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EL GUITO IN TOKYO

By Sadhana

I have only read about flamenco contests and was under the
impression that they only occurred in Spain.  On June 16th, T took
off from work for the afternoon of pure flamenco, if not "Flamenco
Puro."”

Il was the last day of a three day flestival, with the playoifs for
[irst, second, third, and [ourth places. Straight flamenco; no colored
lights, no sevillanas, no catchy tumbas with the guitanist playing
while following the dancer off stage. The excellent guitar players
and prolessional singers from Spain produced some really great
music that afternoon and in the early evening. 1 figured with a back-
up like that and the right costume, even | could stand on stage and
look [lamenco. I was wrong! The young amateur Japanese dance
contestants  did not blend well with such professional talent,
althought the dancers had obvisouly put in many howrs of hard work.
A million yen (a litle over $7,000), plus a paid irip o Spain,
coupled with minimal stage experience, is enought to make anyone
ap-pre-hen-sive.

The contest ended; there was a break; then the judges announced
the winners. I was shocked by their decision. A friend off mine
suggesled, in her limited English, that perhaps the contest was
"arranged.”  The first place winner was the one who [ had felt sorry
for, as, in my opinion, she was the worst dancer of the lot
(appologies for my unprofessional opinion).  Tomoko Ishii, the
first place winner, had entered the contest wearing a bata de cola
(sometimes  incorrectly  called cole-de-vaca) which inhibits  and
conceals the dancers movements,

However, this style of dress is

Tomoko Ishil, winner of Tokyo' lamenco contest. (photo by Asahi Graph)

El Giito in Tokoyo

good for a bride to wear as she walks down the aisle while the
bridesmaids carry the trailing splender. In flamenco, these dresses
have the secondary benefit of saving the janitor the trouble of
sweeping the stage floor after the performance.

That evening the four winners performed one of their dances. El
Giiito's first number apeared to be choreographed, as the steps fit the
music start to stop. Although different in style, El Giiito's dancing
was equivalent to some of my favorite West Coast male dancers;
Cruz Luna, and Teo Morca. El Giiito's second number started out
"tight" like his first, but half way through he tore off his vest and
improvised for the rest of the dance. His third and last number was a
very short bulerias. He would interrupt his improvisational danceing
to sing; then dance only to stop again and sing. It was short and
sweet. With me flamenco is a verb; it's something that I do. With
El Giiito, flamenco is a noun; it is something that he is. Those who
attended the Friday night show said he not only tore off his vest but
also his shirt and did another bulerias, but no such luck on my
night. The crowd yelled for more and only got an extra curtain call.
He was just warming up and it was all over. 1 walked away

wondering where the party would be that night.
* k *

AN INTERVIEW WITH EL GUITO

by Sadhana

Yoko Komatubara is the one name known by non-flamencos in

Japan. She is famous as a dancer and producer and played a major
roll in producing the flamenco contest.



PAGE 4

JALEQ - VOLUME X, No. 1

This interview between El Giio and Yoko Komatsubara tock
place for, and was translated from, Paseo Magazine. At an airport in
Spain, Yoko Komaatsubara invited E! Giito to come t Japan to
petform and to help judge the flamenco contest,

What's your impression opf Japan?

"Its only my second day; it's hard to say. So far 1 like Japan and
the climate,” (May thirty-first)

What kind gf system will you use to judge the comest?

"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 flomenco is
increasing so rapidly, from the standpoint of Spanish people, what
do you think?

"It's very strange in a semse, bul I've never seen people like the
Japanese who are so enthusiastic about flamenco; they seem to be
crazy about it. They work hard and seem to master the technigue,
even though it takes a lot of time. Flamenco is very difficult to
master completely. For instance, in the technique of the footwork
the Japanese are very good and progress very rapidly. But when it
comes to 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 is the sensitivity. Unlike the Spanish people,
they don't have the culture. Take for example Karate martial arts, A
foreign person can come to Japan and study and master the form, but
the extreme feeling we can not know.” (Apperently he thinks Karate
is Japanese. He could have said Kende or Akido, but the point is
still made.)

How did Flamenco Puro come abous?

"Hector Orezzoli, who produces ‘Tango Argentino,’ came to me
and wanted to produce something in flamenco, the results of which
were Flamenco Puro. He is an Argentine, but he knows a Iot about
flamenco and has read many books on the subject. He collected all
the people who are born flamenco dancers, not those who leamed
from books or lessons — such as El Farruco and his daughters La
Faraona and La Farrquita. We made no effort to produce a story. All
they had t0 do was appesr on stage. The only preparation was to
talk beforehand about whe would start dancing; they in their mm
would express their own feelings. It was incredibly successful.”

Do you feel something differere when preforming before American
people, than when in front of Spanish people?

"It feels very different when preforming in Ffromt of Spanish
people, as they are used to observing flamencoe 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
flamenco, so that most of the time we had to answer a fificen mimute
curtain call.”

Has there been a lot of trouble gathering all these people
together? _

"All these people are very great artists and they respect each
other; on that basis there is no wouble. 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 tha1 El Farruco did not waru to get on the airplane.
He usvally starts three days earlier and goes by train.”

What are your plans for the future?

‘It has already been decided that we again will go to the United
States, from Avgust to December. QOur schedule includes San
Francisco, Washington, and Boston. Next year I will retum to New
York and come back to Japan.”

Are there any messages You have for the Japanese people?

T hope that everybody will like my dancing. It's a great honor
to come here; to be invited as a judge. So come and see my
performances and give me a big hand.”

LETTERS

"DUENDE" IN ART THERAPY AND KIND WORDS FOR JALED

Dear Jaleo staff,

Thank you so mach for your Xind note that accompanied my first
issue of Jaleo, I had no sooner finished reading Jaleo from cover to
cover (the Flamenco Puro issue), than my second issue arrived, and
only a few days before 1 was to leave for three weeks in Spain. As
a result, the reprint of the New York Times article, 'The Rlues of
Spain,” listing tablaos in Madrid and Sevilla will certainly prove to
be invaluably helpfull

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

For years | had o deal with so many friends' smiling tolerance of
my passionate love and enthusiasm for flamenco, too often seen as
just another of my wierd interestrs. Now 1 fee]l like I have a real
link to a nationwide...no, worldwide...understanding of this very
special art form.

Sincerely,

John Sappingwn
Philadelphia, PA

At the begirming of this year the Jgleo staff was joined by 2
versatile and umque puoblishing 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 subscribers have apprecated the prompt,
neatly typed responces to their requests instead of hand-scrawled,
several-month-late apologies, QOur new member (let's call him/her
"Mac" or "Maxine™) has also taken over Jglgp  distribution and
production of the mailing lables. So if subscribers get their address
changes to us promptly, they may be assured of having no lapse in
their subscriptions. ¢

Subscribers may also have moticed some changes in the
appearance of the last two issues of Jaleo as Mac/Maxine has been
experimenting with different type-styles and Ilayout designs. In
Volume IX-3 Mac/Maxine did most of the titles and the
Announcement and Directory sections. In Volume IX~4 all of the
typing/word-processing was Mac/Maxine produced. With this new
volume we are celebrating the first totally Mac-produced issue from
typing W layout. and formatting!

For those of you who may not have puesses already, our new
staff member is a Macintosh computer. "Mac"/"Maxine” was a gift
to me for Jalee use by Bill and Mary Palmer and [ wart o take this
oportunity to thank them publicly for their great comtribution which
may mean the difference between Joleo surviving (even thriving)
versus inevitably following the path fo demise of so many other
similar publicatons

[ also wish 1o thank Jalep photographerfcomputer-wiz and good
friend Edward Ruess who has donated his invaluable tutoring time,
knowledge and materials, but most of all his fath and
encouragement as he nursed me through sl the frustrating moments
and suicidal impulses that accompany being a totally ignorant,
novice computer-user.

Hopefully, the worst of the growing pains are over and we can
proceed with our long promised "catching-up period” and get Jaleo
back on track.

We also want to thank all of you out there for all your suppont
and paﬂm_ fuana De Alva
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MEMORIES OF CARMEN

by Clarissa Talve

Carmen Amaya was my idol and great inspiration. I must have
been about thirteen years old when I first saw her dance in a
Hollywood film. Sol Hurok, the impresario, had brought her and
her gypsy family 1o this country in the early 1940's. She caused a
sensation in those early films and appearances. God! To dance like
that..I thought. What great passion and excitement. She made my
heart do Mip-Mops! Never had there been such a dancer — of that I
was cerfain. [ was held mesmerized by her panther-like movements
which suddenly seemed like a volcanic eruption! She seemed to
transcend male or female. She was an essence. She was flamenco!
My dream and ambition was to try to emulate that essence. Her
inflluence was so powerful that it changed the course of my life.

With youthful enmthusiasm and intensity I started out to achieve
that goal. My very first teacher in Hollywood, California, was José
Cansino. There followed Carmelita Maracei and anyone else T could
find. Nothing could stand in my way. With typical dancer's
obsession it became my whole life. T had already been a natural
dancer and was performing Middle Eastern dances, as my heritage
was Sephardic, There was an affinity for both cultures (it was in the
blood), so that it all came easily to me, My leachers were very
encouraging as I worked hard and had a driving force within me.

Eventually I returned to New York and continued my dance studies
there.  Soon after, 1 had the unique expericnce of working my
apprenticship with the late great Vicente Escudero, that “"macho"
charismatic master of them all. T remember he always called me muy
maja and my heart would swell with pride when he said T had duende.

Carmen Talve

My training with him was of great value.

Carmen Amaya and Company had arrived in New York. She was
looking for a dancer and all the young aspiring dancers were excited.
The suspense and expectation was too much for all of us. Who
would she pick? We all tried to remain calm but really wished,
hoped, and wondered. Weeks went by and finally the news came.,..
was chosen! My first meeting with Carmen was awesome, My idol.
The great Carmen! To be in her presence...I could hardly believe it!
At first glance she scemed fierce and I was very frightened. Seeing
her so close, 1 soon realized that she only came up to my shoulders
m height. Her body was like that of a young boy. Sinuey,
muscular, and perfect. She was very dark-skinned, with her hair
pulled back in a knot. [ could feel her electric presence. After a few
minutes of talking, I was amazed to find that she was so kind, lovely
and humble. I thought, “she is truly a great artist" She had quickly
remarked that I looked like a gypsy (I was also dark-skinned, with a
strong body and intense-looking). She was amused and quite
lascinated with my sephardic background. "Of course, how else could
you dance like that" she observed, "una americana!" She was very
pleased that I looked like one of the "wibe".

The gypsies accepted me as one of their own and I loved o be
with them. It was the summer of 1957, with the usual New York
heat wave. | was quickly mushed into rehearsals with the rest of the
company...Sabicas, Diego Castellén, Domingo Alvarado (who were
the original company 1o come to this country). We used the old
Alexandro studios on 57t sireer for approximately two weeks and I
recall that T had a lot of choreography to learn in a short time, but
my excitment was so overwelming that nothing but being with
Carmen Amaya mattered to me. I didn't kmow it then, but the golden
age of flamenco had come to New York. My dream had come true at
last!

TRADITIONAL TRADITIONAL TRADITIONAL
FLAMENCO GUITAR FLAMENCO GUITAR FLAMENCO GUITAR
VOL. 1 VOL. II

VOL. I
il @ | @ Sl 82 il
0 E T s s
= e
Vamilamgrs i leweria @ Farracs Ubimgs

by
Mariano Cérdoba

# Home Study Courses with Casseftes
# Instructions, Exercises, Musical Selections, Techmiques
# Written in Conventional Music Notafions and Tablature

$23.00 cach plus $2.00 shipping U.S.A / $5.00 outside LL5.A.
Send Cashier's Check or Mongy Order to:

Mariano Cordoba
647 E, Garland Terrace
Sunnyvale, California 94086, U.5.A.
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FLAMENCQO ARTISTS OF
MALAGA

Edited and translated by Paco Sevilla

INTRODUCTION

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

The flamenco of Mdlaga if different in many ways from that of
the other ‘provinces of Andalucia, particularly Cddiz and Sevilla. The
focus is on the fandanpos, especially the malaguefias and verdiales,
and there is preal interest in flamenco pefas [clubs] and contests. T
think you will also become aware of how defensive the Malapuefios
are about their status in the flamenco world.

RECORDINGS BY ARTISTS OF MALAGA

It appears that the hour has come for artists in Milaga to record.
A few years ago, we only had records by Anwnie de Canillas, Pepe
de la Isla, Angel de Alora. Cindido de Milaga, Manolo de Malaga,
Nifio de las Moras, and little more. Today, fortunateiy, there are
many who are seeing their cassettes or albums in the windows of the
record stores and dreaming of seeing themselves in the company of
the great figures of the cante.

Juan Casillas, Pepe Verpara, Capote de los Claveles, Talete de
Ardales, Pepe de Campillos, Nific de Pefarrubia, Pepe de Cafiete,
Chaqueta de Fuentepiedra, and a long elcetera of young cantaores
have made recordings.

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

* 3 %

Nifio de Churriana: A Veteran Cantaor

One of the most veleran cantaores of Malaga is José¢ Cortés
Sinchez "Nifio de Chwrriana,” whe was bom on the Zapata ranch in
Churniana on April 25, 1905. Without knowing how o read nor
wiite, he is the anthor of an infinite number of verses that have been
sung by many artists, and he has sung with the top figures in
flamenco.

When did you begin in the cante?

"] was seven or eight years old and, instead of going o school, [
wenl © the laverns to sing and they gave me a perra chica or a perra
gorda [5 or 10 céntimos; 100 céntimos = 1 peseta], 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 outside of Mdlaga?

"It happened that El Cojo de Midlaga heard me sing one night and
he liked the way I did i The following day, he went to talk with
my Father, gave him some money and brought me some pew clothes,
and off we went on a tour of Andaluefa. I was about sixteen at the
time, and | was with Juaguin Vargas for a litde more than a vear.

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

Whao were the artists in Mdlaga at that time?

"There was El Nific de Archinona, El Malaguenito, El Cojo de la
Pamares, El Piyayo, Diege el Perote, Alonse el Panaero, Nifio de las
Maras, and many mere.”

José, did you work in the ventas?

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

What was the story about the horse and carriage?

"That had gracial Things were going badly at the time 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, tired me out, so I sold everything and
went back to singing.”

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

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

Why did you move to Barcelona?

"To change the atmosphere a little, and for my children — two
boys and a girl, Maruja Cortés, who is a quality artist today. [ live
there in Barcelona, where T had an operation for cataracts and escape
once in a while lo visit Milaga, sce my friends, relive my youtk,

and sing a little.”
P

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

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

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

fHow did you begin Pepe?

