal El Jerezamo’s Dance Studio.] "It was there
they sprinkled the [holy] water on Menuel Torre, La Paguers, Lola
Flores, Agujetas’ father {the Elder].. My matemal grandmother sang
and danced very well I am in this becquse of a very nawmral reason;
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shauld present something new and not rehash material available
elsewhere oplayed by 13 crealor. In peneral, other peoples
compasitions belong in the night club or on the conceri stage, not
on a record. PBul in this case, I mmght modify that stalement.
Sabicas’ records are no longer available 1o the general public and
that gives new versions legilimale value. In addition, Hollowell
seems t© have modified many of the pieces substantially; only
"Piropo 2 Galieia,” a collection of bagpipe melodies from Galieia,
arkl "Mi Albaicin,” a farruea, seems 0 be elose to the onginals,
although I'm not about 1o go through all my Sabicas records to find
out. These two pleces are among Lhe best on the record, elearly and
ranquilly played. T een't say the same for the other three.
"Scntimiento QGitano,” & sipuiriyas, 1s played so0 fast, so delicately,
and with such little sense of importance, that it is not a siguiriya w
me.  "Guadelquivir,” supposedly a zorango, is, for the most pad, a
sct of variations on "Los Cuarro Muleros” the old folk wmne por
bulerias, and the "Zapateado en Re" is just played too fast to be
clean and appreciated —— the siow parts are great

The "Malagnefia” of Lecuona is nicely done with a full, eche-
supported sound, and the “"Zambra Mora", a colleclion of waditional
varjadons in D tuning eomes off well. Before locking at David’s
original pieces, here is some background: Born in Toranto, Canada,
he began formal guitar study at ape twelve. He studicd afl a musie
school, loured with flamenco dancers and, at age twenty-three, went
te Spain. There, he accompanied dance elasses of La Tati, Cintia,
Paco Femindez, Ciro, Manuela Carrasco, Concha Vargas, and
Manolo Marin, and studied puitar with David Serva, Guillermo Rios,
Juan Maya, and Nifio Miguel. His description of studies with Nifio
Migucl can be found following these reviews., Apparently he plays
many styles of guitar, end his large reperioire inelodes pieces by
Paco de Lucia, Escudero and others.

"0l¢, Flamenco" incindes three original pieces. "Ecos
Andaluzes"{sic], rondefias, has a Tairly cwanditional slow parl nicely
played, with a tremolo that moves from a Paco de Lucia melody to a
the copla melody. It then becomes a bulerfa accompanied by
dumbek. The idea is pood, but it never really poes anywhere and the
drum doesn't add much. The soleares is porentially poad music, but
is played so Fast that is has little smength and rambles in a patiern
af a few melodies, some rhythm, end a stop. Then off again for
mare of the same. Each time it swops, T find myself hoping for a
slowdown and some profundity, but it just races off again. The
buleria, inappropriately named “Calles Jcrezanas”, is mosdy in A-
minor, 4 very un- Jerezana choice of key. There is speed and
melody, but the overall effect is very nervous and muddy.

In general, I find Hollowell's playing to be excellent when it is
slow and expressive. His Reyes guitar comes through well, wilh
enough sming mwise and snap 1 make it flamenco sounding. Rut
speed ruins a lot of the musie — not so0 mueh because the technigque
falls off {there is a little of that), but because the playing becomes
light and ticky-tacky, the sound “classical” and muddy. A litde
slower, with more snap and expression in the fast passapes, would
creale some very salisfactory flamenco puilar playing.

To order this record, send $8.00 wo:
David Hollowell
P.O. Box 2435
Austn, TX 78768

* o %

Part II; A Second Opinion

by Guiliermo Salazar

It is a bit diffieul: w review a record by a flamenco puiterist who

i5 not born and raised in Spain. Te compare him to the top

professionals in the feld would be 1o throw him o the lions. David

Hollowell, from Canada, hss recorded this umpresumpiious solo

guitar record. I was immedalely impressed with the liner notes: no
bragging and down to earth.

Of the ten selectioms, five are note-for-note renditions of Sabicas
compositions, Iwo are waditionel, and three are his own
composilions.  Lel's start to investigate this album by separaling its
strong and weak points.

In general, David shows these srong points on his debul album:
a) lols of knowledge and variety, b) enthusiasm, pizazz, and lave for
flamenco guitar, ¢} good musical ear, d) potential for creativity on a
larger scale, &) good tome end flameneo sound, [) good flamenca
thumb end rasgueadn, and g) clean arpegios.

On the olher hand, my Teeling is that David, 2 diamond in the
rough, needs more sessoning bcfore remurning o the recording
studio. He eertainly has the makings of a fine flamenco soloist, but
on this album he has the following shericomings, in my opinion: a)
failure to play within his limitations of technique, b) reciting as
opposed o interpreting, plus e) occasional rushing,

Overall, 1 like David's album and would recommend it 1o
eny serious student of solo flamenco guitar who might be thinking
about making a record. Probably, a record like this would not be
released in Spain, since promising guilarisls usually do mot produce
thier own records. It is much more desirable o catch on with a
record compeny snd have them do the recording and subsequent
promotion.  Bul the non-Spanish flamenco puitarist would do well ©
promote himself and pain entrepreneurial skills. So, if the listener
must use comparisonl in judging tus or amy album of a mon-
Spaniard, compare him 10 yourself instead of w Sabicas. How does
the album sound when you compare it o some of your 1apes? If you
domt have any rapes, make some and compare them. The serious
players know what I am talking about. 1i's the pseudo-sophisticaied
or the isolated "big fish in a small pond” that would use David
Hollowcll's album as a dart board]

David, who has lived in Spain and now resides in Auslin,
Texas, could lake heart by listening 1o the albums of one of his
leachers: Guillermo Rios. Nolice how Ribs improved by his second
recarding -— not that the first one isn't good. Also, I'd Lke w
welcome David Hollowell w0 the group of non-Spanish flamenco
guitarists who have recorded albums or cassetles either on their own
or commereially. Some of them: Guillerme Rios, Dennis Kosler,
Gene St Louis, Peter Evans, Anita Sheer, Ranald Radford, Michael
and Anthony Hauser, Guillermo Salazar, James Fawcen and Martin
Walker, Philip John Lee, Chris Carnes, Ismael Barajas, Juan Martin,
Gino D'Aun, Rodrige, Ian Davies, Willie Champion (El Curro),
Antonitas dHavila, Carlos Lomas, Gerardo Alcald, David Serva
(David Janes), Agustin de Mello, the “cantaora” Elena Marbella

(Elaine Dames), and (he dancer José Grego.
P

Part IT1: With NinoMiguel In Huelva

by David Hollowell
I arrived in Sevilla, May 1981, afler henging eround the Madrid
Bar, Moca, Amor de Diés Studics, and Pefia scene for four months. 1
studied mosdy with David Jones and he supgested thal 1 should head
south to see the flamenco festvals. I had heard of Manolo Marin
from the "Madrid Three", meaning La Cintia, Charo and Concha, so 1
ended up at his old studio, where 1 stayed and played daily Tor the
next seven months. At that time, a greal Japanese guitarist named
“Taketo” was number one pccompaniest, so I sat beside him leamning
w play for Manolo's dances.

That summer, Manclo was teaching general dance elasses at
a pefia in Huelva, where the lependary guitarist Nifio Miguel was
also teaching a general guitar elass. Manolo invited Taketo and me
10 commute with him twice weekly so we could meet and study with
Migucl. Although Manolo drove his new Renault like & lunate, we
kmew thal waiching Nific Miguel would well be worth he tisk.
After petting over my initial complete and total astonishment
from walching Nific Migue! play up close, I was able to leam some
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greel musical ideas from him. I knew only fifieen words of Spanish
then; Nifio Miguel didn't seem to care about talking anyway, so we
got alang fine. I remember he taught me the incredible "Guajiras de
Lucia" by Paco (on the Fantasia disc), which he would play even
faster and cleaner than the original. I had a version of the jazz
classic "My Favorite Things" which I played “por tulerfas” and this
excited Miguel quite a bit, so we had an exchange sysiem where I
would show him jezz tmnes and Chuck Berry stuff and he would show
me his material and Paco’s pieces. Although I spent only maybe
twenty hours with him, I think those days in Huelva meant more to
me than shidies with any other teacher. Even back in the Fall of
1981, Nino Miguel was already plagued by problems of incredible
proportion and I've heard since that he no longer plays at all. His
tonality and techniques opened many doors o Lhe great young
flamenco players of today, namely Rephael Riqueni, Nifio Jero, and
of course, Tomaiilo.