“T began to sing as a child, in the bars and taverns of my wwn.
At seventefn, I turmed professional in the tablac El Cordobds in
Barcelona. 1 was there for a while and then performed around the
provinees for about a year. When I returned to Campillos I found 1
had no choiee except to work in the country or in construeticn so [
decided to bring my family wo Madlaga and dedicate mysclf emtirely o
the cante. The first thing I did was lo inroduce myself to the Pefia
Juan Breva, where I had the luck w© listen o Diege el Perote and
many other amists of Malaga, as well as Lhe pefia's large record
collection. That is when I began 1o understand the cantes. Natually,
1 continue every day lo listen and leam -- you can never leam
enough in this business,”

Then what did you do?

“[ began to work in a tablac that Emi Bonilla opened. I was
there for two years, up until I had © po into the military. When [
finished military serviee, 1 worked in La Castifmelas, Fuengirola,
singing for the cuadro and for Luis Alenso and Curilla. After a vear
there, I went on tour for six moenths with Conchita de Granada and
her family. Then, 1 did another wwr, with Porrina de Badajoz,
Anicnio el Sevillano, Lele de Osuna, Juan Salazar, Paco el Sefiorito,
and the comedian El Gafas de Milaga”
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Pepe de Campillos

You have worked a lot with Spanish dance companies, haven't
you?

"Yes, most definitely! 1 have worked with Miguel de los Reyes,
Paquito Florido, Emi Bonilla, Luis Alonso y Currilla, and many
others."

Do you have many recordings?

"A 78 rpm record, on which I was accompanied by Juan el
Africano, and a cassette, accompanied by my cousin Paco de Teba.
Before the year is out, I plan to record an album with Fonodis."

How do you feel about the festivals?

"I see them as a good thing, but I think thay should include more
artist from Milaga, who are just as good as those from other

provincres.”
*kk

Pepe de Canete: Admirer of the Cante of
Manuel Torre and Antonio Mairena

José Serrano Ramitez, "Pepe de cafiete,” was bom in the mountain
pueblo ot Cafiete la Real on October 12, 1951. In his first
contest, in Ronda, he won first prize.

When did you really begin to sing?

"I was estancao [stagnating] in Cafiete until 1973, when I came to
Milaga. Then, I entered the Pefia Juan Breva and began to truly
know the cante. That is when I began to make myself into a
cantaor."

Has there been much change since you first came to Malaga?

"Yes, a great deal!l When 1 first came to Milaga, 1 knew very
little, while today--not that I'm a Manuel Torre--I am able to defend
myself in this difficult world."

Have you won many prizes?

"A great many, all over the province of Malaga."

How do you feel about contests?

"l think they are interesting, although, what happens is that the
only one who leaves happy is the winner of first prize; the rest
leave very irritated. That happens in both the large and small
contests. The good thing is that the irritation does not last long."

Have you performed in many festivals this year?

"Around fifteen, aside from various pefias, parties, fairs, etc. And
I still have more than eight to do."

What cantes do you like best?

"I like all that are well done, but if I have to choose, I would say
the cante por soled, siguiriya, cante of the forge, all the cantes of
Mailaga and the cantes festeros."

What role do the pefias flamencas play?

"Extremely important! Only they can maintain the purity of
flamenco. The pefias seldom have any money, but in spile of that
and the fact that you charge less to work in them than you would for
a festival, their presence is irreplaceable. In the peiias, you study
seriously and really leamm. Since they came into existence, flamenco
has been taken more seriously.”

Who are the outstanding cantaores of Mdlaga?
"l enjoy very much the singing of Juan Casillas, Gitanillo de

=

Pepe de Canete
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Vélez, El Bolo, Talete de Ardales, Enrique Castillo, Antonio de
Canillas, Tiriri, Pepe de la Isla, Antonio de Tolox, Chaqueta de
Fuentepiedra, Céindido de Mailaga...actually, 1 like all of the
cantaores from Malaga."

And the baile?

"One who is really extraordinary is Pepito Vargas. Too bad the
people in charge don't know how to look at this bailaor!"

Guitars?

"Today there are very good oncs. We have Juan el Africano,
Enrique Campos, Pedro Escalona, Antonio Losada, Manuel Santiago,
Manolo Santos, eic.”

Do artists from Mélaga get work in the festivals?

"Up until now, infrequently, but in the last year or so, they have
placed two or three artists from Milaga in every festival that takes
place in our province. Before, it was different; they didn't contract a
Milagueiio even if he was highly recommended,

And finally, Pepe, how are the recordings doing?

"l have only a casette T made five years ago.
willing, I plan to have an album on the market."

. x*

However, God

Ramoliche: The Only Professional Among
Nine Brothers Who Sing Flamenco

José¢ Hurtado Negrete is a cantaor who has come out of the latest
batch of Malaguenan artists. He is known in flamenco as Ramoliche
and was born in Cértama, Mailaga in 1946. He combines his
flamenco activities with ownership of a tablao in the railroad
station of Cértama.

Where did "Ramoliche" come from?

"Il's a family tradition. An uncle of mine was named Ramén and
dll of his descendents have been called Ramoliche."

Are there other artists in youwr family?

"For many generations everybody has sung and, today, my eight
brothers all sing, but I am the only professional.”

Do you remember where you first sang in public?

"It was in Alora, in a flamenco festival aboutl seven years ago. |1
was with Chocolate, Lebrijano, Menese, Carbonero de Cértamna,
Talete de Ardales, Pepe Vergara, and Miguel el Pibri. It went very
well and the people liked me."

How has the summer gone for you?

"Phenomenall I have worked in iwenty [estivals, in Pefias,
fiestas, flamenco dirmers, etc. I can't complain about this summer."

Recordings?

“There is a casselte on the market that I made with the guitar of
Antonio Losada.  Within a month, I hope 1o record another,
accomparnied by Antonio Losada and Paco de Ronda,"

Have there been many singers from Cdrtama?

"We have had some. I could mention Cipriano Pitana, who
created a style of malaguefia, Zocato de Céirtama, Frasquito Hunado,
mi hermano Ramén Hurtado, Carbonero de Cértama, Carrctero de
Cirtama, and me. In Mdlaga, we have a bunch of young artists who
can mix with the best of other provinces."

*x W
Antonita Contreras: Promising Cantaora

Standing out among the young women who are striving to be
professionals in flamenco is Antonia Cruz Contreras, “Antofiita
Contreras” in the artistic world. She was born in Milaga on July
17, 1963, baptized in Pizarra, where she lived for seventeen ycars,
and now lives with her family in Cartama.

When did you first feel your aficién for the cante?
‘T have loved it since I was very young, but [ began very
intensely only a couple of years ago.”

“Remoliche”

Who have been your idols in the carde?

"Of the old timers 1 have enjoyed records of Manuel Vallejo, La
Nifia de los Peines, and Carbonerillo. Today, 1 like Fosforito, La
Nifia de la Pucble, Camarén de la Isla, and some others. Malaguenos
who sing well are El Bolo, Enrique Castillo, Nifia de Caficte and
Pepe Vergara"

Are the artists of Milaga being promoted properly?

"Now they are starting to do something, but before, they were mot
being promoted much. Nobody said anything about them.”

Is it hard 1o become known in the flamenco world?

"With respect to Madlaga, it is very difficult, especially since
there are so many cantaores here, and very good ones, too."

Why are there so few women in flamenco?

"l believe that it is due 1o the fact that the flamenco life is so
hard. You have to travel all the time, get home at dawn, the wine,
bars, efc..il is more suited to a man than a woman. Buot we
shouldn't forget that, when a woman makes il in the cante, she is
superior to many men, For example, there is La Paquera de Jerez,
Femanda de Utrera, Maria Vargas, Bernarda de Utrera, etc., and in the
past we had La Trini, La Semeta, La Rubia de Malaga, and many
others who were genuine idols in their time."

How does the future look?

"1 hope, very well, since I have some small jobs coming up and
hope that there will be more.”

LA
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Antonia Fuentes: Cantaor
Here we have an artist who was bom February 1, 1948 in the
Alameda of M4laga. We speak of Antonia Fuentes Melero.

Are there artists in your family background?

"My mother sang a little and they say she sang very well when
she was young."

When did you begin to sing?

"I began to do the cante of Joselito when I was very small -- that
was the popular style then. I was an adult before 1 started in
flamenco. But, before that I spent some Ume performing in the
small towns around Barcelona and I even made a 45 rpm record with
the cantes of Joselito."

When did you get serious about flamenca?

"Two years ago in the contest of the Pefia San Vicente. Then,
alterward, in contests of the Pefias Malaka, Puerta Blanca, Nueva
Mailaga, El Sombrero, Torre del Cante, Unién Flamenca Alhaurina,
La Trin, etc., where I received a number of prizes.

What cantes do yiou prefer?

"l enjoy all cante, but feel more comfortable in the cante of
Mailaga and Granada, and in the siguiriayas, soleares and serranas.”

Of the old cantaores, who did you enjoy the mosi?

"Manuel Vallejo, Carbonerillo, Antonio Chacén, La Nifia de los
Peines, Antonio Mairena and others.”

And of the living?

"Chocolate, Naranjito de Triana,
Camardn de la Isla, Pepe Menese...

Are there good singers in Mdlaga?

Fosforito, Chano Lobato,

Antodita Contreras (photo by Salas)

"Of course! Very good ones. Whithout fear, T believe I can say
that in a short ime we will have some cantaores from Milaga who
will become well known. I don't want to give names because I
might forget somebody, but I'm sure it will happen."

Are there good aficionados in Alameda?

"There are very good aficionados, although few cantaores. I think
the only one who has achieved some fame is Emilio Carredera Lanza
'Nifio de Alameda."™

How do you feel about contests?

"I believe they are necessary for the discovering and promotion
of artists. What the organizers need to do is try to find judges who
know what they are doing.

Have you had help getting started?

"A great deal, especially from Radiocadena Flamenca and the
newspaper, Sur, as well as the media in general. T would also like to
thank Santiago Martin who, having heard me only once got me into
the Festival Torre de Cante, and also, all of the pefias.”

How was last year for you?

"Very good. I can't complain, since it was my first year,
in a number of contests and five or six festivals.”

And next year?

"Not bad. It is only January and I have signed several conlracts
for summer and have performances lined up in pefias. I hope to
make a record before summer."

T was

L

Maria José Castillo "La Perla de Malaga"

Maria José Castillo Ariza was born in the barrio of El Perchel in
1954 and is known in the flamenco world as La Perla De Milaga.

When did you begin to sing?

"T have always sung, but I have been a professional for six years.
Even as a child I was on stage acting in the theater, but to make it
as an aciress you have to be in Madrid or Barcelona."

Do you have artistic predecessors in your family?

"Many! My great grandmother, Dolorcilla la Gitana, sang in Café
de Chinitas and was cousin o El Cojo de M4ilaga. My family comes
from Vélez - Mélaga and we are related to Juan Breva. My mother
and grandmother also sang very well."

Da you have any gypsy blood?

“There must be some running through my veins. Mira, when I
began to sing seriously, they wanted to call me La Gitana Rubia
(The Bland Gypsy), but I didn't like the name and decided on La
Perla de Milaga."

Where did you debut as a singer?

“In Almeria, and T was accompanied by the guitar of Pepe Oliver,
also from Malaga.”

And from Almeria?

"Ta just about every town in the eight provinces of Andalucia and
also in Extremadura.”

Who have you worked with?

"With Los Goyescos, Dio Sacapuntas, Chiquetete, and of course
with all the artists of Malaga."

Which cantes suit you best?

"I am most comfortable with the malaguefias, the soleares, and
the fandangos. Also the saeta. I do a saeta that everybody says is
the equal of that done by El Cojo de Milaga. The funny thing is
that I have never heard his version; perhaps it has something to do
with the fact that we are related -- even though distantly."

What singers do you like?

"Fosforito and Juanito Maravilla.
always liked La Nifia de Antequera.”

I have heard that you write your own songs. Is that true?

"I like poetry and, therefore, all the words I sing are mine."

What guitarists have played for you?

Among the women, I have
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Perla dauﬁélaga

"At the moment I recall Manolo Santos, Antonio Losada, Enrique
Naranjo, Pepe Sinchez..."

Do you have any recordings?

"Up to now I have made only one cassette, but soon I will record
an LP. that I am preparing."

Any prizes?

"Only a second place in Paterna de la Rivera, but I am not much
for entering contests."

* k¥

Chiquito de la Calzis: Cante for Dance

Gregorio Sénchez Fernénadez, "Chiquito de la Calzd," is a veteran
cantaor from Milaga who was born May 28, 1932 in La Calzada de
la Trinidad, from whence he takes his nmame. His mother, q.epd,
[May she rest in peace], was a cantaora with a besutiful voice,
although not a professional,

When did you begin singing, Gregorio?

"l entered the flamenco world when I was very young. When 1
was twelve, I started out traveling through the tours around Malaga
with El Nifio de la Huerta, Canalejas de Puerto Real, Pepe de la Isla
and others."

Who were your teachers?

"I think 1 taught mysell. Afler that first tour, [ became part of
Capullitos Malaguefios and , later, Los Chavalillos Sevillanos."

You are now a "cantaor de airds" [a singer for dancing], but there
was a lime when you sang, "alante” [solo], wasn't there?

"Yes! In the days of the ventas I sang solo and performed, with
people like Agustin Nifez, Nifio de Vélez, Pepe Palaca, El
Sevillano, Antonio de Canillas, and Antonio de la Calzi who was
always with me in the blacksmith shop that was in front of his

home on Calle Trinidad.”

From the ventas you went to the cuadros flamencos,

"Yes, and that is where T remain. [ have performed in El Refugio,
El Pimpi, El Mafiana, Lo Bodepa Andaluza, Tabarin, La Taberns
Gitana, and for lifteen years, in El Jaleo. When | finish working in
Los Califas, in Marbelly, T will go to Las Bavedas in Torremolinos
Among some of those 1 have sung lor are Mariquilla, Merche
Esmeralda, La Pocha, Ricurdo Veneno, Matilde Coral, Ralael el
Negro, Farruco, El Gllito, Mmolete, Carmen Amaya in the lasi fair
in El Parque, Curmrilla and Luis Alonso... [ have worked wilh
guitarists of such statis as Paco de Lucia, Paco Cepero, Mannolo
Brenes, and Tomatito,"

llave you worked owsice of Spain?

"Many fimes. [In 1975, 1980, and 1982, [ went to Japan with La
Ropompa, Pepito Vargas, Luls Heredia and others.  Germumy wiil
Manlde Coral, Rafael ¢l Negro, Farruco, and Paco de Lucla.  Finland
with Carrele, Munolo Momoya, und the children of Carrele, Carmnen
and Joaguin."

"I helieve it is harder Lhan singing solo alante and here aren't
many of us who are cantaores de aras. One must have s great sensc

of thythm and compis."
* * &

Antonio Romin: Cantaor Paleno

The Malaguefian barrio of El Palo has been, and remains, an
important nucleus for good flamenco aficionados and has been the
birthplace of a number of cantaores of different degrees of popular
success, but good cantaores in any case. We speak with one of
them, Antonio Romdn Mellado, who was bormn October 17, 1944,

When did you begin your inlerest in cante?

"I have liked the cante since I was very young. As a child, I used
lo go lo every circus that came and sing whenever they would let
me. Almost all of my family has sung; there was the Caracolas and
the family of El Curro de El Palo, all of whom were phenomenal.”

Do you like contests?

"l have participated in an infinitc number of them... I believe in
all of them. And I have won many prizes. The last prizes T won
were in Fuengirola and Torremolinos.”

Which are your favorite cantes?
"l am most comfortable in the siguiriya, the soled, the cantes of

Milaga, tientos, and some things of Manolo Caracol, that T really
like. Caracol was a penius and did everything well. Even La
Salvaoral"

What do you think about the cante scene in Mdlaga? Are there
good artists?

"Milaga has always enjoyed the cante, and today, the interst is at
its greatest. With respect to artists, we have a phenomenal group
who sing very well and the aficionados should realize that. And the
artists from here should be paid a fair amount, just like those from

other areas!"”
]

Carlos Alba: Cantaores Perchelero

Carlos Alba Bermuirdez was born in the barmrio El Perchel, in
Milagn, on July 20, 1941. Antonio Mairena has said to him, "The
aficién in Milaga today can count on Carlos Alba, who needs the
stimulus from his fellow countrymen to bring out his personalily
and earich the flamenco enviroment in Mélaga."

When did you begin to sing, Carlos?

"I had the aficibn since I was very young, but 'cantar cantar' I
began at fifteen or sixteen.”

Did somebody push you into it?

"I believe that being borm in the barrio El Perchel is sufficient for
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one to be able to sing. In spite of the fact that, today, the barrio
hardly exists, it still has 'solera’ which is hard 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, as 1 said, I'm not much for contests,"”

Recordings?

"Some cassettes and records. The last LP contains some words by
Antonio Mairena on the jacket and has sold welL."”

Projects for the future?

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

Are there good cantaores in Mdlaga?

"In Milaga we have, and have had, the best cantaores in the
world.  Before, we had Juan Breva, Le Trini, Cojo de Mdlaga, El
Canezrio, Diego el Perote, La Agueda, La Puba de Milaga, etc, And
today, none of our camtacres would make a fool of himself singing
with the greatest. We have good artists in Mdlaga and what they
need is promotion.”

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

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

ok

Antonio de Tolox; Cantaor

Antonie Garcia Aguiler, "Antonio de Tolox" was bom ‘on October
12, 1947, into a family of aficionados, but no other professionals.

How did you begin ta sing?

"Il began in my pueblo when I was ten or twelve years old, I didn't
really know what cante was until 1 came to Milaga and entered the
Pefia Juan Breva, Then I did some contests, in Yunquera, Benajarafe,
Cérdoba, Los Bamios, Alhaurin de la Torre, Algeciras, Montelbin,
and J have one a number of prizes. 1 have alse worked a number of
festivals with important artists like Foslorito, Camardn, Luis de
Cdrdobam Talete de Ardales, and Pepe de Cafiete.”

What are your perferred cantes?

"Primarily the cantes of Malaga and then the sigiuriyas and
soled.”

Why is i that the cantoares of Mdalaga work so little?

"That is something I 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 tha's not right. [ repeat. we have good cantaores
here and they deserve 1o be in all the contests (hat are organized.”

What arrtists of Mélaga standout in your mind?

"Of the established singers, there is Antonio de Canillas, Pepe de
la Isla, Juan ¢l de La Loma — who has unfortunately left us — and a
few more. Of the young omes, we shoudnt forget Juan Casillas,
Pepe de Caificte, El Bolo, ex.”

When will your first recording come owt?

I hope to record this year and am preparing the cantes. Antonic
Losade or Manolo Santos will accompany me.”

" e
Antonig Calderén: A Cantaor from Ardales

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

How did you begin in the cante Antonio?

"T began as an aficionado at age fifteen in the contests held by
Radio Nacional. In 1960 I teceived my professional card and shertly
thereafter, went to Geneva, where [ stayed for twelve years."

Did that put an end to your singing?

"Almost! But rare was the weekend that [ didn't travel sommewhere
o sing. 1 wemt all over Switzerland and to many citles in France.
On many occasions] had puitarists such as Juan habichuela and
Enrique de Melchor. When 1 returned o Maélaga, I won second place
in a contest held by the Pefia Juan Breva, and I made my first long
play record with Diresa. I also won prizes in Lucena, Cdrdoba,
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 Levente, as well as soled and
sigiuriya. Of course, it is up to the aficionado to say what I do
best.”

Wil 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 to
some agreement, I will be in Ardales.”

tave there been good singers from Ardales?

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

How do you see the cante today?

‘T see it going to very well. The cantacres are studying harder
than ever and are well prepared. With respect to Milaga, we have an
impressivee buch of singers. What they nead is some help and they
will take care of the singing.

Today, there is

Y

José Martinez "El Bolo": Cantaor

Jasé Martinez Jerez, known artistically as "El Bolo," sumds out
among the young artists of Mailaga for his aficidn and the quality of
his cante. He was bomn in Mdlaga on January 3, 1953 and his first
steps in the flamence world tock place in private gatherings and
fiestas in Mallorca,

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

"l began to sing in the bamio of La Palma. Then, as [ took the
cante more seriously, I began to enter contests. The first was held
by the Pefia San Vicenle about five years ago. Then I began to go
to the pefias, to go to the pueblos mn the provinces, mecluding
theose of Granada and Cérdoba. Wherever there was a contest, there
was El Bolo; I won prizes in places such as Alora, La Palma,
Malaga, Anteguera, Torremolinos, Alhaurin de la Torre, etc.”

Do you have many records?

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

What carites do you prefer?

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

What singers do you like?

"Manuel Tomre, Tomds Pavén, La Nifia de los Peines, Antonio
Mairena, Termmoto de Jerez, Sordera de Jerez; 1 like Antomio de
Canillas, Pepe de Caflete, Pepe Vergara, Talete de Ardales, Enrique
Castillo, Gitaniilo de Vélez, Agustin Niifiez, ete.”

Do you prefer cante gitano or cante payo?

"Cante gitano and castellano. [ believe you learn one from the
other. Of course, 10 sing ‘a compas' it is the gitano and, to sing
responsibly, the castell ano.”

Is there flamenco aficién in Malaga?

[ belicve s0. Our province has the most festivals and attendance
is growing all the time. You can also sce it if you visit the pefias,
where the cante has great respect.”

Are they letting the young caniaores into the festivals?

“Those who are studying hard are being given opportunity in the
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José Martinez “El Bolo"

festival,"

Where would you like to sing?

"L would really like to sing in Madrd, Jerez de la Frontera,
Sevilla, Cadiz, Huelva, Los Puertos, and wherever flamenco is really
appreciated.”

* ¥ ®

Pepe de Campillos: A New Record

Pepe de Campillos is a veleran cantzor from Mailaga who fights
constantly to occupy a significant position in the long list of
artists of our land. His task is to work and demonstrate his way of
singing, something he has done in recent times in La Carolina and
Madrid with outstanding success.

Now, he has brought to the market, his latest recording, which
includes alegrias, cantes del Piyayo, fandangos, soleares, caracoles,
and bulerias. He is accompanied by the guitars of Antonio Losada,
Manuel Cémilre, and Paco de Teba.

Pepe is very happy with the recording and is looking forward 1o
an LP he is preparing with the guitars of Enrique Campos and Luis
Santiago. He is a cantaor with a large repertoire and is planning a
tour of pefias around Barcelona, inbetween the [esias he Tas
contracted. This summer he will appear in some festivals, tour
towns around the province of Milaga, and attend the festivals in
Campillos, the town of his birth.

¥ F ¥

Manuel Lopez: Singer/lecturer

Marnuel Lépez Martin was born May 21, 1941 in Amichar,
located in the Malaguefian barrio of Axarquia and with the passage of
time has become an excellent aficionado of the cante. .

How long have you lived in Catalufia?

"It has been twenty-three vears since I came to Hospitalet and I'm
still here!”

When did you start to sing?

"When I was very small, but formally about twenty-lwo years
ago, just aflter arriving in Barcelona.”

Do other in your family sing?

"An uncle does very well and all of my twelve brothers and sisters
sing to some degree."

Whick cantes please you most?

"I enjoy all palos [branches] of the canie, but I like singing best
the styles of Malaga, the soleares, siquiriyas, tonds, langos, and the
styles of Levante and Cadiz."

Have you won many prizes in your long arlistic career?

"There have been too many 1o remember. Some werc: 1968, first
prize in El Centro Cultural Ingeniero Moncunill; in 1969 in the Casa
de Milaga in Barcelona and an award for best record; 1970, three
prizes in Radic Miramar in Barcelona, from the government of
Badalona, and the Pefia Fosforito in Comelld; 1971, prizes in
Barcelona, and Matarg; 1972, Casa de Andalucia in Barcelona and at
Corte Inglés; 1974, three prizes, and more in 1976; in 1978, I won
the "Trofeo Pollo de Oro in Ripollet.”

Apart form participating in conlests and festivals, you have also
become a renouned lecturer.

"Yes, 1 give frequent lectures on flamenco themes, particularly
around Barcelona. I am also called on to judge flamenco contests,
such as the Concurso Nacional del Cante de las Minas de la Unién,
the Menorial Antonio Mairena, etc.”

Monolo, doesn't that take away from your singing?

"Time looks after itself. If I find a little for singing, 1 really
enjoy it."

Didn't you sing the first "misa flamenca" [flamenco mass] in
Barcelona?

"That was in 1979 for the baptism of my daughter Manoli. The
singers were Antonio de Canillas, Pepe de la Isla and me, wilh the
guitars of Manuel Cémitre and Canillas, hijo."

Do you have many records?

"I have four albums and one 45 rpm."”

What have been some of the most significant events you have
organized?

"The first contest of Malaguefias, 'Momenaje a Juan Breva,' in
Almichar was the most important. [ direct the daily radio program
Oido al Flamenco in Catalufia and Flamence en Vivo on Sundays,

Sevilla Flamenca, along with my daughter Pepita Lopez."
* %k ok

Antonio Beltran Lucena: Poetry in Flamenco

Today we spend with a man who makes it possible for many
cantaores to offer us cante with modem lyrics. He is a poet of
Mailaga, rooted in the popular traditions and who, as he confesses lo
us, creates verses by singing, even though he doesn't kmow how to
sing. Antonio Beltrdn Lucena has wrillen more than one thousand
verses, most of them being circulated by word of mouth.

What is the world of flamenco poetry like today?

"There are very good authors. What happens is that the cantaores
change the verses to suit themselves and soon nobedy kmows who
the author was."

What type of verses do you like best?
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“Those that say something, the happy ones, those that express a
life experience. T don't Lke 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 Garefa Valverde. The next
should come out 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
culture in their blood, like Frasco Montes and Padro Algaba, people
of the 'pueblo, one a hired hand and the other a wheat harvester. 1
Say:

‘Las cesillas son del pueblo,
los versos los pongo yo,
conforme me van saliendo”

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

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

Antonio, how do you See the cante at present?

"It is poing well I am a linle nostalgic and 1 have verified that,
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 mot well coordinated and they contract loo many
cantacres, who repeat the same songs too often. The duende never
comes that way. An artist is not a machine and can't be singing
here one day and there tomamow. Ancther thing is the ticket prices
which are very expensive for some working people.”

What singers from Milaga do you like?

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

Can you recall for us one of your verses?

"This is for & flamenco that we have in the pefia:

Tu madre me tiene loco;
tengo una vifia ¥ olivos
y 14 le parece poco.”

LA

Enrique Naranjo: Guitarist

Within the world of the flamenco guitar, Maélaga has not taken
back seal to any other Andalucian province. Throughout history we
have seen a magnificent breeding ground for guitarists who have
becn highly solicited by the best flameneo singers.  Enrique
Naranjo, bom Miguel 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 flamence 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 Cofn,
accompanying Pepe de la Tsla.  Then I spent thirteen vyears
perlorming on Radio Juventud, while alse playing in tablacs,
ventas, salas de fiestas, ete.”

Enrigue, you are an accomparnist of both baile and cante. Is it
karder 1o play for dance or singing?

"Today the guitar has advanced so muoch that both things are
difficult. To accompany dance you have to have good mastery of
compéds, while for cante, you need that plus a good knowledge of
rhythm."

Who are same of the cantaores you have played for?

“Among others, I recall Mairena, Porrina de Badajoz, Pepe
Aznalcollar, Gordito de Triana, Pepe Marchena, Chocolate,
Terremoto, Femnanda y Bemnarda, Paquera, Fosforito and, of course,
all of those in Mélaga.”

And dancers?

"Lucero Tena, Trini Espafia, Pepita Vargas, El Charmro, Antonia,
Carmen Carrera, Custodia, El Duends, Manano . . "

Which guitarists impressed you most?

"From the past, Ramén Mozntoya and Nifio Ricardo and, today,
Paco de Lucia and Manolo Sanlucar. With respect to Malaga, there
was Manuel Cafiestro, Pepe el Calderero, Nifio de Almeria, Pepe de
Alcoba, and others T don't recall. Today there is Pedro Esclona,
Enrigue Campos, Antonic Losada, Manuel Santiago and Juan
Samiago, who would be a great arist if he would swmdy a little more.
In Milaga we have, and have always had, very good guitarists.”

FHave you traveled to many countries?

"It hasn't been bad. 1 have performed in Holland, Germary,
Ieeland, Belgium, France, Denmark, and some of the Americas.”

How is Envigue Naranjo doing in 19857

“I believe very well; between summer Feslivals, pardes, and
accasional trips outside of Spain, T think T will continue to make out
okay.”

* & &

Antonio Losada: Guitarist from Benaque

ue is located in the Malaguefian town of Macharaviaya.
Anm:ida Pérez was born there on September 15, 1940,

How did you begin?

"Although I always liked this instrument, I began the study of it
somewhat late, in 1965 in the vemfas [country tavems] thar existed
at that time in the moumiains, where I accompanied artists from
Milaga." '

Did you have a teacher?

"Manuel Cdmitre, among others, gave me my first lessons.
Later, in the Pefia Juan Breva, I perfected my playing by
aocompanmying the aficionados and listening to 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’ to that,
you are ready lo start swdying. Unfortunately, I didnt start young
encugh, or T could have been better today. The same thing has
happened 1o many of my friends."

Are there good guitarists in Milaga?

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

What else helped you in your development?