One can speculale a5 lo why ineredible talents like Nifio Miguel
never become commercial successes. There are mamy prequisites
involved in the music businets, a few hasic ones being: Having
contrel of your personat life, having a keen business sense (or at
least decent management) and of course, in this world, being able w©
speak English [ believe Nifio Miguel's two albums were recorded in
the mid-1970°s, when Paco de Lucia was already a huge success.
Perhaps Nifio Miguel never had the chance to leave Spain and pursue
a solo career. Maybe he didn't want 0. As [ said, Miguel didnt
lalk much, but from what [ gethered henging around that Pefia in
Huelva, his personal life was out of control, he had no business
sense and was happy just 1w hang around Huelva Even back in
1981 his two fine records, "Diferente” and *La Guitarra de Nifio
Miguel”, could be found only in the "delete” bins al the Corte Inglis
in Sevilla They are two of my prized artifacts from Spain — next
i a really choice “Scebees” T-shirt 1 gol when I was playing
Country Western music and Rock 'n Roll at the ROTA Navy Base
near Pueno de Santa Maria for thireen months back in 1983-1934.

For most of us who have swmdied with teachers in Spain, il's a
rule that, just becanse lhey play great doesn't mean (hat they can
teach. My advice to anybody who goes over there to lean solo
malerial is to have a8 many bicks or falsetas down as passible
before you go. These will enable you w sit amund the dance studios
and swep music with the locals. for example, [ traded Chet Aikins'
version of "Take Five” for Paco's zapateado and, lasi year, when I
was in Madrid for five months, [ was showing all sors of players
Eddie Van Halen's two hand hammer on-slur tricks in exchange for
all sorts of great flemenco wricks. This meay sound wierd, bt guitar
is guitar and all the young players over in Spain ere experimenting
with all sorts of tomes and techniques. Any way that you can
become accepled is worth uying. On my trips over there, I by
lemn "anything by anybody,” because I'm interested in solo guitar
playing. [ live in Austin, Texas, now where I can aclively play
Rockablilly and Country Western Bands, which I've alwrys done,
and I'm working on my career as a concert {lamenco guitarist,

f
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FISL. NEWSLETTER

Introduction by Paco Sevilla

The FISL Newsletler frst appeared on Lhe American flamenco
scere in 1968, A group in New York, under the leadership of Morre
Zstania, 2 guitarist, had organized The Flamenco Information Service
Library for the purpose of collecting flamenco malerial, making il
available 1o aficionados, and furthering flamenco in as many ways
as possible. The newiever was lovingly hand.-assembled (I belicve
it was rypeset and prinled by hand - there was no phowcopy back
then) and mailed out monthly at a redicWlousdy low price. What g
thrill it was for aficionados to get something in the mail about
flamenco. 1 can recall being extremely excited zach ume a new
issue arrived and would read it over many times. In its Lhird year it
began to falter-- imevitable when all the work is dome by a few
peaple -- and by 1971 came tw &n end. with the Zantanias going o
Spain.

Over the vears, Jaleo has published many of the fine articles from
thal newslctter, bt 1 thooght it would be fun 1o shere some entire
issues with today’s aficionados, including all of the ads and letters
to the edilor. You mey recognize many names --people who are well-
known now, but were just starung back then, or people who have
now retirad.

Here is the first issue Lhat was published, along with one page in
its original form.

"k
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EDTORIAL

You have before you the first issne of a much-needed monthly
publication which comes after a number of similar projects which
have folded for one reason or another. The newsletizr is a non-
proflit publication. A conuibution of $1.00 for the remainder of the
year, (B issues), is asked to help defray the costs of mailing and
printing.

The letter is another service offered to flamenens by the
FLAMENCO INFORMATICN SERVICE LIBRARY. The library and
its services may be new to some readers so a general deseription is
in order.

The idea for the library originated in 1952 when I came o New
York to further my smdies of the guitar and apply what [ knew with
other flamencos. After having much difficulty meeting people and
finding conditions which were condusive to learning, [ realized the
need for &n organization which could provide opportunities for
study, wauld not be prejudiced, and could fumish information at the
least possible expense. In 1966 the FILS.L. was established 1o
meet this need.

Last year the hbrary sponsored America's first Festival of Cante
Flamenco, (upe available on request), which will be held annually.
This year's will be in Oclober - watch newsletter for exact date.

In conjunction with Carol Whimey and the directory commitlee
of San Diego the lhrary worked w0 encourage [lamencos in New
York and other arcas fo participate in the direclory which was
published rocenlly and has already proven 1o be very useful.

At the present ume the lkbrary includes books, records,
magazines, programs, pictures and music. Also available for study
and duplication is a large collection of tapes - separate lape for
every thythm o facilitae smady.

Fuwure issues will carry a more dewiled descripion of (hese and

other services. Call or wrile for more information.
E I ]

CURRENT EVENTS

NEW YORK: Mana Alba snd company were at Brooklyn
College on April 6. The company consisted of dancers Roberto
Canagena, Alonso Cano, Liliana Morales, Deardra Correa, Alicia
Laura, and Roberto Laureans. Guitarist was Adonis Puertas, singer
Chinin de Triana, end piamist Raymond Sachse. Program: verdiales,
guajira, tangillo, seguiriyas, por solea, Columbien suitz, granaina
guitar solo, serranas, Brio a Tres - de Falla, soleares, rumba,
alegrias, bulerias, caracoles.

The Galan sisters, Rosaric and Esperanza, who recently returned
from South America will open up the new Chatzan Madrid located m
the Hotel Lexinglon at 48th St. end Lexington Ave. on Thursday,
April 18,  Company inchides Juan Tapia, Salvadar Napoliteno,
Carolina and Diana Ramil Silvia Alvarado (wife of Domingo
Alvarado), and Mana Arshan.  Guitarist is Leo Heredin, singer,
Domigo Alvarado,

Presently at the Chateau, Emilia Rivas with Jesus RamoS and
Elena Areces with guitarists Emilio Prados and José Manuel Oriega.
In the Mamenco bar at the Chateau are flamenco singer Simon
Scrrano and guitarist Rafael Manzano.

Dancers Roberto Lorca and Rosamar are appearing at the Alameda
Room of the Great Northen Hotel from April 9 1o May 5 with

guitarist Morre Zaniania in 2 predominately orchestra show,

Flamenco singer Paco Orix and guitarist Pedm Coares appear
nightly, {except Sunday), at (he restaurant Meson El Cid.

Guirarist Juan José Cores, (brother of Pedro Cones), is playing
nightly, (except Tuesday), ar the Cafe Madrid on 14th §t.

Guitarist-singer Roberto Gonzalez appearing semi-regularly at the
Good Table restauran

Rafael de Cordeba and company are caming soon to the Lalin
Quaner,

There are nuwnors thal a popular West Village coffee-house and
meeting-place for flamencos will soon open a flamenco tablao where
anyone would be invited to participate. Expected o be ready by mid-
sumumer.

One of New York's foremost bats-makers, Luis Rodriguez, has
left for Spain for an indefinite period o smdy and enjoy the
flamenco.

Also in Spain this month are dancers Antonio Jimenez, Lucila
Coral, and Rafael Sanuna.

Nina-Louise and company will appear at the Camepgie Recital
Hall on May 8. Company will include dancer Luis Liciaga, singer-
dancer Anlonio de Jesus, Vincentz de Messina, and Roberto de los
Reyes.

Guitarist Alberto Fialle playing regularly at Frini Restaurant
271 Amsterdam Ave.

Guitarist Roberto Aguilar is at the Jai Alai Restaurant, 82 Bank
St in the village.

At the Cale Renaissance, 338 East 49th, guitarist Felipe Gayo.

The Rincon de Espafia, 226 Thompson, feamres El Loco Luis,
puitarist

Starting April 28, Carlos Ibafez will appear Sundays ar La Fonda
del Sol with two dancers and guitarists Emilio Prado.

PHILADELPHIA: Super-colossal juerga in honor of Carol
Whimey (Directory Committee of Ssn Diepo), who is moving east
this month. To be held April 27 at the home of Mimi Bitdng.
Many New Yorkers expected o atlend.

Nina-Louise and Company (sce adjacent column for names),
appearing at the Officer’s Club of the Philadelphia Naval Base on
Friday night, April 26.

[Philadelphia correspondent - M. Bining]

SAN DIEGO: Guitarist Crisicbal de Moron has lefl for Spain
for an indefinile stay.

[S§an Diego comrespondent - C. Whimey]

SAN ANTONIO: Luisa Triena and Company are performing
regularly ar the "Hemisfair.”

At the Texas pavilion El Curro and his roupe perform daily, then
hustle over lo the River Theatre for the Fiesta Noche del Rio.

Paco Ruir &nd his newly assembled group are ar the Spanish
Pavilion. [San Antonio correspondent - G. E. Buss]

NEW JERSEY: Maria Alba and Comperny (see page 1. column
2 for names), appeared last week al the Paper Mill Playhouse.

[The FISLeter needs comespondentis in meny cities. [If you would
like 1o help or know of someone, please wrile as spon as possible.
Note: deadlines are on the fifieenth of every month.)

RHYTHEM OF THE MONTH
An informative monthly colurrm which will explore,
the many different styles of flamenco.

SERRANAS
by E. Zatania
Serranas is a cante most aficionados have heard of, but few know
anything about. Te be sure, it is not the smff juerges are made of.
Yet semranas has e special quality and an umexplored potential which
make it unique in the world of canie and therefore worthy of
considerauon.
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The carly origins of serranas are lost in the sierra of Ronda (or
Cordoba, depending on which flamencologist you believe). The
canle was onginally sung a pale  seco (without musical
accomnpaniment) and in time acquircd the compas of verdiales and
later, of Lhe siguiriyas which is the compas that is nearly alwaysl
usad 1oday.

According 1o Antonio Mairena and Ricarde Moling (Mundos v
Formas del Cante Flamenco), "semanas was a popular song that had
the good formne to become flamencoized amund the middle of the
19th century.”

As its name implies, serranas is a song of the people that
inhabit the mounlains or sterras. The content of jls verses nearly
always deals with bandits, shephords, or fugitives and rarely with
that ever-popular flamenco subject love.  This characieristic,
combined with the fact (hat serranas lacks the gvpsy words and
cormuptions of words found in most other centes, is evidence of the
fact that we are studying a cante which is much mere Andalusian-
influenced then gypsy.

The music of serranas is slow and solemn, waditionally played
por arriba (E' position), rather then por medio (A’ position), which
1s the waditonal key of siguiriyas. Serranas is seldom sung by a
wormnan - it is a masculine-sounding cante,

The literary structure is generally a seven-line copla, the Isi,
3rd, and 6th lines contaning seven ayllables each, and the
remaining lines, five sylables each, meking it a classic seguidillaz,
net a siguiriyes.

Working from this seven line letra the singer adds many repeats
which increase the gravity of the cante. The following popular
copla:

Por la Sierra Morena
va una parfia
y al capitan le llanan
José Maria.
No sera preso
mientras sit jaca torda
fenga pescuezo.

might be sung as follows:
Va una partia
Va una partia
Vas una partia
por la sierra Morena
por la Sierra Morena
va una partia
ay... .
va una parlia

Va una partia

y al capitan le flaman
y al capitan le liaman
Jasé Maria.

No sera preso
rmientras su jacd torda
tenga pescuero
mientras su jaca torda
tenga pescueszo.

Nole that the abave is divided into three sections. The first two
sections may be thought of as the actual copla, and the thivd part as
a sorl of ending or cembip since musically it is different from the
preceding parts. There is yet another piece which may or may not

be added. 1t is variously known as the remaie the macha, the
cambio, elc. However, the easiest way of referring to this piece is
the "siguiriya™ since that is exaclly what it is. 1t is & copla with the
unmistakeable meoter of siguiriya (the 12 syllable third line for
instance), and may be sung "por siguinya®.  Furthermore, the
siguiriya is pocticelly unrclated 10 the copla of serranas which il
follows. Unlike the cnding used above ('no sera preso.."), it is nat
a continuavon of the swry line of the copla, and the same siguiriva
can be used for many different coplas.
Here are two of thc most popular siguiriyas used as endings to

serranas. First, the siguiriya of Maria Borrico (1818-1880):

Dice mi campafera

que Ac la quiero.

Cuanda la miro, la mire a la cara

y el sentido pierdo.

and the siguiriya of Tomas El Niwi (1830-1890), based on thar of
his teacher, Diego El Fillo (1800-1860):

Arbolito del campo

riega &l rocita

come ya riega las piedras de tu calle

con lanio ria.

Note that the above are sung swaight through without repeats or
long wails. 1 is belicved that the practice of ending serranas with
siguiriya began with Silveric Franconetti (1825-1893).

One important characleristic of serramtas that we have not
discussed is the use of "zy" passages in the two main parts of the
cople (To see where these passages occur see (he breskdown of the
copla, page 3, column 2). In these parts Lhe singer ascends a
complete scale played on the guitar as follows: E, F, G, A, F, and
then falls rapidly again back W the original E, all of which has a
very dramatic effect.  This peculiar characteristic, and the fact tha
the copla is divided inlo two main parls and ended with a dissimilar
canle, show the swong similarities serranss has with the cafia.
Serranas is also closely related to polo and livianas, the later of
which is used by some singers 1o introdoce the cante of scrranas.

The first recognized master of serranas was Silverno Franconell
(1825-1893), who played an important pant in the developement and
popularization of this cante. Hiz tradition was faithfully carried on
by Antonic Sitva, "El Portugues”, Femando "El Herrero", (1880-
1945), Antonic Rengel, (1900-1961), and todays Pepe el de la
Matrona, (1887).

Antonic Ruiz Scler, (1916), was the first 1o dance serranas, bul,
it must be noted, this was shortly afier Vicente Escudero, (1895),
made the initizl break-lhrough in 1940 by setting slops lo the never-
before danced siguiriyas.

Hispavox HH 1202 and HH 10-25%, and Kristal KS 1137«
among the many records conlaining cxcellent examples of serranas.

*x ¥

LA GLUITARRA FLAMENCA
B. Zem
[A monthly column which will consider certain aspects of lhe
flamence guitar; the hislorical background, later developements, and
the presenu scene among loday's constructors in Spain.]

Since weTre discussing the Flamenco Guitar, we can happily
dispense with people like Ziryab of Baghdad (who, in the story,
perfected the Arabic oud, which evolved into the Europemn lule), and

(1) According tw Hipolilo Rossy, ('Teoaria del Cante Jondo"), there are guitarisis who abandon the rhythm of siguiriya for verdiales at the
beginning of the macho {ending), although personally T have never heard this done.

(2) Seguidiila

is an old poetic folk style in which the limes confain five, six, or scven syllables each as opposed to the comumon eight

gyllable lines to be found in nearly all the other flamenco cantes. Other seguidillas are alegrias de Cordobs, cerain other cantifias, sevillanas

and liviannas, from whom semrenas often borrows words.
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just state that guilars were little, shallow things with linle, shallow
sounds umtil well into the 1800s. This didn't really bother
anybody, because the flamencos were sitling at home end Singing
everything unaccompanied anyway.

A Spanish carpenter from San Sebastian de Almeria, Anionio de
Torres Jurado, (1817-1892), was (he penius who virally creawed the
guitar. He saw that the sound was being tremsmitted to the sound-
box inefficiently, that free vibration of the top was mn
impossibility, and that the sound was being extnguished in the box
for lack of deplh in which to resonate.

He sat down and perfected (possibly invented), modem fan
bracing (gencrally seven sbuts) in order 10 mransmit vibrations
throughout the main resounding area of the top (the area behind Lhe
sound hole) so that it vibraled as a unit He gready enlarged the
volume of the box, and somchow hit upon lhe great basic guitar
cutline which has never been significantly alrered. He [fixed the
sting length (at 650 millimeters), with equally perfect resulis. He
inuired that the wwp of the guitar was the all-important sound-
prodocing element, and even built a guitsr with back and sides of
papier-nache to prove that such an instument could produce
excellent sound. He leamed w work with lighter woods that
produced more sound, end he planed them down farther than had been
thought possible.  He improved vernishing methoeds. In other
words, he just penerally embarrassed all his predecessors.

But one contribudon of Anwmio Torres is often overlooked.
According to Spain's presenz builders it was Tomes who first
ailempted 10 distinguish the flamenco guitar from the classical
guitar. His emly efforts Jed 10 the present consmiction methods,
whereby  flamenco  guitars are constructed of light cypress on back
and sides for a brilliant (sherp, raspy, tirmy, hard, etc.) sound while
classical puitars employ heavy rosewood--and broader dimensicns—-o
produce a meliow (rich, pure, deep, eic.} sourd.

The Torres design advances came just in time, tco. Flamenco had
hit the boards as mass enterlainment (the Cale Cantante era was
developing afier the 1350%, along with Torres’ guitars), and there
was o market for a louder, finer accompanying instrument, especially
onc upon which a far-out technician could even dare to atiempt an
individual-note falsela between all the rasgueado chords.