"Most important for me was the eight years I spent in the tablao
El Jaleo in Tomemolinos. I believe the tablao is an excellent
school for learming compis.  For thal reason, almost all the
guitarists have passed through 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 yoi accompanied?

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

Do you have many records?
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Antonio Losada

"As a soloist, none. But, as an accompanist, | have recorded
recently with Pepe de la Isla, Cindido de Mailaga, Nifio de
Pefiarrubia, Sernita de Mailaga, Manolo Cabrera, Allredo Arrebola,
Ramoliche, and Carbonero de Cartama. All together there have been
two long play records and eight cassettes. [ have scveral pending
recordings for the fall."

Have you had much work this summer?

"It hasn't been bad. I have had fourteen or fifteen festivals, big
and small, and of course, I have worked a great deal in pefas and
parties. I can't complain.”

Future plans?

"To keep working wherever they call me and there is work. The
winter is very long and one must go all over.”

L

Pacorro: Baile in Spain and Outside

In that labyrinth of nammow street and alley that existed al the fool
of the Alcazabilla, a child was. born and given the name Francisco
Villodres Lépez, on October 11, 1939. With the passage of lime,
he would become a bailaor of flamenco known as Pacorro. He began
dance at a young age and, at sixteen, he began his first fooling
around as an artist in Mailaga and other pucblos of the province.
Then he went for his mililary service.

What did you do after the military service?

"I joined the Miguel de los Reyes ballet, where | stayed for eight
years, We tarveled all over Spain on more than one occasion.
With us was Chanquete, Emilio, Coralillo de Sevilla, and Pepito

Vargas. After that, I went to the Tabema Gitana, a place where
artists could always find work. It was a rarc time when an artist of
Milaga could not find a spot there when he was out of work. Then,
in 1970, T was working in Madrid and joined the company of Ralucl
de Cordova. We did an interesting tour of all of Spain.”

Where have you worked outside of Spain?

"I was three months in Venezuela with La Coreana and her group,
three years alone in Canada, for a year with a group in Mozambique,
and two months in Switzerland. Now | have offers to go to Japan
and to Switzerland. But to go to the other couatries, you have lo
get good pay, because life out there is expensive und there has to be
something to bring home."

Do any of your children dance?

"l have a daughter who is going to dance and she has a lot of
gracia. She is seventeen and studies with Pepito Vargas. [ think
she will make i."

Who do you like in the baile?

On the outside, Farruco, and here in Milaga, Pepito Vargas."

* k%

Luisa Vera: Bailaora

Maria Luisa Barbero Garcia, known artistiacally as Luisa Vers,
was bom in the Malaga barrio of Huelin on June 10, 1961. At age
eleven, everything she sang was in compds, so her mother, seeing
her talent, took her to the academy of Dofa Angelita, where she
stayed for two years. At that time, Pepa Vargas and her husband, El
Nifio de Almeria saw that she was a fine bailaora and presenied her
to the public.

Were you with that group long?

‘l was with them for one year, Then my parents created my own
ballet company for me and named it Luisa Vera."

Who was in the group?

"There was the cantaor Candido de Malaga, quitarist Diego Vargas,
and dancers Encamnita, Pepi Ortiz, and El Duende."

Where have you performed?

"On the Costa del Sol where my ballet is highly sought after by
hotels, businesses, pefias, etc. = We have also been in Austria,
Germany, France, Marruecos, and Switzerland, representing Spain.”

What styles suit you best?

"In reality I do all styles of dance, but 1 especially love to dance

Luisa Vera
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bulerias.”
What cantaores bave sung for you?
"Some that I recall are Cindido de Milaga, Pepe de la Isla,

Chiquilin, Terremoto de Jerez, Perro de Paterna, Morenilo de
Cérdova, Jose Soled, Juan Montoya, and presently, Bemardo
Salazar."

Luisa, besides dancing, you also sing, don't you?

"Yes, some! 1 have speciallized in pop rumba, although I am
really a dancer. Nevertheless, I am planning to do a record on which
I both sing and dance. That will be in the spring, before the season
starts,”

What puitarists have played for you?

"Diego Vargas, Manuel Montaya, Enrique Naranjo, Nifie de
Almeris, Antonic Rosas, my husband, Juan Santiago, and presently,
Joaquin, the son of Carrete.”

What are your plans?

"For now, to fulfill contracts for Spain and Morocco."”

What artist do you enjoy?

"In the woman's dance, Manuela Carrasco, the man's, Mario
Maya, and the singer, Camarén de la Isla."

Who is currently with you?

"I have cantaor Bemardo Salazar, Joaquin as guilarist, and the

dancers, La Chata de Mdlaga and Lourdes.”

* K ¥

Ana la Auténtica: Bailaora

Ana Gémez Arana was born in La Linea de Concepcién (Cadiz) on
October 1, 1959. Her father was from Mailaga and brought her there
at a young age. She makes her home today in Malaga.

Tell us about your background.
"My brother is a guitarist and one of my father's cousins is a
cantaor. I bepan to dance at birth, but professionally, I began in

Ana la Auténtica

Madrid at age sixieen in a cuadro with Maria Albaicin, cantaor
Antonio el Extremefio, and guitarist José Maria Pardo. After six
months, I returned to Malaga, but soon left on a tour of Italy,
France, and Belgium with cantaor Quique de Utrea and the guitarist
Antonio Heredia, After that T came back to Milaga and then to
Madrid to work in Los Cabales. While there, I did the television
show "Gente Joven." Later, I worked in Luisillo's tablac and then
his company. With that company 1 went to Venezuela and had a
wonderful experience during a year and a half. Then back to Madrid
to work in Café de Chinitas and Las Brujas. Now I'm back in
Malaga where I have my own cuadro which includes the cantaor
Andrés el Paguiro, Guitarist Miquel Flores, and dancers Isabel, La
Morena, and Juan Egea. We have a contract for Barcelona, another
for Canada and T am going to open a place in Ciudad Jardin."

Who are your favorite dancers?

"Femanda Romero and Manuela Carrasco.”

Is there a love of the baile in Mdlaga?

"T believe so, and we have very good professionals here.”
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EL CANTE FLAMENCO:
THE ULTIMATE

CATHARSIS
by El Tio Paco

Repardless of how it is embellished, the quintessential expression
of flamenco (at least in this writer's humble omnion) is found in Ei
Cante. It is also the form most difficull w understand, particularly
for a non-Spaniard {or non-Andalucian), which explains why very
few eantaores have ever "made it" outside of Andalucia, as compared
to the countiess flamenco guitansts and dancers who have had
extremely successful careers outside of Spain. In fact, most of the
Ereat cantaores of all times never avelled much beyond the
confines of their provinces. Some never even left their hometowns.
That el cante is seldorn fully sppreciated outside of Spain shouldn't
come as a surprise. Even within Spain's "other” provinces there is a
feeling that it is ung cosa de Amdalucfz (an Andalucian “thing"), and
it is only in this blessed land where el cante is Tecopnized {and even
then, not by everyope) for what it is, the ullimate in arlistic
expression.

Perhaps the ebility to do it {or lisien to i) requires some sirange
genetic code passed down through the generations from times
immemorial, carrying the call to prayers from the arab muezzin, the
sephardic chant, or the quejio gitano, or a mixwre of alll Whatever
it is, for the rest of us, it provides a vicarious vehicle of expression
and catharsis like nothing else does. Remember all those things
you wished you could have said to your father, but he was wo old
and frail to understand? Well, El Piconero de Arcos does it for you.
How about the feclings that welled up in your throat when you sat
by your small child's crib watching him sleep? El Turronera says
them better than you ever could. And the girl you fell madly in love
with as a young boy, but never had the courage o speak to her?
Tuanito Villar speaks to her eloquently. You could give a piece-of-
your-mind % those faceless government bureaucrats who seem Lo
contro] your Life? Noi to worry, El Cabrero does it for you, and
drives the audiences to frenzy in the process. And in those dark,
lonely nights, when you lie awake lisiening 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 to
Diego Clavel, he'll sum it all op for you in ways you never dreamed
possible. In shomi, if there is anything you have inside but can'
seem to find the words, you can hire an analyst for $200 per hour or
just keep listening to El Cante, Someone will sooner or later say it
for you, The latter way is far more enjoyable. And probably works
better too.

TO KNOW ABOUT CANTE"

(SABER DE CANTE. Extacted from "Are we, or are we not
Arndalueigns?" by Luis Caballero Bonald.  Cellection Indole
Popular, Sevilla, 1973, Translated by El Tio Paco)

In general, the cante is no more well liked in Andalucia than in
Extremadura, Castilla, or Catalufia. The muh is that [ have been
able to observe how thousands of Andalucians haven't the slightest
interest in & cante. Nevertheless, nowadays flamenco is gaining
popularity within Andalucia, as well as in the rest of Spain and
workl. Today, more than ever, ef camte has gone beyond national
borders..it is inferesting, it is enjoyed, but, do we know what el
cante is? To understand cante, to know cante and cantaores who
sing well, is so difficult, it requires as much experience, dedication,
ardl study as opera. The leaming process is not always enjoyable

Learning is sometimes expensive, monolonous, and a chore.

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

It is important not to forget that more than one factor is
involved, enough to puzzle the beginner: a good voice, good
faculdes, an excess of rhythm, a richness of “melismas™l, an
"afillado”? lexture..In all these characterisics, a relaive balance is
necassary, just, but none of themn is in itself, definitive, or a must.

What is essential is called a millenial accent. Age, profoundness,
elegance, duende, and “sefiorio™, because el cante reaches us through
the "cemelery of the centuries”. To know, o feel and to have ef
cante that we sing perfectly under contrel, and that suits ust well.
To sing in compds, o "sing it"..not to leave it lame, or on the
other hand to embellish it in an absurd display of talents..All the
canies, absolutely all that make up the wide gamut, are subject today
10 an hanmonic measure. ..

The cantaor who ennches & cowe as the years mellow him,
increasing his age and knowledge..The authentic cantaor sublimizes,
elevates, and remakes the cantcs without breaking or tearing down
the principles and musical measures they dernand...

As far as the inlerpretative technique, or way % express the cante,
the cantagr must leamn to breath at the right moment o be able, with
each "tercio™, to close well and squarely. To place the phrases in
the space that the compds demands, to articulate clearly®, and to
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 it, and to Histen to it
demands an earnest attention on the part of the aficionado, and true
and committed avocation on the part of the interpretor.

Finpally, in my opinien, we must not, those of uws who sing
seriously, sacrifice the solemnity of certain cantes for the easy
applause that ticks and theatrical effects may elicit.

Now, I believe, it is easy o understand what I am wying to say -

in a very brief summary what is the mark of a literate
flamencalogist and reflects faithfully the cantaor with all its

CONSEQUETICES.

1"melisma™ the microional omamentation with the voice.

2 Francesco Ortega Vargas, "El Fillo" (died in Triana, 1878). Called
"the King of cantaores”. Reputedly gifted with a hoamse 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 "AFICTIONADO AL CANTE" HAD WITH
MAESTRO ANTONIO MAIRENA

[from: Flamenco; translated by El Tio Paco}

by José Manrique Lopéz
Aficionade.
“Tell me, Don Antonio
What doas Flamenco consist of?
I have been trying to fathom it
but can't quite understand it.

Mairena:
-Brother, dear brother,
Flamenco is a mystery,
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and one of a very simple essence,

that in Andalucia one carries deep within oneself,

and just like a scent,

just like Feeling,

we sense themn and feel them,

in the earth, the sun, and the wind,
and we cannot explain them,

no matter how hard we try.

‘When 1 listen 1o Siguiriyas

of Jerez 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,

that takes possesion of my being,
of my blood, skin, and bones.

Brother, dear brother,

'twas in the night of times

that man instinclively

sang to the moon and the heavens,

to the "sierras™ and the seas,

and he opened his breast to the waorld,
Andalucia, when it sings,

sing of love and of jealousy,

sing of happiness and yearnings,

or endless suffering.

-If they are "“Tangos de Triana"

or "Tangas Extremenos™3

“del Piyayo™, or "de Fastora™

sa trouble all my nerves,

and my blood boils,

up and down my bady,

1 could not tell,

and, sometimes I don't even pretend,
to know which of the styles,

is the most pure or "“flamenco”.

M:

-Brother, dear brother,

What is worth being a Mastexr?
The "cantes"” that are happy,
tell of happenings

of our daily lives

or of happy moments,

when our souls overflow

as if we could loose our breath.

If the Soleares are sung
in three or four verses

1 don't know whether they are from Alcalad

or fron any other towm.

Of "la serneta”™, or Janigui®...
Why must 1 know?

if my eyes become moist
transported to a new world?

Af
-When a flamence sings
he gives ¢l cante his accent,
he gives it the warmth of his soul
and transmits to the listener,
his feelings and his dreams.
How painful it is to feel el cante!
How painful, but how beautifui!

1 As the port cities of Cadiz, Puertc de Santa Maria, Puerto Real,
San femando, and probably others, are known. Those cities, aleng
with Sevilla, Jerez de la Frontera, constimte what is commonly
known as the tangle of flamenco. The cantes de Jos Puertos are
said w0 heve un sabor marinero (a flavor af the seashore), as opposed
1o those ariginating mland.

2 Andalucian mountain ranges, and including ia Serrania de Ronda,
Ubrique, de San Juan, eic.

3 Typical tangos, originating in the region of Extremadura,
generally in the Province of Badajoz.  Probably the only area
outside Andalucia with tue, autoctonous flamenco. see  Brad
Blanchard's excellent article on the subject on a previous issue of
Jaleo.

4 Rafael Reyes Nieto, "El Piyayo" (Malaga, 1864.1941), a colorful
and adventurous gypsy, reputedly one of the best interpreters of
tanpos.

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

6 Alcald de Guadaira, 8 town in the Provinee of Sevilla. Not 1o be
mistaken for Aleald de Henares, near Madsid, a town of historic
significance, but of no flamenco interest.

7 Merced Femandez Vargas, "La Semeta”, (Jersz, 1834.Utrera,
1912), reputedly & cantacra with an intense and passionate style.

8 Juan Moreno Jiménez, "Tuaniquin”, (Jerez, 1862-Sanliicar, 1946).
Lived his entire life in a hut near Lebrija and Utrera, where
aficionades would flock to listen him sing @ pale seco (without a
guitar). Reputadly a master of the soled.

NANO DE JEREZ

{from: ABC de Sevilla hme 12, 1987; sent and wranslated by El Tio
Paco]
by José Antonio Bldzquez

He belongs to that group of young ’veterans” of a hundred
battles; he lknows his business, the effort of giving himself entirely
to s profession, and finding, like many others, the meager
financial Tewards from day to day, from dawn to dawn. Nano de Jerez
is first class, even if he is not among those who make the
headlines. Maybe it is a matter of luck, or not being in the clique
chosen by the powerful minorities who contral the flamenco scene -
- a scene which, unfortunately, has become somewhat stale, and one
that can collapse dramatically, because the crisis in the world of
flamenco is evident.