While most of Tomres' produclion ultimately went towards the
classical puitar, he was the determining inflience on the flamerco
guiter as well, due primarily to the adaptation of Tomes’ methods by

the great Manuel Ramirez.
'y

BIOGRAPHY OF THE MONTH
(JACINTO ALMADEN 1899.1568)

Jacinic Amtolin Gallego was born in 1899 10 a mining family and
spent his early years in the sad, dark mines of Lurcajo, Romanillo,
and Puerto Llano near the lown of Almaden. These depressing
surroundings eventvally became the inspiration for Jacinte's moving
interpretations of the “"canles de las minas” including taranto,
Laranta, carlagenera, and murciana,

Jacinto, who became affectionstely known 1o flamencos as El
Nific de Almaden, made his professional debut in 1918 i the
Kursaal Magdalena with e help of a then wel-¥mown singer, Nifio
de Genil.

He went on 0 become one of the grealest mterpreiers of the
Chacon school of cane including all the “cantes de levante” and
other Andalusian-inspired flamenco.

He is probably best remembered for his numerous bands with
Pericc el del! Lunar on the now-famous Westminsier Chispavox)
anthology (HH 1201-2-3) which was the first of ils kind, made some
ien years ago. ©On the entholegy Jacinto displeys his diverse
knowledge of the cante singing carecoles, polo, and tiemos as well
as his specialies, granaina, media granaina, rondefia, malaguefia,

and laranio.

Jacinio’s voice had a soft, heunting quality with momentss of
roughness that gave his cante great besury,

Nife de Almaden was a scholar of flamenco, incensely interested
in preservation of the "cante puro”, and tock part in many cultural
programs and festivals.

For many vyears Jacinto devoled himself w the art and his
urrimely death in a car accident last Janpary was & great loss Lo the
world of flamenco.

LB

NEW BOOKS AND RECORDS

BOOKS:

Slone, Irving.  Classic Gujtar Constrgrion. EP. Dutton and
Company, New York, 1966, Complete swep-by-step instructoms for
the building of classical and flamenco puitars. Many daigrams and
photographs, Ninety- five pages. In English.

Hecht, Paul. The Wind Cried. The Dial Press, New York, 1968.
Facmal account of the author's experiences in Spain, parceulardy
Milaga, swudying puitar and cante accompanimeni. Contains letras
w 100 coplas with (ranslations, a glossary of flamenco terms,
bibliography and discography. One hundred eighty-six pages. In
English.

RECORDS:

Hamenco! Lucero Tena Hispavex HH 10-339 (LP). Lucern Tema -

dancing & palilios, Victor Monje “Semanito” - guitar, Contains
bulerias, guajiras, cafia, zapateado, parrolin, colombiana, romeras,
tnges, sevillanas, siguiriyas,

Enrique Morente, Cante Flamenco.  Hispavex HH 16-632 (45
tan).  Enrigue Morente - cantaor, Felix de Utera guitarist.
Comains martinele, malaguefia, solen, cemes de Frasguite Hierba-
buena. .

o Memoriam Jagine Almaden Hispavex HHIS-662 (45rpm).
Nific de Almaden - cantacr, Pefico el del Lunar - guitarist Cenlzins
rondefias, granaina vy media gransina, polo, ceracoles de Chacon
Originally recorded on Hispavox anthology HH 1201-2-3.

* b ok

ADYERTISEMENTS

GUITARS OF SPAIN, LTD. An independent direct-importing concém
specializing in the great flamenco and classical guitars, new and
used, by Conueras, Chica, Alvarez, Ramirez, Esteso, Femnandez,
Barbero, and others. Compare our prices. 134 W. 88th Sr, New
York, NY. 10024, (B. Zemn, direcior)

OLD G RS. Ramirez, 1952; Sanws Hemandez, 1932, pegs;
YVicenle Arias, 18394, machine. Call Felipe Oaye 212/YU-8.3952,
CONDE _HERMANOS (Scbrinos de Dorningo Esteso), 1965. Pegs,
{(was machine), §200. Call 212/586-4845.

PERSONAL ADS are placed free of charge. Licensed bussinesses are
asked a contribution. Ads should not exceed 30 words. We reserve
the right to exclude ads which we do not feel would be of intmterest
1o the flamenco community.

1968 DIRECTORY OF FLAMENCO ARTISTS To order please send
conribmion of $1.00  Bill Swnley, 7229 1/ El Cajon Blvd, San
Diego, Calilornia 92115,

FOR_HSL SUBSCRIPTION send your one dollar contribulion 1o the
FLAMENCO INFORMATION SERVICE LIBRARY, 404 West 48th Sr,
New York, N.Y. 10036, 10 help cover mailing and printing costs (of
the newsletter) for this year. Thank you.
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FLAMENCO CONFUSION,

Alter visiing a few places in Cauluia, a friend of mine
commented that the peaple there were the closest thing he has ever
seen o Americans., “The Catalans are the 'americanos’ of Spain”, he
emphatically declared. That got me lo lhinking about a few things:
What place do Americans have in flamenco, if any at ell? Wouldn't
most American flamencos be much more comfortable studying dance
and puitar in & place like Barcelonn, Valencia, or even
Torremolinos? Most Americans seem 10 scparate themselves from
lhe gypsies or the so-called real [amenco, be it gypsy or andaluz.
In their psyches there is a fecling that (heirs is not the wue or real
jlem, and of coume the gypsies seem w encourage this. Some
Spaniards even refer 1 us  American flamencos as  "los
flamenquillos”, & texm that shows both contempt and  affection;
contempt since the "flamenquillns” may competc for contracts, and
affection since the “flamenquillos’ are Lhe concert goers, record
buyers, students, and friends of the Spanish [lamencos.

Obvicusly flamenco has enriched the life of the ordinary
"flamenquillo”. Conversely, the ""Mamenguillo” has affecled, if not
emriched the life of the MNamencos both of Spain and transplanted
Spaniards. Let’s use the word “affected™ instead of "enriched®, since
many Americans to inlo flamenco as a rejection of their own way of
life.

So, whal are the consequences of this Amencan invalvernent and
marriage with flamenco? It has got lo show up somehow m the
thinking of the Spamards or somewhere I the flamenco world al
large. Here is a list of things that the American and the Spanish
flamenco secm lo have in commom.  Lets remember that the
American psyche is an ecleclic blend of anecient cultures with modem
philosophies and technology. The American generally fecls that he
personelly has come up with all this, end is living his life in the
memmer (hat he has chosen:

1) The Bible

a) Jewish sacred 1exis: among he many examples that could be
cited, one stands out: David and Goliath! A pood example of this is
the case of Diego del Gagor. Diego, while not a guitanst in the
forefront of Mlamenco, was cheered on and pushed inlo the David roll
by his American friend, Donn Pohren. Goliath, it seems, was the
concert flamenco guilanist in genmeral, who at the time was enjoying
so uch popularity in the United States.

b) The New Testament the suffering and crucifivion of Christ.
Flamenco has much in common with America here: America (USA)
was populared by many FEuropean types who were fleeing
oppression: The Irsh, the Italian, the Eastern Europeans, etc. Even
the blacks were persecuted here and came up with their own art form,
which is often compared with flamenco — the blucs. Even the Jews
in America were and are stll discriminated against. In what better
place could flamenco thrive outside of Spain that the United States
of America, where everyone sull has a soft spot in his heart for
anyone resembling a Christ figure? The pypsy experience was mot
unlike that of their American counterparts.

2) Hindu Karma

a) This is much more difficult o see! Karma more or less could
be defined as a force generated by a person's aclions L perpetuate
wensmigration and have certpin consequences on ome's next life.

The Americans and the gypsics share a king of "fast food Karma”
They both seem to feel that "what goes around comes around”, but
has repercussions in this life.  Some even go so far as 1o dance
flamenco with a knife! Many gypsies cary knives, and many
Americans carry guns in their autcrnobiles or on their person. Let
me assure you thal these apparently diverse peoples are in no way
incompatible with one another. Immediacy is the mle! Don't teli
me that a gypsy has never ever gone inta 2 Mc Donald's fast food
reslaurant. I don't believe you. "Microwave karma” gives immediate
results, hence the knife symbolism.

3) Buddhlsm:

a) This philosophy seems to have crept inlo the psyche of the
American and Spanish [lamencos also, It also has Lhe concepl of
karma since it was more or less an outgrowth of Hinduism; so the
"fast food" or “microwave” rype of karma would be the first
connection. It seems (hat flamencos would never meed a "mantra”
with all of those repetitive rythms, thongh. The eastern wisdom of
"be here mow” or "live in the present” has been slighily changed by
the gypsies and pleasure scekmg American inw: “live for the
moment.”

4) Hollywouod

a) American movics arc extremely populer in Spain. If the people
enjoy Llhe same movies, ii stands W rason Lhat they must have much
in common either before the movie, or as a result of what velues are
diffused by the movie.

The muth is that Spain and [lamenco are becoming much more
Americanized, than America 8 becoming f[lamencoized The large
pool of things that are held in common will make it easier for the
rest of the Amencan cullure to be swallowed up by the Spainsh, if
that is what they want  Already there is Visa, Bank Americard,
MasterCard, McDonalds, Pizza Hul, Burger King, American Express,
Wendy's, Coca Cola, Pepsi Cola, plus all the American films
playing, and the constant barrage of Amenean and Bntish rock 'n
roll on the many FM stations iwenty-four howrs a day, There are
live appearances by Amercan artists all over Spain, including
Andalucia, spreading their music and Americen T-shirs all over
There are young Spanish boys and girls walking down the sueets
while lip-synching the words w Amencan and British songs. Ch,
yes, and | haven'l even mentioned what is on ielevision! Aml donll
forget the summertime wave of Amencan tourists, and lasl but not
least the "Mamenquillos” who go 1o Spain to lean and swdy
flamenco, and who alsp suck out like & sore thumb to the older
Spaniards, but are indistunguishable from many of the young
Americanized Spaniards. Now how can I surprise anyone that
flamenco is changing?  Flamence is a part of Spains whole
movment of change, so like it or not, it will move abong wo.

If "El Cabremo” can mention Rouald Reagan in one of his cames,
then what is next? Perhaps Abraham Lincoln, George Washingtom,
he Spanish American War, Thomas Jefferson, Davy Crockeu, apple
pie and Cheverolet? Might as well ss in the Easter Bunny and
Santa Claus!

--Guillermo Salazar
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DANCE AND YOUR DIET

Last spring, while visiting Spain, we noticed the usnmal invasion
of McDonald's, Wendy's, Burger Kings, and other fast food places.
We had an interesling surprise while we were in Sevilla, “the cradle
of Mamenco.” We found a "health food resiauranw” This restaurant,
located in [he heart of the city, feamred veggy salads, heallth soups,
carrot cake and fresh fruit juices. This was very interesting in (he
country of delicious tapas sosked m olive oil, swang coffee, lols of
fried food, porras, churres, and a large diet of wine &nd cigareues.
While 1 have indulged mysell with years of smoking {I quit in
1971), plenty of wine (a bit with dinner nowadays) and lows of years
of cating tapas and delicious Spanish food (fried and otherwise), 1
have, in the last 15 years, developed a great respect for taking care
of my body, especially my dancer's body.

It scems that young people with young bodies have great
resilience with regard w all kinds of food abuse, stecp abuse and
many forms of dissipaion. One sees many youmg dencers, ballet,
Mamenco, jazz, modern, you name it barely out of grade school,
living on cigaretes, diet cokes and, m Spain, cafe solo, wine and
sweel rolls. Not that many do not eat well, but it is & common
sight 1 sez young dancers working their bodies and not being too
concemed about what they eat

I will not get inw drugs in this article, but suffice 0 say Lhat
dancing well and taking dance as a serious art is no compatible with
drugs. Drugs are mti-dance, ant-life.

Bodies change over the years and, just about the dme a dancer has
studied o A point of amiving al a mamre performing artist, his or
her body is changing. The body becomes less resilient to abuse and
the metsbolism begins w cry out for mform. This age of change is
different for zach individual, but let us say lae 20's through the 40's
to star. I remember thar I could eat anything, including thick milk
shakes, lots of beef, pasties, and all types of fauening foods and
easily keep my waisiline and my wieght in check. When I was
around 28 years old., things staned to change a bhit. 1 noficed that 1
had w "work™ at keeping rim end work at keeping my weight where
1 wanted it 1o be. I feel that a dancer, a flamenco dancer owes it to
himself or herself and the audience, if (he dancer iz a performing
artist, to have an aesihetically expressive body. I know that there
are many fine, heavy or thin dancers of fine aristry and many have
different shapes and sizes, 50 1 am not only talking just shape, but
am lalking about a healthy body as well as a body (hat is trim, with
a [lamenco line. Flamenco, like other dance forms, is expressing
moving sculplure as well as the feelings and emotions and artisiry of
the dancer. A hody should express the art, feeling, the craft and
technique, along wilh én emotional outlet that is wue. It showed a
huff-pulf cut of shape body.

When one starts w lake care of the bedy, of the self, your body
usually will tell you what is good for it, if only you listen.
Discipline cen surely play a part in this. Somelimes when your
body and mind say, "you have smoked encugh”, it takes will power
w stop, not just a weak desire from an uncomfortable body, but a
real desire for self improvement. I may not be easy to change your
earing habils for the betler, but that is when your priorities come in
w play. The excitement of a three-day juerga, with jerez and other
booze flowing on and on and (he room full of smoke, may be a
special; oceasion that brings out the best in [lamenco, but

somewhere along the line the body rebels. (I know fom these
juergas.) Somewhere along the line the dancer's body rebels, which
in reality is saying, "a bit of moderation please, il I am to funcdon
as a healthy dancer's body, able to perform the way that you want
with iis full polential”.

I carmot say exactly whal to eat or © set a special diet here,
because Lhis article is not to give absolules, as 1 have stated in other
articles, but I is to give positive thoughls to stimulate positive
thoughts and action in regards ® eating properly for you. I am
going on filty-three years of age and I love to dance and [ know that
1 want to squeeze out as much time from a healthy body as [ can, so
that I may coninue to experience this deep lave of dance. T want to
dance without being ashamed of a body that doez not respond, a
body that has given up hope of heing in a dancers shape.
Sometimes we think that exercise and dancing is enough to slay in
shape, bui your diet also plays a key mole in your shape. A good
diet should include the basic balance of frils end vegetables,
mirimum of red meats, a good balance of grains and pasta-fype
foods, lots of water, along with a balanced variety of goed common
sense. This start of these priorites will help maintain a body and
mind that dance beter.

It is a good idea to get a good bock on nutrition. Some myths
that need to change are that a big juicy steak gives a lot of power
and is healthy and gives strengih and energy. Acwally a good dish
of pasta pives more dance energy than a big beef sieak The key is
a "balanced” diet for your needs, a dict of moderation that has all of
the essentials of, prolein, fals, carbohydrates, vitamins, minerals,
ete. Listen w youor body, your dancer's body and remember, "zippers
do not lie". Adapt your body to the clothes tha you want to wear,
to the size that you want o be. Do not start leiting out pans and
dresses when you gain a few inches or a few pounds. Sculpt you
body, your dancer's body with a good diet that fits your body, good
thoughls of beatiful dance, and ocontinued inspiration W improve
your self, your art, your flamenco.

Do not think it un-flamenco if you do not drink or smoke. It is
only a bad cliché that says it is mare flamenco to do (hese things.
On the other side, you elso do not have to go w0 a so-called health
store to be heallhy. 1 started to listen w my body md, for me
personally, it said w swan the moming aff with some wype of fruit
or fruit juice, something with grain, whether bread, rolls, cereals and
fresh brewed coffee, of which I am doing more de-cal al this time. 1
have cut my coffee back w0 a few cups a day end feel betler for it. [
lunch simply here in the United States, soups, salads, maybe a
healthy sandwich. This way, I can work out in the allernoon
without fecling sluggieh., 1 dinmer on good cooked food, usually
baked or broiled something. My body says, "ot too much”. 1 like
a litde wine wilh dinner, but not oo much, as it makes me feel
aluggish, sleepy end a bit ill, and thal is fine, as it keeps me in
control. I like a bit of sweewss, who doesn't. As I said, listen to
vour inmer voice thal speaks bodily tuth. Sometimes our inmer
vaice hypnotizes us and says, "its alright 1o over-eat and dissipate.”
This happens to all of us, but the key to eatendimg our dance life is
in interpreting when our inner voice is wue or just focling us for our
own indulpgence.

Even though I am writing with thoughts of a dancer in mind,
everyone, of course, can benefit from a proper diet and proper eating
habits, Whether casual dancer of serious dancer or amyane who
wants to be in mne with his body, a balanced diel is essential for all
of the right reasens. If you are going w0 give a solo concert for
example, it is like mining for the olympics and you have to be
criical of your ealing habits.. The thought of a sole concert is the
intensity that 1 personally like to think about in regards w keeping
myself in shepe. This may seem a bit dramatic, but then the dancers
body is always reedy for self-improvement and that means better
flamenco. There will be people who malionalize (his article, citing
many cases of grear artiste of meny shapes and sizes who dissipate,
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drink and smoke all of their Lives. I have mo argument with people
who live their lives any way they want to, and there are many
people who live o be one hundred, smoking and drinking and eating
whatever and say Lhay they were mever sick a day in (heir lives.
That is all great. [ just say that we have one body and, the better we
take care of it, the better we feel 1o dance Lhe best thar we can-
Some people are bomn with the genes that enable Lhem to do
anylhing and they feel pood. Heredity does play a strong role in our
lives and that includes our eating habits. If you give an Eskimo a
large tossed preen salad, he may not digest it as well as he does his
high far diet of blubber and animal fats. A person from a warm
climate would have trouble digesting a side of whale blubber.