Nano de Jerez, Cayetano Fernindez, the “fragoa” (blacksmith
shop) of Tio Juane and his ancestors. Tio Juane is a blood relative
of Adela la de Chaqueta, and those bonds express themselves through
Nane’s sounds. The vineyard and the salt flats, Bur Nana is
quint=ssentially a "Jerezano”...

"] was baptized in San Miguel" [Translator's Note: 17th Cenhury
Church next door to the El Carbonero’s Guitar Academy, and a few
steps away from Cristobal El Jerezamo’s Dance Studio.] "It was there
they sprinkled the [holy] water on Manuel Torre, La Paguera, Lola
Flores, Agujetas’ father {the Elder].. My maternal grandmother sang
and danced very well I am in this because of a very natwmral reason;
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Nano de Jerez

I have lived it before I had the use of reason. Yes, I am Jerezano
through and through in my style. This is why 1 find myself totally
comfortable when I sing 'por bulerias', or when I do the 'buleria por
soled’."

I ask him to tell me his version of the difficulties of the
"compds"...

"I don't know whether it is a mystery that some of us are able to
discover while others can't. The truth is that there are many who
just can't handle the compds. The buleria is, first and foremost,
compds, measure, evenness, precision. And I believe one is bom
into it. You can do it your own way according to your own feelings,
short or long. But always measured. It has it's secrets. Some of
them you can't figure out. People talk of the triangle, Sevilla, Jerez,
and Caddiz. But if you stop and study closely the bulerfa forms from
Utrera, Lebrija or Jerez, you find out even the rhythm is different. I
would go even further. Jerez is best know for its cantes of the arcas
of San Miguel and Santiago. Because there are also differences
between them. I kept naturally the sounds of San Miguel. They are
my own. [ think that Santiago, the sounds of Santiago, sound more
party-like. I don't know whether it has 1o do with the Jerez water..."

Nano talks to me and becomes excited. "Look, for me there was
someone truly unsurpassed. And he was Femando Terremoto, But
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no one can forget my Uncle Borrico, or El Sordera.”

Festivals? "You know well what is happening. And you know
this is not going well. Too many names are repeated too many
times; they have become some sort of elite who practically appear
on the same slates every time. The new ones haven't had a chance,
and since few new voices are heard, the public has gotien tired. And
nothing is being done to improve something that seems to have no
hope."

% ¥ %

DON JOSE CEPERQ, ONE OF THE BEST
CANTAORES FROM JEREZ, DIED IN
MADRID 26 YEARS AGO.

[from: Diario De Jerez, April 6, 1986, translated by Marysol
Fuentes]
by Juan de la Plaw

A cantaor from jerez, praclically forgotlen today, even though his
singing was always at the level of the hest of his time and he was a
great master of the copla, was Don José Cepero. He was an artist of
high quality who sang with Chacén, Manuel Torre, La Trini, La
Serrana, La Nifia de los Peines and other great ones, they sang
everything well, especially a fandango of his own creation, and he
knew everywhere and at all times how o be a flamenco "caballero”,
a true gentlemen.

After Chacén, Cepero inherited his title of "Don" for his art and
his class which set him apart from any other artist. Perhaps for his
good manners and his high education, besides the fact that his
interpretation of the cante was extraordinary, Don José was
designated cantaor to the Spanish Royal Family and he was the
favorite cantaor of general Primo de Rivera.

José began singing in Jercz when he was only nine years old. He
was bom in the house at number nine, Calle San Onofre, in 1887,
the son of a beautiful woman who was called "La Brisa" (the breeze).
At thirty-one years of age, when he already had been singing in
Madrid for a long time, he was featured with La Nifia de los Peines in
the first opera flamenco show ever to be organized in Spain. Afller
that, he recorded numerous records and was become (amous with the
nickname "Poeta del Cante”, due 1o the fact that he composed his
own lyrics.

Cepero  established himself in the Spanish capital, traveling
around the country on several occasions as the star of several shows.
On one of them, in 1955, he arrived in Jerez where 1 had the
opportunity of interviewing him, for the magazines, Digame and El
Taurino in his dressing room at the Villamarta Theater, appearing
that evening with his nephew-grandson, Paco Cepero, who was siill
a child with no idea that in time he would become the phenomenal
guitarist that he is today.

There, the maestro told me that he hadn't been in Jerez since
1908, that he started singing when he was nine years old -- in the
Cine Escudero, in C4diz, with the famous Chacén and Fosforito,
making a salary of six peselas a day.

“I always,” he told me," admired Chacén as an all-around caniaor,
one of those that is born once in a century, and Manuel Torre as a
seguiriya singer.”

Who do you like best of the cantaores of this time?

"l only like Mairena and Caracol, the rest of them are nothing
special.”

What other cantaores have you admired of those that you have
known?

"Of the women, La Trini, La Serneta and La Serrana. [Pastora
could sing everything well. Of the men, Juan Varea, Vallejo and El
Nifio de Barbate are very good aficionados

What guitarists would you menton
accompanied you?

of those that have
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"Those of Monwoya, Jairer Molina, Bormul (Sr.), Perico el del
Lunar and Baeza."

Is Jerez the birthplace of flamenco?

"First Jerez and afrerwards Cédiz."

Which camtes are the most difficult and which the lcast?

"The most difficult is the siguiriya because to sing it you have to
doit with all your heart.  The easiest wre bulerius, alegrias and
Landangros.”

Wihen | knew Cepero he was sixty-seven years old. That night he
sang at the Villamarta, as he always did it, sitting on a chair, with
his leflt hand on his suspenders and swinging the cante with his
right hand. |  remehber that he sang admirably por granainas,
malaguenas, fandangos, soleares and bulerias, and he brought the
house down. [t was a triunphant performance in [ront of his fellow
townlolks, after having been away during almost hall a cenmry. All
his cantes were well liked, but his personal fundangos were liked the
most.

When he relumed 1o Madrid he was a recluse in  his house on
Mesén de Parcdes 42, from where he would go everynight 1o sing at
"Villa Rosa" in the Plaza de Sanla Ana. Tall and slender, always
clegantly dressed, always in black, Cepero looked like an old
aristocrat.

In Madrid he had won, in 1928, the gold cup of the Teatro de la
Zarzuela, dedicaated by his good f[riend, General Primo de Rivera.
And in Mudrid he died when he was seventy-three years old, on the
thirteenth of May 196(), without leaving any heirs o his art. It had
been over thirty year since he had put away all the [lamenco records
and told his wife: "l do not want the children w get the cante in
their heads and in their chests, the way it happend o me".

He knew better than anybody else that the camle gives many
satisfactions, but aulso many displeasures and umpleasantness, and
that, 1o be able W make a living singing, one had 10 be a
priviledged one, as he was, a gentlemen and poet of the cante, Ll
the last minute of his [lamenco life.

FLAMENCO NEWS BRIEFS

Romeo and Juliet Flamenco Style

[from: El Pais, December 21,
translated by Geromimo]

1986, sent by Brad Blsnchard;

by A. Alvarez Caballero

The Nutionul Ballet of Spain will presemt “Los Tarantos", a play
written by Alfredo Manas, in ballet form [or the first time ever. The
lead roles will be danced by Aida Gémez and Antonio Marquez as the
lovers, and Merche Esmiralda as the mother. Flamenco singers Juan
Cantero, Juun José de Alcald and puilarists Juan Maya "Marote", Luis
Carmona "lHabichuela" and José Maria Banderas have ample
oppolunity to shine. The choreography is by Felipe Sénchez and

the music is by Paco de Lucia.

Marias wrote "Los Tarantos” in 1959, as a theater play. It marked
the beginning of his career as a dramatist, and originally included
So, there is

only a few scenes of flamenco song and dance.

considerable speculation about how a dance version will be recieved.
The plot centess around the love alfair of a young gypsy couple
complicated by the feud beiween the mual families -- the Tarantos
and the Camisones.

In 1962, a (ilm was made of the play. Mafias himsell wrote the
script and Carmen Amaya siarred as the mother (she died shonly
after completing the film). Yet another stage version appeared in
1980 at the Reina Vicloria in Madrid, with Felipe Sdnchez as the
leading man (he is the choreographer in this new version) opposile
La Contrahecha. Rosa Duran was his mother. By then, the
flamenco sections had increased notably. The guitarists were Perico
el del Lunar, Curro de Jerez, Carlos Habichuela and Luis Pastor, The
singers were Chaquetdn, Rafacl Romero and Carmen Linares,

Paco de Lucia is enthusiastic about writing his first composition
for ballet. The music was arranged for symphony by Amargos, but
he made every attempt to maintain the authentic flamenco flavor for
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the entire forty-five minutes. We shall see how well Paco's creation
stacks up to earlier efforts along these lines. There is an
interesting interplay of the live music of the guitarists with the
record music of the symphony. The symphony music was played by
the Orquesta Arbés from the local opera house.

L

Camaron in Paris

by Alain Faucher

Several flamenco performances take place each year in Paris. The
French capital has welcomed most of the greatest names: Paco de
Lucia, Antonio Gades, Mario Maya, Manuela Carrasco, Manuela
Vargas, Carmen Cortés, La Familia Montoya, Boquerdn, Enrique
Morente, Juanite Villar, Los Habichuelas, Seranito, Cepero, eic..,
the list is long.

But never Camardn, although he came several times 1o the south
of France, around Marseille. Finally, the so awaited event came. It
was the Cirque d'Hiver, on May 8, 9, and 10 -- three fabulous nights
with the bailaoras Rocio Loreto and Carmen Ledesma, accompanied
by Rafael Femidndez (cante) and Quique Paredes (guitar), the new
gypsy voice, Aunrora Vargas, and the whole second part with
Camardn and Tomatito.

Camarén was at his best, in perfect shape, and gave the best of
his art, He sang alegrias, tarantas, soled, bulerias, fandangos,
tangos with a centain number of new colpas (especially in bulerias).
The concert has been recorded and an LP should be released in a
couple of months. This could be the frst live record of Camrdn,
and also the [irst recorded solo of Tomatito, if they have the
imention 1o include it in the disc. {Tomatito played a solo bulerfas
in the first part of the concert).

Manolo Fernindez (Camardn's artistic agent) was very pleased
with Paris' public welcome and plans to come here again with
Camar6n and Tomatito next Octber. Good idea!

L R

Paco de Lucia and John McLaughlin:
Accomplices in San Sebastian

[from:ABC, June 15, 1987; sent and translated by El Tio Paco]

Flamenco guitarist Paco de Lucia,
universally considered as one of the best
exponents of fusion jazz, has confirmed
his presenice at the San Sebastion, where
he will appear together with the
exceplional John McLaughlin. His
presence in the Dean of our Festivals is
one of the highlights of this event, which
will close out its program shortly.

The guitarist from  Algeciras has
participated in "fusion jazz" and closely
links his name in that style with those of
Chick Corea, Larry Coryell, and
McLaughlin himself. In the mid sixties,
he had already  participated  with
saxophonist Paco Inuralde under the name of Paco de Algeciras, and
has been since drawn towards the harmonic improvisation in jazz, a
style in which he has had some very fortunate experiences so far.

&=

Paco de Lucia

DAVID HOLLOWELL:
OLE, FLAMENCO GUITAR

————

(David Hollowell: Ol¢, Flamenco Guitar)
Part [: Record Review
. by Puco Sevilla

It is always difficult to review solo guitar records by non-Spanish
artists, One can praise or destroy a recording made in Spain by a
Spanish artist and realize that it makes little differnce, But An
American will feel two consequences, both personally and, perhaps,
economically ( to very small extent), of a record review. The
reviewer, therefore, doesn't know whether to make special allowances
for an American player and try to appreciale whatever he has
accomplished through many hours and years of sweat, expense, and
sulfering, or just call the cards as they lic. This reviewer has a
difficulty in not generally being very impressed with any solo guitar
effort — it just is not a very high priority in my view of flamenco.
I realize that there are many who do not agree with me. Every time I
do a review, I vow not la do another — too many people are mad at
me already, but.. . here goes!

Let’s start by saying that David Hollowell's record "Olé, Flamenco
Guitar,” does a [ine job in accomplishing what it is obviously
supposed to do — appeal 1o a popular, commercial, non-flamenco
market. The title, the selection, ol picces, and the program notes
tell us it has that purpose. The playing is technically adequate, the
recording quality is good, and the music is pleasant and often fast
enough to capture the emotions of the general listener. That said,
lel's move on.

The reader of Jaleo deserves a review from a flamenco perspective.
We begin with the reperioire.  There are five pieces crediled 1o
Sabicas. [n many reviews, 1 have sued my belief that a record
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shauld present something new and not rehash material available
elsewhere played by its creator. In general, other peoples
compositions belong in the night club or on the concert stage, not
on a record. But in this case, I might modify that statement.
Sabicas’ records are no longer available to the general public and
that gives new versions legitimate valwe. In addition, Hollowell
seems 1o have modified many of the pieces substantially; only
"Pirope a Galieia,” a coliection of bagpipe melodies from Galieia,
ard "Mi Albaicin,” a farruea, seems to be elose to the onginals,
although 'm not about 10 go through all my Sabieas records to find
out. ‘These two pieces are among the best on the record, elearly and
ranquilly played. T ean't say the same for the other three.
"Scntimiento Gitano,” a siguiriyas, is played so fast, so delicately,
and with such little sense of importance, that it is not a sipuiriya to
me.  "Guadelguivir,” supposedly a zoranpo, is, for the most par, a
sct of variations on "Los Cuatre Muleros” the old folk wne por
bulerias, and the "Zapateado en Re" is just played toc fast lo be
clean and apprecialed —— the siow parts are great

The "Malapguefia” of Lecuona is nicely done with a full, echo-
supported sound, and the “"Zambra Mora", a collection of tadinonal
variavons in D tuning eomes oIf well. Before looking at David's
original pieces, here is some background: Born in Toranto, Canada,
he bepan formal guitar study at age twelve. He studied at a musie
school, toured with flamenco dancers and, at age twenty-three, went
te Spain. There, he accompanied dance elasses of La Tati, Cintia,
Paco Femdndez, Ciro, Manucla Carrasco, Concha Vargas, and
Manolo Marin, and studied puitar with David Serva, Guillerme 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, and his large repertoire ineludes pieces by
Paco de Lucia, Escudera and others.