The key is in your personal dancer's body and, just es you get to
lkoww what is good 10 eal, 1o nourish it, so that you can be who you
want to be, wilh the food Lhat will not only make for a healthy body
10 live in, but a happy and joyous feeling in mind and spirk. Teo
become the dance, it takes a complete you. Listen, fcel, be al one
with your mind and body so that you can damce a4 joyous dance of
life and be in compés, be in mne with your highest potential as a
troe an expression.

Think of food 83 not only for the body but for Lhe soul, a healthy
body and soul that expresses your true flamenco self.  This "soul
food”® is really the aftitude wowards your body that is a respect for
your lotal self. Becoming the dence means becoming at one with
the self, and so the emtire diet for you is one that helps you find
your iptal dance self. In this day of fast food, fast computers, and
fast everylhing, it is a challange ta have the palience 1o get (o
loww yourself, for your body really does not know what it eats, but
it knows what it Jikes and slowly vour body refllects the iolal intake
of body foed and soul food.

One of my favorite sayings iz, "he or she that hesitales, waited
wo long"; using this saying and using it as a bit of a push, lets
srt thal scupling of our dancers body, our dancer's spirit, end Feel
the joy of inding the you that reflects your danee, vour inner dance,
your becoming you in the dance. Let's go for the [olal diet of a
healthy body, mind and spirit so that we will have a lasting healthy
compds all of our lives. Let our flamenco vibrate out of this wtal
new being, the flamenco you.

--Teo Morca

7 N

'GYPSY GENUIS'
Hisworic - Exclusive Video Release
BY
MANUEL AGUIJETAS DE JEREZ
(CANTADR)

For the first time in flamenco history the legendery Manuel
Agujetas de Jerez performs on video cassette. The world famous
maestre of the Jerez dynasty of pypsy (lamenco singing gives
an ‘historic perfermance that will remain forever.  Beauriful
centes por Soled, Fandanpgo Grande, Siguiriyas, Malaguefias,
Romeras, Taranto, Tientos, Bulerias. Length - 9% minules in
color. This video feamres the special colaboraion and original
guiter accompaniments of recording and concert arlist RODRIGQ.
Don't miss oot on this first world release 28 i is 2 oollectors
ittm. No studic video of this kind has ever veen made. Order
Beta of VHS. Only $49.00. Send cash, check or money order
to Alejandrina Hollman, 148 Taft Ave. #11, El Cajon, CA
92020, The performance took place on August 5, 1985. An
educationa] "must” for guitarists and singers. Allow 3 10 4

\{m for delivery. J
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RYSS REPORT

NEW YORK

The end of May should be busy with flamenco dates here:
Manolete will concentize at the Casa de Espafia from May 27 10 May
22; al the same venue (he 1986 “Cumbre Flamenca” presentation can
be seen in video,

Other big news is a program in honor of the fiftieth anniversary
of Argentinita’s death -- May 21st at the Museum of Namral History
in New York. Matteo will present his orchesira of castanets in a
diversificd program. Jerane Miche! (eachers listing) will play the
"Playera, Spanish Danee #5” of Granados as recorded by Argentina
in her honour.

MAY

May 27th was the night of New York flamenco -- Manolele ar the
Casa de Espafia -- the Casa seldom mcntions [lamenco but this was a
special guest..all packed to capesity, no swnding room..Ramén "El
Ponuqués®, camtzor from Badajor, muy modemo, a lhinle like
Camarén, maybe Pepe de Lucia..and the inventive gypsy guilar of
Felipe Mava; Maria José Velasco of Madrid completed the cuadro.
Such a (iremendous technician this Manolete...originally Fom
Granada, cousin of Mario Maya, brother of guiarist Maroie and
friend of E! Giliw, but never had parmered the famed Pilar Lipez.

Manolete and Felipe did a famica, moderm, very gypsy with none
of the interpretive melancholy or longing of the northem Spaniards
working in e South -- abrupt and dramatic; laler Manolete danced
the cantifias to the coplas of El Pormgués and the modem Mamenco
guitar.  "Manolete!”, “Felipe!” the public was shouting in approval
of Felipc's falsetas,

Masia Velasco did two well coordinated dances, an alegriss,
siguiriyas, before intermission we had a bulerias and El Portugués
sang por wangos with the guitar. The cnly possible comment I heard
from the public was the lack of facial expressions of the dancers.

Afier the show, I had the pleasure (o preseni la Manolele a copy
of Jaleo (Surmmer 1986) which had feawred him on the cover.

JUNE

I was June {4th — Flamenco Lme again; the venue Rojas-
Lomberdi's "The Balloom”™ on West 28th Sweet. --"Flamenco in
Concert” with the participation of Lhe two great dance artists Maria
Alba and Vietoric Korjhan. This was ta prove that afier "Cumbre
Flamenca” afler Farmuco, El Chocolate, Femanda, the Amaderes and
Habichuelas, we were capable of yielding superb flamenco. There
was no soleares, but there was a dazzaling alegnas, by Maria, with
the full voice of El Malaguefio Paco Ortiz. There was the spice of
beantiful 1angos de Milaga for the superb dancing of best dressed
dancer Viclorio in his farruca and bulerias.

They were not all New Yorkers. Ex-Chicago, ex-Pilar Rioja,
popular  tocaor Arure  Marinez, in  combinaon with the
extraordinary {ex-Granada) 1wcaor José Chucales, the outpost
guitarist at Resraurante Don Quijole from "Toronie de la
Fronlera™.Chucales who played for La Tat, Farruco, and others
there. These two guilarists cambined ms has seldom been heard in
this city...The Californian cantaora La Conja, now very itive
locally, singing mainly for Victoric’s baile and his dapper feet. Add
to all this, the Cabarel, what an ideal place for a Mamenca venue!!

1 Suppose we should swart at the beginning and wm the clock
back fifty years..Madrid 1936.crealion of Victorio, as he portrays
the soldier "Paco” rerumning from the battlefields, tired,
disillusioned; in full spoken dialogue he stresses his main (hree
desires “El vino, el amor y el are™; - “Paco” dances a farruca, but
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splomb. Choreography, by Andre Siegman and Bruce for "La Vida
Breve," and by Eduardo Montemayor for the balance of the progrem,
was exceptional musically sensitve, with a beautiful sense of
patern, and the dancers hendled it with a fine sense of style and
ensemble.

The Intermezzo from the Gimenex zarzuela, "La Boda de Luis
Alonso,” done in the classical Spanish style, was a sparkling danced
conversaaton, with the deeper voice of the men's zapateado
providing a robust answer 10 the more delicate trills and paltering
foorsteps of the women.

Montemayor's Miller's Dance from the De Falla’s "Three Carnered
Hay" a flamenco farruca, was a uwiwnph of fierce pride and seething
sensuality, with impatdent feet bursting upon the derk, moody
ternper of his dance like machine-gun fire.

The Intermezzo From Granados' "Goyescas” was danced with great
subtlety and restraint by Pear] Monloya and Stegman in the escuela
bolera style, an eclegant refmed courship with small steps and
gestures full of nuance end promise.

"Castilla," from the Albeniz/Fruhback de Burgos “Suite
Espaiiola,”" was charmingly danced by Sylvia Perello, with rounded
arms, springly little jumps and precise feet perfecdy suited o the
escoela bolera style.

Bruce and Stegman were wonderfully paired in ther Spanish Dance
Number 1 from De Falla's "La Vida Breve,” with a quickness that
gave a4 pleasing edge of sharpness to the fluency of their
movements,

The ensemble’s "Bulerias," ably accompanied by Jose Maria
Perello, was an amesting swdy in contrasie, with dancers’ furious,
percussive feet tempered by the sofiness of their arms burling like
the tendrils of & vine.

The Final Dance from "“The Three Comered Hai" was a
delightfully boisterous vignette of B peaceful marriage inerrupted by
n glamorous outsider, who gets his just desserts. Dome by the
ensemble with much humor in the bouncy, ebullient style of a jots,
it provided a fitting finale (o the program.

o R

STORIES OF LOVE, LOSS AND LONELINESS

[from San Anlonio Light; April 9,1987]
by Josie Neal

Ironicelly, it is voices that make El Amor Brujo, essentially a
dance film, work as well as it does. The final film in the
collaborarive trilogy by director  Carlos Saurp and
choreographer/dancer Antonio Gedes that includes Blood Wedding
#nd Carmen is the slightest of the three.

The raw, passionate voice of Rocio Jurado, singing the strong
pungent music of Manue] de Fella, and those of Gomez de Jerez and
Manolo Sevilla in teditional flamenco canes, are lhe unwilling
stars of this film, as authentic and intense as those of Gardel
Goyeneche and others m tangos. The rest of the film, a story of
two gypsy children, betrothed in childhood  according 0 gypsy
costum, who are laved by others, pales in comparison.

Of course, no effort that pairs the gifis of Gades (cast as the
steadfast Carmelo, whoze love for Candeln is realized in the end)
with those of Cristine Hoyos (as Candela, who marries José) is
entirty a lost camse. Gades, with his eloquent body and sharply
chiseled face, is every inch the proud gypsy, passion smouldering
just below the surface of his commnl. Hoyos is [ire and ice, with
sinpous, curling arms and fingers that wrap themselves around the
viewer's soul and dom't let go.

The veluptuous Laura de Sol (Lucia. José's lover) is bewitched to
Jook al, as is the darkly handsome Juan Antonio Jimenez (José),
alihough neither is B match for the style and skill of Gedes and
Hoyos.

The vibrant Mamencc puitars of Antonio Selers, Manoel

Rodriguez and Juan Manue] Roldan are wonderfully Muent and seem a
natural outpouring of deeply felt emotion. Not all the music is
wonderful, however: In the gypsy wedding seguence, there is a sort
of disco-flamenco band that makes one wonder why it is that foreign
cultures seem (o adopt the worst of American pop-culiure.

The dancing, though technically above reproach, lacks the
vibrant immediacy of a spontaneous outpouring it is so careful and
so planned that it seems & grawitous elememt of it. Pan of the
problem is thaer the film is neither an abstract mor a realislie
ueatmerx of the tale; it's a litde of both.

Perhaps we could accept the overly-choreographed, too formal
designs of Gades” dances if they were presened W us within the
context of a stage, framed by 1 proscenium arch: Wa are accustoned
to seeing abstraction and metaphor on the slage. As it is, we sce
them in & gypsy camp of tin shanties and junked cars that almost
looks real, but doesn't guite. It is clearly a4 vast soundstage covercd
with sand, on which we can hear the sharp report if the dancers' feet
striking the hard floor just below. The setting is either wo
naturalistic or not nauturalistic encugh for us to believe in it, and
the dancing along with the paseion it i¢ in lended to comvey, seems
comtrived,

L

FLAMENCO ARTISTS CREATE SPECIAL PLAM
SUNDAY MAaASS

[from: San Antonio Light; April 4, 1987]
by Josie Neal

The venerable old San Fermando Calthedral has heard many sounds
of praise in its long history, but it's unlikely that any have been
more hearifelt than those that resounded within its walls at the
special Plam Sunday Mass that marked the beginning of Holy Week
Sunday aflermoon.

The Misa Flamenca, or Gypsy Mass, for which special guest
Archbishop Parick Flores, Father Virgil Eilzondo, rectar of the
cilhedral, and other clergy were joined by some of the cily's [inest
flamenica artisis, was deeply moving.

It was an afternoon of memorsble sounds snd images: the sober
entrance of the dancers and musicians, led by the slow marked
rhyshms of drummer Fred Rojas in a sseta, a traditional part of Holy
Week processions in Spain; the passionate voice of Chayilo
Champion, filling the cathedral with melodiez that sounded as
though they were tom from the very depths of her being. the darkly
beautiful, expressive face of Teresa Champion, Full of Lhe mystery of
her own privale devotion.

And more: the serpentine arms of Edvardo Monlemayor, more
eloquent than any prayful words could be; the insistent, stemping
fer of Timo Lozano, hemmmering out feeling bom of true
inspiration; the descanl of Fred Masinler's violin, rising above the
ryhihms of the guitars in plaintive Hebrew melodies.

These and others will long endure in lhe heann and mind, btut
pethaps the most of them all was the sight of these dancers and
musicians uriled as they have never been beforer dancing, singing,
playing, joining hands, embracing as the Peace was passed, and
spurring each other on in a jubilant Rumba Flamenca that brought
the celebration — and it was tuly that — to ils close.

It was 8 gmtfying show of solidarity im Spanish dance
community not noled for wholeheaned cooperation. Lozano, dancers
Sylviana Perello and Cinte Salazar and guitanst Jose Perello of the
Naticnal Spanish Dence Company shared the platform with the
Champions — Teresa, El Curro, Chayito and Elsa Mari Tere, of Los
Flamencos de San Antonio; Montemayor, soon to launch his own
company; Perla Monioya of Olf Espafiol, and Regina Garcia of the
City Department of Parks and Recreation.

A final word for those who question the propmiety of bringing an
art more usually seen im theaters and night clubs into the church.
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Phyllis Beck, a historian of Gypsy cultures, in remarks before Lhe
Mass  began, reminded the congregalion that flamenco was
criginally an expression of religious faith, and told the story of the
Gypsies who left northern India and migrated 10 southem Spain
centuries ago in order 1o “alome for their sins.” The Gypsies were
metal workers and believed themselves responsible for having made
the nails with which Christ was nailed to the cross. The cry of
"0l¢” that spurs the [lamenco dancer and musician o greater heights
wasz origineally a call o God: "Oh, Allah."

Father Elizondo, after observing thal the Gypsies were persecuted
pooples who "were welcome nowhere,” dedicated the Mass w all
aliens.

"Does flamenco belong m the church?” he asked.
does it belong in he night club?”

Does it indeed? David danced before the Lord, and it was a joy o
see San Anlonio's flamenco artist do the same Olé.

"I would ask,

LI

TIMO LOZANO DEBUT WEAVES MAGICAL SPELL

[from: San Antonio Light; June 16, 1986]
by Josie Mesl

The San Antonio Fesdwal debut of Timo Lozano and the Natonal
Spanish Dance Company Sahrday at Becthoven Hall wammed the
stage 1o the [lashpaint.

It waz a full-out performance, as remarkable for what it didn't do
as for what it did. 1t didn't knock the audicnce dead with relentless,
driving rapatcado, although there was pelenty of that. The dancers
showed consummate mastery of sublety and muance, with eloquent
footwork that rangead Ffom 1he merest whisper o the most
resounding chorus.

It didn't present a cuadro flamenco thar looked as though it had
been rigidly choreographed. This cuadro had a wonderful
spoteaniety, with each of e anists erupting into movement as
lhough seized by sudden inspiralion.

The program was also a fme showcase for Lthe amisuy of
individual performers. Guest artist La Conja s a canlaora whose big
voice is full of raw gypsy passion, and whose feet are every bit as
impassioned as her voice.

Pablo Rodarte, also a guest artist, is 2 master of resirainc He
owned Lthe stage in his "Solers," each Mfery display lempered by
momens of sudden absolule shillness.

lozano was the impudent gypey mm "A Cadiz," teasing the
audience with a shrug of his shoulders, a2 snap of the head, and
stacc alo flourishes of feet pantering out insistent rhythams.

Oscar Trevino's elepant posture was seen to  advanlage in
“Alegrias,” with his upper body pulled up and sull while skilled feet
worked heir magic below.

Cintia Salazar wove a seductive spell with serpentine twisls of
lovely, feminme hands in "El Antor de Dias” Silviena Perello's

FLAMENCO SHEET MUSIC

OF PACO DE LUCIA - PACO PENA - MANOLD SAN LUCAR

IANDRES BATISTA - MANOLD DE HUELAVA - NINO RICARD(Y

PACO CEPERO - JUAN MARTIN - PEPE MARTINEZ
SERRANITO

WILL TRADE MUSIC FOR FLAMENCO RECORDS::
MAURICE SHERBSANEE

5329 NORWICH AVE.
VAN NUYS, CA 91411

(818) 789-1453

"Tientos” was a tempestupus dance thar set her long, dark hmr (lying
lo dancing on its own.

Lozano's setting of "Ritmo Flamenco" was a feast of sight and
sound with the dancers' wooden staffs smuck against the floor o
embellish the footwork with complex counter-thythms

The dancers were ably supported by Lhe excellent guitar work of
guest artist Mipuel Antonio and Jose Perello, who conmibuted fine
solos as well. Perello's fluent rendition of Albeniz’ "Aswrias” was
marred only by some slurred passages resuliing from a tendency 1o
push the tempe.  Antonio’s improvisation on a [lamenca rhythm was
one of aystalline clanty. Olés (o all.