"0l&, Flamenco" incindes three original pieces. "Ecos
Andaluzes"{sic], rondefias, has a Tairly tranditional slow part, nicely
played, with a tremolo that moves from a Paco de Lucia melody w0 a
the copla melody. It then becomes a bulerfa accompanied by
dumbek. The idea is good, but it never really goes anywhere and the
drum doesm't add much. The soleares is potentially pood music, but
is played so fast that js has litde swength and rambles in & pattern
af a few melodies, some rhythrn, and a stop. Then off again for
mare of the same. Each time it stops, 1 find myself hoping for a
slowdown and some profundity, but it just races off apaim. The
buleria, inappropriately named "Calles Jcrezanas”, is mestdy 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 fnd Hollowell's playing to be excellent when it is
slow and expressive. His Reyes guitar comes through well, with
enough sking roise and snap to make it flamenco sounding. Rut
speed ruins a lot of the musie — not so much because the technique
falls off {there is a littde of that), but because the playing becomes
light and ticky-tacky, the sound “classical” and muddy. A little
slower, with more snap and expression in the fast passapes, would
create some very satisfactory flamenco puitar playing.

To order this record, send $8.00 to:
David Hellowell
P.O. Box 2435
Augtin, TX 78768

* k%

Part II: A Second Opinion

by Guillermo Salazar

It is a bit diffieulr 10 review a record by a flamenco puitarist who

15 not born and raised in Spain. To compare him to the top

professionals in the field would be to throw him to the lions. David

Hollowell, from Canada, has recorded this umpresumptious solo

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

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

In general, David shows these srrong peints on his debut album:
a) lots of knowledge and variety, b) enthusiasm, pizazz, and lave for
flamenco guitar, ¢} good musical ear, d) potential for creativity on a
larger scale, e} good tone and flameneo sound, f) good flamenca
thumb and rasgueado, and g) clean arpegios.

On the other hand, my Teeling is that David, a diamond in the
rough, needs more seasoning bcfore returning to  the recording
studic. He eertainly has the makings of a fine flamenco soloist, but
on this album he has the following shertcomings, in my opimon: a)
failure to play within his lmitations of techmique, b) reciting as
opposed to interpreting, plus e) occasional rushing,

Overall, 1 like David's album and would recommend it 1o
any 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 guitarists usually do mot produce
thier own records. It is much more desirable 10 catch on with a
record company and have them do the recording and subsequent
promotion. PBut the non-Spanish flamenco guitarist would do well w
promote himself and pain entrepreneurial skills. So, if the listener
must use comparison in judging tis or any album of a non-
Spaniard, compare him 10 yourself instead of wo Sabicas. How does
the album sound when you compare it to some of your 1apes? If you
domt have any tapes, make some and compare them. The serious
players know what I am talking about. 1t's the pseudo-sophisticated
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 residas in Austin,
Texas, could take heart by listening to the albums of one of his
teachers: Guillermo Rios. Notice how Rios improved by his second
recarding -— ot that the first one isn't good. Also, I'd lLke 1o
welcome David Hollowell 0 the group of non-Spanish flamenco
guitarists who have recorded albums or casseties either on their own
or commereially. Some of them: Guillerme Rios, Dennis Koslter,
Gene St Louis, Peter Evans, Anita Sheer, Ronald Radford, Michael
and Anthony Hauser, Guillermo Salazar, James Fawcen and Martin
Walker, Philip John Lee, Chris Carnes, Ismael Barajas, Juan Martin,
Gine D'Auri, Rodrige, Ian Davies, Willie Champion (El Curro),
Antonitas d'Havila, Carlos Lomas, Gerarde Alcald, David Serva
(David Janes), Agustin de Mello, the “cantaora” Elena Marbella

(Elaine Dames), and the dancer José Greco.
* 4

Part II1: With NinoMiguel In Huelva

by David Hollowell
I arrived in Sevilla, May 1981, afier hanging around the Madrid
Bar, Moca, Amor de Dids Swdios, and Defia scene for four months. 1
studied mostly with David Jones and he supgested that I should head
south to see the flamenco festivals. I had heard of Manole Marin
from the "Madrid Three", meaning La Cintia, Charo and Cencha, so 1
ended up at his old studio, where I stayed and played daily lor the
next seven months. At that time, a greal Japanese guitarist named
“Taketo” was number one accompaniest, so I sat beside him leamning
1o play for Manolo's dances.,

That summer, Manolo was teaching general dance elasses at
a pefia in Huelva, where the lependary guitarist Nifio Miguel was
also teaching a peneral guitar elass. Manolo invited Taketo and me
10 commute with him twice weekly so we could meet and study with
Miguel, Although Manole drove his new Renault like a lunatc, we
kmew that watching Nifio Miguel would well be worth the 1isk.
After petting over my initial complete and total astonishment
from watching Nific Miguel play up close, I was able 1o learn some
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greal 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 hulerfas” and this
excited Miguel quite a bit, so we had an exchange system where I
would show him jazz tines and Chuck Berty stff 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 studies with any other teacher. Even back in the Fall of
1981, Nino Miguel was already plagued by problems of incredible
proportion #nd Pve heard since that he no longer plays at all. His
tonality and techniques opened many doors 1o the great young
flamenco players of teday, namely Raphael Riqueni, Nifio Jero, and
of course, Tomaiito.

One can speculate as to why ineredible talents like Nifio Miguel
never hecome commercial successes. There are many prequisites
involved in the music businets, a few basic ones being: Having
contrel of your persomat life, having a keen business sense (or at
least decent management) and of course, in this world, being able to
speak English. I believe Nifio Miguel's two albums were recorded in
the mid-1970's, when Paco de Lucla 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 to. As I said, Miguel didnt
talk much, but from what [ gathered hanging around that Pefia in
Huelva, his personal life was out of control, he had no business
sense and was happy just to 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 at the Corte Inglis
in Sevilla They are two of my prized artifacts from Spain — next
to 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 Puerto de Santa Maria for thireen months back in 1983-1984.

For most of us who have swmdied with teachers in Spain, il's a
rule that, just because they play great doesn't mean that they can
teach. My advice to anybody who goes over there to leam solo
material is t© have as many ticks or falsetas down as passible
before you go. These will enable you to sit around the dance studios
and swap music with the locals. for example, I traded Chet Altkins'
version of 'Take Five” for Paco's zapateado and, last vear, when I
was in Madrid for five months, | was showing all sorts of players
Eddie Van Halen's two hand hammer on-slur tricks in exchange for
all sorts of great flamenco tricks. This may sound wierd, but guitar
is guitar and all the young players over in Spain are experimenting
with all sorts of tomes and techniques. Any way that you can
become accepted is worth uying. On my trips over there, I by o
leam "mything by anybody,” because I'm interested in solo guitar
playing. [ live in Austin, Texas, now where I can actively play
Rockablilly and Country Western Bands, which I've alwrys done,
and I'm working on my career as a concert flamenco guitarist,

f
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FISL. NEWSLETTER

Intreduction by Paco Sevilla

The FISL Newsletter first appeared on the American flamenco
scere in 1968. A group in New York, under the leadership of More
Zstania, a guitarist, had organized The Flamenco Information Service
Library for the purpose of collecting flamenco malerial, making il
available o aficionados, and furthering flamenco in as many ways
as possible. The newleuer was lovingly hand-assembled (I believe
it was Iypeset and printed by hand - there was no photocopy back
then) and mailed out monthly at a rediculously Jow price. What =
thrill it was for aficionados to get semething in the mail about
flamenco. 1 can recall being extremely excited each time a mew
issue amived and would read it over many times. In its third year it
began to falter-- imevitable when all the work is done by a few
people -- and by 1971 came to an end. with the Zantanias going to
Spain.

Over the years, Jaleo has published many of the fine articles from
that newsletter, but 1 thooght it would be fun to share some entire
issues with today’s aficionados, including all of the ads and letters
to the editor. You may recognize many names --people who are well-
kmown now, but were just starting back then, or people who have
now retired.

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

* %
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MAY 1968 NUMBER I VOLUME1L
EDITOR: Motre Zstania

SPECIAL COLUMNS: Brook Zem, Estela Zatania, David Morenos
Published monthly by the FLAMENCO INFORMATICN LIBRARY

404 West 48th St., New York, N.Y. 10036
EDITORIAL

You have before you the first issne of a muchneeded monthly
publication which comes after a number of similar projects which
have folded for one reason or another. The newsletier is a non-
profit publication. A comiribution of 31.00 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 flamencos by the
FLAMENCO INFORMATION SERVICE LIBRARY. The library and
its services may be new to some readers so a general description is
in order.

The idea for the library oripinated in 1942 when I came to 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 an organization which could provide opportunities for
study, wauld not be prejudiced, and could furnish information at the
least possible expense. In 1966 the FLS.L. was established to
meet this need.

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

In conjunction with Carol Whitney and the directory commiites
of San Diege the lbrary worked tw© encourage flamencos in New
York and other arcas to participate in the directory which was
published recenlly and has already proven to be very useful.

At the present ume the kbrary includes bocoks, records,
magazines, programs, pictures and music. Also available for study
and duplication is a large collection of tapes - separate tape for
every thythm to facilitate smady.

Fuwure issues will carry a more detailed description of these and

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

CURRENT EVENTS

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

The Galan sisters, Rosario and Esperanza, who recently returned
From South America will open up the new Chatzau Madrid located in
the Hotel Lexington at 48th St. and Lexington Ave. on Thursday,
April 18.  Company inchides Juan Tapia, Salvalor Napolitano,
Carolina and Diana Ramil, Silvia Alvarado (wife of Domingo
Alvarado), and Maria Arshan.  Guitarist is Leo Heredia, singer,
Domigo Alvarado,

Presently at the Chateau, Emiliz Rivas with Jesus Ramos and
Elena Areces with guitarists Emilio Prados and José Manuel Ortega.
In the flamenco bar at the Chateau are flamenco singer Simon
Scrrano and guitasrist Rafael Manzano.

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

guitarist Morre Zantania in a predominately orchestra show.

Flamenco singer Paco Ortiz and guitarist Pedro Cortes appear
nightly, {except Sunday), at the restaurant Meson El Cid.

Guitarist Juan José Cortes, (brother of Pedro Cortes), is playing
nightly, (except Tuesday), at the Cafe Madrid on 14th St

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

Rafacl de Cordeba and company are coming soon to the Latin
Quarter,

There are numors that a popular West Village coffee-house and
meeting-place for flamencos will soon open a flamenco tablas where
anyorne would be invited to participate. Expected to be ready by mid-
slrnumer.

One of New York's foremost bata-makers, Luis Redriguez, has
left for Spain for an indefinite period to study and enjoy the
flamenco.

Also in Spain this month are dancers Antonic Jimenez, Lucila
Coral, and Rafael Santana.

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

Guitarist Alberto Fiallo 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 Cafe Renaissance, 338 East 49th, guitarist Felipe Gayo.

The Rincon de Espafia, 226 Thompson, features El Loco Luis,
puitarist.

Starting April 28, Carlos Ibafiez will appear Sundays at La Fonda
del 5ol with two dancers and guitarists Emilio Prado.

PHILADELPHIA: Super-colossal juerga in honor of Carol
Whimey (Directory Committee of San Diege), who is moving east
this month. To be held April 27 at the home of Mimi Bining.
Many New Yorkers expected to attend.

Nina-Louise and Company (see 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 left for Spain
for an indefinite stay.

[San Diego comespondent - C. Whitney]

SAN ANTONIO: Lujsa Triana and Company are performing
regularly at the "Hemisfair.”

At the Texas pavilion El Curro and his troupe perform daily, then
hustle over to the River Theatre for the Fiesta Noche del Ric.

Paco Ruiz and his newly assembled group are at the Spanish
Pavilion. [San Antonic correspondent - G. E. Buss]

NEW JERSEY: Maria Atba and Company (see page 1. column
2 for names), appeared last week at the Paper Mill Playhouse.

[The FISLetter needs correspondents in many cities. [If you would
like to help or know of someome, please write as soon as possible.
Note: deadlines are on the fifieenth of every menth.)

RHYTHEM OF THE MONTH
An informative monthly column 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 juergas are made of.
Yet semranas has a special quality and an unexplored potential which
make it unique in the world of cante and therefore worthy of
considerauon.
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The early origins of serranas are lost in the sierra of Ronda (or
Cordoba, depending on which flamencologist you believe). The
cante was omnginally sung a pale seco  (without musical
accompaniment) and in time acquired the compas of verdiales and
iater, of the siguiriyas which is the compas that is nearly alwaysl
used 1aday.

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

As its name implies, serranas is a song of the people that
inhabit the mountains or sierras, The content of its verses nearly
always deals with bandits, shepherds, or fugitives and rarely with
that ever-popular flamenco subject love.  This characteristic,
combined with the fact that serranas lacks the gvpsy words and
corruptions of words found in most other cantes, is evidence of the
fact that we are studying z cante which is much more Andalusian-
influenced than gypsy.

The music of semranas is slow and solemn, waditionally played
por arriba (E' position), rather than por medio (‘A" position), which
is the waditonal key of siguiriyas. Serranas is seldom sung by a
woman - it is a masculine-sounding cante.

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

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 wna partia
y al capitan le llaman
José Maria.
No sera preso
mientras su jaca torda
tenga 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
&... .
va wiag partia

Va una partia

¥ al capitan le llaman
¥ al capitan le laman
Jasé Maria.

No sera preso
mientras su jaca torda
tenga pescuero
mientyas su jaca torda
tenga pescueszo.

Note that the above is divided into three sections. The first two
sectons may be thought of as the actual copla, and the thivd part as
a sort of ending or cambip 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, etc. However, the easiest way of referring to this piece is
the "siguiriya” since that is exactly what it is. 1t is a copla with the
unmistakeable meoter of siguiriva (the 12 syllable third line for
instance), and may be sung "por siguinya®.  Furthermore, the
siguiriya is poectically unrclated 1o the copla of serranas which il
follows. Unlike the cnding used above ('no sera preso.."), it is nat
a continuaion of the story 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 campafiera

que Ao la quiero.

Cuanda la mire, la mire a la cara

y el sentido pierdo.

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

Arbolito del campo

riepa €l rocia

come ya riega las piedras de tu calle

con lanto mia.

Note that the above are sung straight through without repeats or
long waits. I is believed that the practice of ending serranas with
siguiriya began with Silveric Franconetti (1825-1893).

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

The first recognized master of serranas was Silverio Franconelu
(1825-1893), who played an important part in the developement and
popularization of this cante. Hiz tradition was faithfully carried on
by Antonic Sitva, "El Porugues”, Fernando "El Herrero", (1880-
1943), 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 after Vicemie Escudero, (1895),
made the mitial break-through in 1940 by setting stops to the never-
before danced siguiriyas.

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

* x ¥

LA GUITARRA FLAMENCA
B. Zem
[A monthly column which will consider certain aspects of the
flamence guitar; the historical background, later developements, and
the present scene among today's constructors in 5pain.]

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 European lute), and

(1) According to Hipolito Rossy, ('Teoria del Cante Jondo"), there are guitarists 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 lines confain five, six, or scven syllables each as opposed to the comumon eight

syllable lines to be found in nearly all the other flamenco cantes. Other seguidillas are alegrias de Cordoba, certain other cantifias, sevillanas

and liviannas, from whom serranas often borrows words.