P

SPANISH FLAMENCO ENSEMBLE FEATURES
PURE, FINE FOOTWORK

[from: San Anwnio Light; November 3, 1986)
by Josie Neal

It's been said that (lamenco damcers "pray with their feer” One
could add that flamemo guitarists pray with their fingers, and sinpers
wilh their voices.

That's an apt description for what took place Sunday at the Carver
Cultural Center, when El Morao brought some of (he finest and
purest flamenco yet o grace the San Anlonio stage.

Some of the prayers came from the deepest receases of the soul,
profoundly moving outpourings of joy or lamenlation; others were
delightfully irreverent end playful.

All expressed the vibrant spirit of a people whose passion for life
gave birth to & passionate art

The seven member company, named for its director and first
guilarist, Manue]l Morao, comes from Jerez de la Frontera, the hear
of [amenco counmy, s¢ it's not surprising (hese artists kmow
whereof they dance — and play and sing. Each is consummately
skilled and distncdy individual.

Dancers Ana Maria Blanco and Manuela Carpio are the essence of
the female dancer's style, sensnal, yet restrained; seductive, yel very
much on their own lexms.  They danced as though driven. Impelled
by the duende, or demon, of flamenco itself.

In Blanco's "Alegrias” and "Sclea,” each finger of her serpentine
hands was beautifuily articulate; each note of shivering, staccalo
foorwork sounded cryslal-clear, [om whisper-soft tapes o grea
torrential stamps.

Carpio’'s "Cafia” and “"Siguirlyas” were done with masterful
control; Slow, parading walks were punctualed by sharp, sudden
stillnesses.

The stllnesses, in turn, were shattered by a fury of movement in
which emphatic feet threarened to undo all the fime restraint,

Both dancers were brilliant foils for one another in "Mirabréds"
and "Caracoles,” prowling the stage with wondarfuul hauteur, while
proudly arched backs, eloquent fest and coiling aarms wove their
subtle magic.

Guijtarists Manuel and Juan Morao wove some magic of Lheir
own, with skilled fingers tracing intricale patlerns of souwmd. Mamuel
Morao's solo improvisation got off to a ragged beginning, but soon
ook flight with a impressive display of fingerwark.

The raw, untutored voices of singers José Varges, Lorenzo Galvez
and Luis de Pacote fairly pulsalad with life. Pacote's “Taranto" and
"Bulerias por Soled" were particularly profound, with each trembling
note sounding as though it had been wrenched from his innernast
being.

In the jubilant “Buleries" that closed the program, each of the
artists took a solo spin, and puitarists and singers set aside their
respeclive disciplines for a moment with some inspired Iootwork of
their own, providing that they, 1wa, could pray with their feel.
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Nana's Bar
FLAMENCO HOSPITALITY
Sadhana (Tovko}
MEXICO

DANCE INSTRUCTION
Magdalena Cardoso (Mexical)

’ SPAIN
MADRID
FLAMENCO ENTERTAINMENT
Cafe el Bumrero (Calle Amieta 7, Meuo-Cpera)
Arco de los Cuchilleros(Cuchilleros 7, Near Plaza Mayor)

(03) 200-1877

(03) 310-9067

(011-52-65) 34-0373

Cafe de Chinitas  (Torja 7, Memo-Santo Domingo) 248-5135
Cafe de Silvrio (Calle Malasana 20, Maoo-Rilban)
Los Canasteros (Barbiere 10, Meuo-Chueca) 231-8163
Corral de 1a Morena(Moreria 17, Metmo-Opera) 265-8484
Corral de la Pacheca({Juan Ramdén Jiménez 26) 458-1113
Pefia Flamenca La Carcelera (Monteleon 10, Metro-Sotano) 200-9469
Torres Bermejas  (Mesonero Romanos 11, Callao) 2323322
La Venta del Gato (Avde de Burgos 214) 776-6060
DANCE INSTRUCTION
Estudios Amor de Dhés (Amor de Dios 4, Anton Martin) 467-3650
Estudios Calderon (Calle Aocha 21, M ewo-50l)222-1347 239-
0067Estudios Libertad(Calle Libertad 15, Memo-Chueca) 2118440
Eswdios Madrid  (Calle Ballesta 6, Matro-Callao)
Mercedes and AlbanPlaza Tirso de Molina 20-bajo) 203-5102
Nacho's (Santa Isabela 9, Anton Martin) 2273218
FLAMENCO COSTUMES AND ACCESSORIES
M. Gil (Carrera de San Jeronimo 2, Sol} 221-2549
Menkes (Mesomero Romanos 14, Callan) 2321036
Pirueta (Amor de Thés 14, Anton Manin) 468-5459
FLAMENCO SHOES
Gallarda (Cabestreros 10) 227-0100
Merkes (Mesoncro Romanos 14, Callao) 232.1036
CASATNETS
Viclor Galiano (Lanuza 25) 246-5506
US.A,
NEW YORK
FLAMENCQ ENTERTAINMENT
The Ballroom (212) 2443005
El Castellano (Queens)
Frente Unido Flamenco
La Mancha (Brooklin)
Mesa de Espaiia {Z12) 670-7263
Mesan Asturias (Chueens) (212) 446-9154
Ponce de Leon Spanish Restaurant {212) 4395708
Restaurant Espana (212) 344-5228
DANCE INSTRUCTION
Maria Alba (212) 5860928
Ballet Hispanico School of Dance (212) 3626710
Lorera Celitan(Long Island) (516) 724-6638
Mariquita Flores (212) 582-3350
Viciorio Korfhan (212) 927-7220
Esweban de Leon (212) 7244913
Bobby Lorca (212) 665-5107
Melinda Marquez (212) 263-7654
Jerana Michel (212) 2224937
José Molina (212) 245-9504
Liliana Morales (212) 4721354
Estrella Moreno (212) 245-9504
Jorge Navarmo (212) 478-7202
Carmen Rubio (212) 563-D186
Carlola Santana (212) 4734605
GUITAR INSTRUCTION
Mazio Escudero (212 586-6335

NEW JERSEY
DANCE INSTRUCTION

Yolanda Fernandez
PENNSYLVANIA
DANCE INSTRUCTION
Camila Erice (Harrisburg) Y. M.C.A
Julia Lopez
Meira

i R C
Carlos Rubso
YIRGINA
FLAMENCO ENTERTAINMENT
La Mata
DANCE TNSTRUCTION
Maria (Virginia Beach/Norfolk)
Ana Marincz,
Rague! Poia (Spanish Danec Center}
GUTTAR INSTRUCTION
Paco de Malaga (Arlington)
Carlos Ramos {Arlinglon}
Fermando Sirvent (Spanish Dance Center)
WASHINGTON D.C. AREA
ELAMENCO ENTERTAINMENT
El Bodegon
JUERGAS
Charles Moeser
GUITAR INSTRUCTION
Michacl E. Fisher (University Park, MDD}
Mariquita Martorell
Paco de Malapa (Arlington, YA}
Torcaulo Zamora (Silversprings, MD)
DANCE INSTRUCTICN
Marina Keel (George Washington U.)
Ana Martinez (Arlington, VA)
Rague] Pefia (Spanish Dance Cernter)
FLAMENCC COSTUMES
Maria Carmen Ramos
GEORGIA
DANCE INSTRUCTION
Mana Cid
ELORIDA
FLAMENCO ENTERTAINMENT
El Cid (Miami)
Bodegon Castilla
Columbia Restaurant (Tampa)
Costa Vasca (Miami})

Marbella Restaurant (SW 8th St. & 31st Av)

DANCE INSTRUCTION

Maria Andreu

La Chiquitina

Roberto Lorca

Josita Molina

Rosita Segovia

Luisita Sevilla

MINNESOTA

FLAMENCO ENTER TAINMENT

5t. Paul Hotel

GUITAR INSTRUCTION
Michae] Havser (Minneapolis)
Michael Ziegahn

DANCE INSTRUCTION

Suzanne Hauser

FLAMENCO COSTUMES

Jo Ann Weber

{LLINOIS

FLAMENCO ENTERTAINMENT

(201) 861-8316

(215) 925-1889
(215) 735-7659

(215) 925-18%9

“(B04) 467-6212

(804 467-1509
(703) 931.0324
(703) 527.3454

(703} 931-0324
(703) 524-5083
(703 527.3454

(301} 657-4799

(3D1) 864-1543
(301) 992-4792
(703) 931-0324

(202) 364-0700
(703) 931-0324
(703) 527-3454

(703) 524-5083

(404) 993-3062

(303) 642-2452
(303) 649-0863
(813) 2484961
(305) 261-1394

(305) 642-1790
(305) 442-1668
(305) 5764536
£305) 576-4536
(305) 642-0671
(305) §76-4536

(612) 333-8269
(612) $25-2952

(612) 333-8269

612) 291 2889