JALEQ - VOLUME X, No. 1

PAGE 25

just state that guitars were little, shallow things with liule, shallow
sounds umtil well into the 1800s. This didn't really bother
anybody, because the flamencos were sitting at home and singing
everything unaccompanied anyway.

A Spanish carpenter from San Sebastian de Almeria, Antonio de
Torres Jurado, (1817-1892), was the genius who virually created the
guitar. He saw that the sound was being transmitted to the sound.
box inefficiently, that free wvibration of the top was mn
impossibility, and that the sound was beinp extinguished in the box
for lack of depth in which to resonate.

He sat down amd perfected (possibly invented), modem fan
bragcing (generally seven struts) in order to wransmit vibrations
throughout the main resounding area of the top (the area behind the
sound hole) so that it vibrated as a unit. He preatly enlarged the
volume of the box, and somehow hit upon the great basic guitar
cutline which has never been significantly altered. He fixed the
string length (at 650 millimeters), with equally perfect results. He
intuited that the wp of the pguitar was the all-important sound-
producing element, and even built a guitar with back and sides of
papier-mache o prove that such an instrument could produce
excellent sound. He leamed o work with lighter woods that
produeed more sound, and he planed them down farther than had been
thought possible. He improved vamishing methods. TIn other
words, he just generally embamrassed all his predecessors.

But one contribution of Antonioc Torres is often overboked.
According to Spain's present builders it was Torres who first
atlempted  to  distinguish the flamenco guitar from the classical
puitar.  His ealy efforts led to the present constuction methods,
whercby flamenco guitars are constructed of light cypress on back
and sides for a brilliant (sharp, raspy, tirmy, hard, etc.) sound while
classical puitars employ heavy rosewood--and broader dimensions—-io
produce a meliow (fich, pure, deep, eic.} sound.

The Torres design advances came just in time, tco. Flamenco had
hit the boards as mass entertainment (the Cafe Cantante era was
developing after the 18505, along with Torres’ guitars), and there
was a markel for a Iouder, finer accompanying instrument, especially
one upon which a far-out technician could even dare to atiempt an
individual-note falseta between all the rasgueado chords.

While most of Torres' production ultimately went towards the
classical puitar, he was the determining influence on the flamenco
guitar as well, due primarily to the adaptation of Terres’ methods by

the great Manuel Ramirez.
* %k *

BIOGRAPHY OF THE MONTH
(JACINTO ALMADEN 1899.1968)

Jacinie 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 wwn of Almaden, These depressing
surroundings eventually became the inspiration for Jacinto's moving
interpretations of the "cantes de las minas” including taranto,
taranta, cartagenera, and murciana.

Jacinto, whe became affectionately known to flamencos as El
Nifie de Almaden, made his professional debut in 1918 in the
Kursaal Magdalena with the help of a then well-known snger, Nifto
de Genil.

He went on to become one of the greatest interpreters of the
Chacon school of cante 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 Westminster (hispavox)
anthology (HH 1201-2-3) which was the first of ils kind, made some
1en years ago. ©On the mnthology Jacinte displeys his diverse
knowledge of the cante singing caracoles, polo, and tientos as well
as his specialties, granaina, media grenaina, rondefia, malaguefia,

and taranio.

Jacinto's voice had a soft, haunting quality with moments of
roughness that gave his cante great beauty,

Nine de Almaden was a scholar of flamenco, irensely intereSted
in preservation of the "cante puro”, and tock part in many cultural
programs and festivals.

For many vyears Jacinto devoted himself to the art and his
untimely death in a car accident last January was & great loss to the
world of flamenco.

LB

NEW BOOKS AND RECORDS

BOOKS:

Slone, Irving. Classic Gujtar Constuction. EP. Duton and
Company, New York, 1966, Complete step-by-step instrctions for
the building of classical and flamenco guitars. 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, partculady
Milaga, swudying guitar and cante accompaniment. Contains letras
10 100 coplas with (ranslations, a pglossary of flamenco terms,
bibliography and discography. One hundred eighty-six pages. In
English.

RECORDS:

Flamenco! Lucero Tena. Hispavox HH 10-339 (LP). Lucero Tena -

dancing & palillos, Victor Monje “Serranito” - guitar, Contains
bulerias, puajiras, cafia, zapateado, pgarrotin, colombiana, romeras,
tangos, sevillanas, siguiriyas,

Enrique Morente, Cante Flamenco. Hispavox HH 16-632 (45
rpm). Enrigue Morente - cantzor. Felix de Uters guitarist,
Comzins martinele, malaguefia, sclea, cantes de Frasguite Hierba-
buena. .

In Memoriam Jaginte Almaden. Hispavox HHI8-662 (45rpm).
Nific de Almaden - cantacr, Perico el del Lunar - guitarist. Conlains
rondefias, granaina vy media granaina, polo, caracoles de Chacon.
Oniginally recorded on Hispavox anthology HH 1201-2-3.

* &k &

ADVERTISEMENTS

GUITARS OF SPAIN, LTD. An independent direct-importing concérn
specializing in the great flamenco and classical guitars, new and
used, by Contreras, Chica, Alvarez, Ramirez, Esteso, Femnandez,
Barbero, and cthers. Compare our prices. 134 W. 88th St, New
York, NY. 10024, (B. Zem, director)

Ok G RS. Ramirez, 1962; Santos Hemandez, 1932, pegs;
Viceme Arigs, 1394, machine. Call Felipe Gayo 212/YU-9.3951.
CONDE HERMANOS (Scbrinos de Dominge 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 inmterest
o the flamenco community.

1968 DIRECTORY OF FLAMENCO ARTISTS To order please send
conmibation of $1.00 o Bl Stamley, 7228 1, El Cajen Blvd, San
Diego, California 92115,

FOR_HSL SUBSCRIPTION send vour one dollar contribution 1o the
FLAMENCO INFORMATION SERVICE LIBRARY, 404 West 48th 3t,
New York, N.Y. 10036, to help cover mailing and printing costs (of
the newsletter) for this year. Thank you.
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FLAMENCO CONFUSION,

After wvisiting a few places in Catalufia, a friend of mine
commented that the people there were the closest thing he has ever
seen to Americans. “The Catalans are the 'americanos’ of Spain”, he
emphatically declared. That got me to thinking about a few things:
What place do Americans have in flamenco, if any at all? Wouldn't
most American flamencos be much more comfortable studying dance
and guitar in & place like Barcelona, Valencia, or even
Torremelinos? Most Americans seem to scparate themselves from
the gypsies or the so-called real flamenco, be 1t gypsy or andaluz.
In their psyches there is a fecling that theirs is not the true or real
jtem, and of course the gypsies seem tw encourage this. Some
Spaniards even refer w  uws  American flamencos as  "los
flamenquillos”, 2 term that shows both contempt and affection;
coptempt since the "flamenquillns” may compete for eontracts, and
affection since the “flamenquillos’ are the concert goers, record
buyers, students, and friends of the Spanish flamencos.

Obvicusly flamenco has enriched the life of the ordinary
"flamenquillo”. Conversely, the ""flamenguillo” has affected, if not
emched the life of the flamencos both of Spain and wansplanted
Spanierds. Let’s use the word “affected” instead of "enriched”, since
many Amernicans to into flamenco as a rejection of their own way of
life.

So, whal are the consequences of this Amencan invalvenent and
marriage with flamenco? It has got to show up somehow in the
thinking of the Spaniards or somewhere in the flamence world al
large. Here is a list of things that the American and the Spanish
flamenco secm o have in common. Lets remember that the
American psyche is an eclectic blend of aneient cultures with modem
philosophies and technology. The American generally feels that he
personally has come up with all this, and is living his life in the
manner Lhat he has chosen:

1) The Bible

a) Jewish sacred wexts: among the many examples that could be
cited, one stands out: David and Goliath! A good example of this is
the case of Diego del Gastor. Diepo, while not a guitanst in the
forefront of flamenco, was cheered on and pushed into the David roll
by his American friend, Donn Pohren. Goliath, it seems, was the
concert flamenco guitanist in gemeral, who at the time was enjoying
so much popularity in the United States,

b) The New Testament: the suffering and crucifixion of Christ
Flamenco has much in common with America here: Amerca (USA)
was populated by many FEuropean types who were fleeing
oppression: The Irish, 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 blues. Even the Jews
in America were and are still discriminated against. In what better
place could flamenco thrive outside of Spain that the United States
of America, where everyone still has a soft spot in his heart for
anyone resembling a Christ figure? The pypsy experience was not
wnlike that of their American counterparts.

2) Hindu Karma

a) This is much more difficult to see! Karma more or less could
be defined as a force generated by a person's actions o perpetuate
transmigration and have certain consequences on one's next life,

The Americans and the gypsics share a king of "fast food Kamma™
They both seem to feel that "what goes around comes around®, but
has repercussions in this life.  Some even go so far as w dance
flamenco with a knife! Many gypsies camry knives, and many
Americans carry guns in their automobiles or on their person. Let
me assure you thal these apparently diverse peoples are in o way
incompatible with one another. Lmmediacy is the rule! Don't tell
me that a gypsy has never ever gone into a Mc Donald's fast food
restaurant. I don't believe you. "Microwave karma” gives immediate
results, hance the knife symbolism.

3) Buddhism:

a) This philosophy seems to have crept inlo the psyche of the
American and Spanish flamencos alse. It also has the concepl of
karma since it was more or less an outgrowth of Hinduism; so the
"fast food" or “microwave” type of karma would be the first
connection. It seems that flamencos would never need a "mantra”
with all of those repetitive rythms, though. The eastern wisdom of
"be here mow” or "live in the present” has been slighly changed by
the pgypsies and pleasure sceking American into: “live for the
maoment,”

4} Hollywood

a) American movics are cxtremely popular in Spain. If the pecpie
enjoy the same movies, it stands to rason that they must have much
in cormmon either before the movie, or as a result of what values are
diffused by the movie.

The truth is that Spain and flamenco are becoming much more
Americanized, than America i becoming flamencoized. The large
pool of things that are held in comunon will make it easier for the
rest of the Amernican cullure to be swallowed up by the Spainsh, if
that is what they want. Already there is Visa, Bank Americard,
MasterCard, MecDonalds, Pizza Hut, 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 wenty-four hours a day. There are
live appearances by American artists all over Spain, including
Andalucia, spreading their music and American T-shirts all over
There are young Spanish boys and girls walking down the streets
while lip-synching the words 10 Amencan and British songs. Oh,
yes, and [ havenl even mentioned what is on television! Aml donll
forget the summertime wave of American tourists, and lasl but not
least the "flamenquillos” who go to Spain to learn and swudy
flamenco, and who also stick out like a sore thumb to the clder
Spaniards, but are indistinguishable from many of the young
Americanized Spaniards. Now how can & surprise anyone that
flamenco is changing?  Flamenco is a part of Spains whole
movment of change, so like it er not, it will move along too.

If "El Cabrem” can mention Ronald Reagan in one of his cantes,
then what is nexi? Perhaps Abraham Lincoln, George Washington,
the Spanish American War, Thomas Jefferson, Davy Crockeu, apple
pie and Cheverolet? Might as well toss in the Easter Bunny and
Santa Claus!

-Guillermo Salazar
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MORCA

...pobrs el baile

DANCE AND YOUR DIET

Last spring, while visiting Spain, we noticed the usnal invasion
of McDonzld's, Wendy's, Burger Kings, and other fast food places.
We had an interesting surprise while we were in Sevilla, “the cradle
of flamence.” We found a "health food restaurant.” This restaurant,
located in the heart of the city, feamred veggy salads, health soups,
carrot cake and fresh fruit juices. This was very interesting in the
country of delicious tapas soaked in olive ¢il, strong coffee, lots of
fried food, porras, churres, and a large diet of wine and cigarettes.
While 1 have indulged mysell with years of smoking (I guit in
1971), plenty of wine (a bit with dinner nowadays) and lots 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 secems that young people with young bodies have great
resilience with regard to all kinds of food abuse, steep abuse and
many forms of dissipation. One sees méany young dancers, hballet,
flamenco, jazz, modern, you mame it barely out of grade school,
living on cigarettes, diet cokes and, in Spain, cafe solo, wine and
sweel rolls. Not that many do not eat well, but it is a common
sight to see young dancers working their bodies and not being too
concemed about what they eat.

1 will not get into drugs in this article, but suffice o say that
dancing well and taking dance as a serious art is no1 compatible with
drugs. Drugs are anti-dance, ant-life.

Bodies change over the years and, just about the time a dancer has
studied to a point of amriving at a mawre performing artist, his or
her body is changing. The body becomes less resilient to abuse amd
the metabolism begins to cry out for reform. This age of change is
different for each individual, but let us say late 20's through the 40's
to start. 1 remember that I could eat anything, including thick milk
shakes, lots of beef, pasties, and all types of fatening foods and
easily keep my waistline and my wieght in check. When I was
around 28 years old, things started to change a hit. 1 noficed that 1
had o "work™ at keeping trim and work at keeping my weight where
1 wanted it 1o be. [ feel that a dancer, & flamenco dancer owes it to
himself or herself and the audience, if the dancer iz a performing
artist, to have an aesthetically expressive body. [ know that there
are many fine, heavy or thin dancers of fine artistry and many have
different shapes arxl sizes, 50 1 am not only talking just shape, but
am talling about a healthy body as well as a body that is trim, with
a flamenco line. Flamenco, like other dance forms, is expressing
moving sculpture as well as the feelings and emotions and artistry of
the dancer. A body should express the art, feeling, the craft and
technique, along with an emotional outlet that is tue, It showed a
huff-puff out of shape body.

When one starts w0 take care of the body, of the self, your body
vsually will tell you what is good for it, if only you listen.
Discipline can surely play a part in this. Somelimes when your
body and mind say, "you have smoked enough”, it takes will power
o stop, not just a weak desire from an uncomfortable body, but a
real desire for self improvement. It may not be easy to changz your
eating habits for the betier, but that is when your priorities come in
o play. The excitement of a three-day juerga, with jerez and other
booze flowing on and on and the room full of smoke, may be a
special; occasion that brings out the best in flamenco, but

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

I cannot say exactly whal to eat or w set a special diet here,
because this article is not to give absolutes, as 1 have stated in other
articles, but it is to give positive thoughts to stimulate positive
thoughts and action in regards to eating properly for you. I am
going on fifty-three years of age and [ love to dance and [ know that
1 want to squeeze out as much time from a healthy body as [ can, so
that [ may continue to experience this deep lave of dance. T want to
dance wilhout being ashamed of a body that does not respond, a
body that has given up hope of being in a dancer's shape.
Sometimes we think that exercise and dancing is enough to stay in
shape, bui your diet also plays a key role in your shape. A good
diet should include the basic balance of fruits and vegetables,
minimum of red mests, a good balance of grains and pasta-type
foods, lots of water, along with a balanced variety of good common
sense. This start of these priorites will help maintain a body and
mind that dance better.

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 strength and energy. Actually a good dish
of pasta gives more dance energy than a big beef sieak. The key is
a "balanced” diet for your needs, a diet of moderation that has all of
the essentials of, protein, Fats, carbohydrates, vitamins, minerals,
ete. Listen w your body, your dancer's body and remember, "zippers
do not lie". Adapt your body to the clothes that you want to wear,
to the size that you want to be. Do not start letting out pants 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
thoughis of beatiful dance, and continued inspiration to 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 more flamenco to do these things.
On the other side, you also do not have to go 10 a so-called health
store to be healthy. 1 started to listen to my body and, for me
personally, it said to start the morning aff with some type of fruit
or fruit juice, something with grain, whether bread, rolls, cereals and
fresh brewed coffee, of which I am doing more de-caf at this time. 1
have cut my coffee hack to a few cups a day and feel better for it. [
lunch simply here in the United States, soups, salads, maybe a
healthy sandwich. This way, I can work out in the afternoon
without feeling sluggish. 1 dinmer on good cooked food, usually
baked or broiled something. My body says, "not oo much”. 1 like
a litle wine with dinner, but not oo much, as it makes me feel
sluggish, sleepy and a bit ill, and that is fine, as it keeps me in
control. I Tike a bit of sweets, who doesn't. As I said, listen to
your inner voice that speaks bodily tuth. Sometimes our inner
vaice hypnotizes us and says, "its alright to over-eat and dissipate.”
This happens to all of us, but the key to extending our dance life is
in interpreting when our inner voice is true or just fooling 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 anyonme who
wants to be in mne with his body, a balanced diet is essential for all
of the right reasons. If you are going to give a solo concert for
example, it is like waining for the olympics and you have to be
critical of your eating habits.. The thought of a sole concert is the
intensity that 1 personally like to think about in regards w keeping
myself in shape. This may seem a hit dramatic, but then the dancers
body is always ready for self-improvement and that means better
flamenco. There will be people who rationalize this article, citing
many cases of grear artists of many shapes and sizes who dissipate,
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drink and smoke all of their Lives. I have no 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 thay they were mever sick a day in their lives.
That is all great. [ just say that we have one body and, the better we
take care of it, the better we feel to dance the best that we can.
Some people are born with the penes that enable them to do
anything 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 Ffat 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 as you get to
know what is good 10 eat, to nourish it, so that you can be who you
want to be, with the food that will not only make for a healthy body
10 live in, but a happy and joyous feeling in mind and spirii. Te
become the dance, it takes a complete you. Listen, feel, be at one
with your mind and body so that you can dance a joyous dance of
life and be in compéis, be in mne with your highest potential as a
troe art expression.

Think of food 28 not only for the body but for the soul, a healthy
body and soul that expresses your true flamenco self. This "soul
food” is really the attitude wwards your body that is a respect for
your total self. Becoming the dance means becoming at one with
the self, and so the entire diet for you is one that helps vou find
your total dance self. In this day of fast food, fast computers, and
fast everything, it is a challange to have the palience to get w
know yourself, for your body really does not know what it eats, but
it knows what it likes and slowly vour body reflects the iotal intake
of body foed and soul food.

One of my favorite sayings is, "he or she that hesitates, waited
tvo long"; using this saying and using it as a bit of a push, lets
start that scupling of our dancer's body, our dancer's spirit, and Feel
the joy of finding the you that reflects your danee, vour irmer dance,
your becoming you in the dance. Let's go for the tolal diet of a
healthy body, mind and spirit so that we will have a lasting healthy
compas all of our lives. Let our flamenco vibrate out of this total
new being, the flamenco you.

--Teo Morca

7 N

'GYPSY GENUIS'
Historic - Exclusive Video Release
BY
MANUEL AGUJETAS DE JEREZ
(CANTAOR)

For the first time in flamenco history the legendary Manuel
Agujetas de Jerez performs on video cassette. The world famous
maesite of the Jerez dynasty of gypsy flamenco singing gives
an historic perfermance that will remain forever.  Beautiful
cantes por Soled, Fandanpo Grande, Siguiriyas, Malaguefias,
Romeras, Taranto, Tientos, Bulerfas. Length - 90 minutes in
color. This video features the special colaboraon and original
guitar accompaniments of recording and corncert artist RODRIGQ.
Don't miss out on this first world release a3 # is 2 oollectors
item. 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
educational “must” for guitarists and singers. Allow 3 0 ¢

\.w\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 concertize at the Casa de Espafia from May 27 to May
22; at the same venue the 1986 “Cumbre Flamenca” presentation can
be seen in video,

Other big news is a program in honor of the fifrieth anniversary
of Argentinita's death -- May 21st at the Museum of Natural History
in New York. Matteo will present his orchestra of castanets in a
diversificd program. Jerane Michel (weachers 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 -- Manolete at the
Casa de Espafia -- the Casa seldom mentions flamenco but this was a
special guest..all packed to eapasity, no standing room..Ramdén "El
Portuqués®, camimor from Badajoz, muy modermmo, a litle like
Camardn, maybe Pepe de Lucia..and the inventive gypsy guitar of
Felipe Mava; Maria José Velasco of Madrid completed the cuadro.
Such a iremendous technician this Manolete...originally from
Granada, cousin of Mario Maya, brother of guitarist Marote and
friend of El Guile, but never had parmered the famed Pilar Lépez.

Manolete and Felipe did a famica, modern, very gypsy with rome
of the interpretive melancholy or longing of the northem Spaniards
working in the South -. abrupt and dramatic; later Manolete danced
the cantifias to the coplas of El Pormgués and the modermn famenco
guitar.  "Manolete!”, “Felipe!” the public was shouting in approval
of Felipe's falsetas,

Masia Velasco did twe well coordinaed dances, =n alegriss,
siguiriyas, before intermission we had a bulerizs and El Portugués
sang por tangos with the guitar. The only possible comment I heard
from the public was the lack of facial expressions of the dancers.

After the show, I had the pleasure 1o present to Manolete a copy
of Jaleo (Summer 1986) which had feawred him on the cover.

JUNE

It was June {4&th — Flamenco lime again; the venve Rojas-
Lombardi's "The Ballroom” on West 28th Sweat. —"Flamenco in
Concent” with the participation of the two greal dance artists Maria
Alba and Vietorio Korjhan, This was to prove that, afier "Cumbre
Flamenca” after Farruca, El Chocalate, Fernanda, the Amadores and
Habichuelas, we were capable of yielding superb flamenco. There
was no soleares, but there was a dazzaling alegrias, by Maria, with
the full voice of El Malaguefio Paco Ortiz. There was the spice of
beantiful tangos de Milaga for the superb dancing of best dressed
dancer Viclorio in his farruca and bulerias.

They were not all New Yorkers.
popular tocaor Arture  Martinez, in  combination
extraordinary (ex-Granada) tocaor José Chucales, the outpost
guitarist at Restaurante Don Quijote from "Torontc de la
Frontera™.Chucales who played for La Tati, Farruco, and others
there. These two guitarists combined as has seldom been heard in
this city..The Californian cantaora La Conja, now very active
locally, singing mainly for Victorio’s baile and his dapper feet. Add
to all this, the Cabaret, what an ideal place for a flamenco venue!!

1 Suppose we should start at the beginming and wm the clock
back fifty years..Madrid 1936.creation of Victorio, as he portrays
the soldier *Paco” retumning from the battlefields, tired,
disillusioned; in full spoken dislogue he stresses his main three
desires “El vino, el amor y el arte™; - “Paco” dances a farruca, but

Ex-Chicago, ex-Pilar Ricja,
with  the
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collapses..he can do no more. Talk of the civil war, cante and
guilar, then the dancing..Maria, and finally the radio transmits the
fall of the Alcazar. These two dancers of yesleryears, the mantén of
Maria.., the dazzling feet of Viclormo and his superb attire and
legendary costume changes. La Alba's stage presence and the two
dancing the "Asturias" together. Later, their rendition of alegrias.
(Possibly they danced this in Chicago at Ensemble Espafiol five
years ago). Again, the Ballroom is bom to the juerga atmosphere
and it was this that gave La Maria and Victorio, as La Tati before
her, a regal performance and charm that few other places could equal -
- but of course there was Paco Oriz' golden voice in segiriyas and
the guitars of Arturo and José Cuchares, as well as la cantaora La
Conja and the popular palmera Marfa Constancia.

—George Ryss
r-r-r-r-r-r-r-r-t-r-r-r-r-r-t-r-r-v-r-r-r-t-r-r-r-r-r-r-r-r-r-r-r-r

FLAMENCO GUITAR

Paco de Lucia, Sabicas, Serranito, Tomatito,
Pepe Habichuela, Manalo Sanlucar, Nifio Miguel,
Ramon Montoya, Juan Maya, Capero, Enrique Melcher etc...

TRANSCRIPTION IN TABLATURE, IN THE ACCURATE ORIGINAL
FINGERING OF THE GREATEST COMPOSERS' MASTERWORKS.

OVER 150 TITLES AVAILABLE

Alain FAUCHER - 28, RUE DE LA REINE BLANCH - 75013

Paco Pena at Georgetown University

Manny Rocca "El Macareno™ sends us this picture he took of Paco Pefia when he was in the United States in the spring c:nf 1987,
Paco first performed in 1983 and was brought back this year by D'addario. He performed in Gastor Hail at Georgetown University.
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Book Reviews

The Re-relase of The Flamenco Guitar

by Paco Sevilla

What an unexpected thrill it was for me to discover that The
Flamenco Guitar, by David George, has been made availible again,
The book was just published in 1971, and found its way into many
public libraries, but like all flamenco books, soon disappeared from
the market, Apparently a large quanlity of books was discovered
lying uncirculated in a warehouse in Spain and can now be purchased
from the mail order company, The Bold Strummer

The Flamenco Guitar is made up basically of three interviews,
done by the author, with the pguitar builder Manuel Reyes of
Cérdoba, Diego del Gastor, and a gypsy, El Taranto, at the Fera de
Sevilla. There is also a fine collection of photographs., Then there
is a lengthy series of appendices, containing information of the
type found in Donn Pohren's books. This book is one of the few
gems of flamenco written in English (surprisingly, there are even
fewer of this nature in Spanish), but I would rate it behind The
Flamencos of Cédiz Bay, by Gerald Howson, Pohren's three books,
The Wind Cried, by Paul Hecht, and El Arte del Baile Falmenco, by
Alfonzo Puig Claramunt.

Let me get my negative comments out of the way first. The book
is small and thin, with less than ninety pages of text, plus an
additional thirty pages of explanation notes and appendices. The
pages are heavy, almost cardboard, in an attempt to creat bulkk. Two
features of the author's style are very distracting, and make him
come off sounding very pompous, First he is a terrible translator,
with often comical results. For example, he has Diego del Gastor
saying that Manuel Torre came into the toom with his face all
"decomposed”. What a gory sight that must have been! Obviously,
the Spanish word was "descompuesta”, meaning disheveled, upset, or
perhaps, uncomposed. In another instance, Dicgo says that Joaquin
de Paula "should be in glory now." The phrase was obviously,
"ahora estard en la gloria," which means, "he must be in heaven
now.” Secondly, il appears that these interviews were nol recorded,
but were recreated from memory, because the author had Manuel
Reyes and, especially, El Taranto, speaking in a manner that is very
hard to believe. El Taranto sounds like Socrates teaching his
students.

Ignoring all of the above, I must now conclude that if you enjoy
flamenco, you owe it to yourself to read this book. The insight into
the flamenco mentality are very worthwhile. Manuel Reyes talks
about how it feels 1o build guitars and what he thinks of those who
buy them. Diego speaks of the old days, of his youth, and of how
he feels about all those who come to learn from him. El Taranlo
doesnt say a loy, but makes some interesling points, and the
acompanying informatioon about the gypsy side of the Feria de
Sevilla is or interest, The pictures are great and there are many
tidbits of information in the appendices. The Flamenco Guitar can
be obtained from: The Bold Strummer, 1 Webb Road, Westport CT,
06880. The price is $18.95, plus $2.50 for mailing costs.

*® ok ®

New Book

Guillermo Salazar sends us news of a new book you might want to
look for in Spain. La Guitarra, Estudios y Aportaciones al Arte
Flamenco [The Guitar, Studies and Contribulions to the Arn of
Flamenco] was written by the Granadan guitarist, Manuel Cano
Tamayo [better known as Manuel Cano], about whom it has been
said: He is "the most flamenco of all classical guitarists and the
most classical of all flamencos,"

Apparently, it is a book of guitar swmdies, but is filled with
valuable information and photoes dealing with all aspects of

flamenco.  Considering how long Manuel Cano has been around
flamenco, we can expect this book to be of great interest.
Unfortunately, we have no further information about it at the present
time.

Press Releases
JOSE MOLINA

José Molina is one of the world's most sacclaimed Spanish
dancers. Bom in Madrid, he started dancing at the age of three. He
began formal studies at the age of nine as a student of Clasico
Espanol with Pilar Monterde. After a year of training he took up the
study of flamenco as well as classical. For the next four years he
proceeded to attend daily classes of intensive studies in flamenco and
clasical simultaneously.

At the age of fourteen, Mr. Molina auditioned for the role of
second dancer in the company of the famed "Soledad Miralles” and
was hired. He performed throughout Spain the following year and
then became first dancer of "Brisas de Espafia.” In his seventeenth
year he began a tour of the major cities of Europe. Still in his
teens, Mr. Molina arrived in the United States and shortly thereafter
made his 1elevision debut on the "Sieve Allen Show" (the current
"Tonight Show") where he was noticed by José Greco. Greco invited
the young Molina 1o join his company as. He remained with Greco
for five years.

José Molina Bailes Espafioles made its U.S. debut at the Trinity
Theatre in Washington, D.C. on May 8, 1962, Since then the

company has become an acknowledged entity in the dance world and
has aliracted logion fans not ordinarily cognoscenti of the dance.
In annual

tours across North America, José Molina Bailes

José Molina
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José Molina

Espafioles has appeared in 49 states and over 400 cities, from
Camegie Hall to California, They have traveled coast to coast in
Canada and have extended their tours to include Europe.

Molina is familiar to millions of television viewers due to his
frequent appearances on such shows as the "Tonight Show," the
"Merv Griffin Show" and public television's "Boston Pops”. His
extensive media popularity has won countless devotees to the art of
Spanish dance and attracted a continually expanding audience for his
regular concert appearances.

* % X

The following are reviews of José Molina's company]
José Molina Troupe

(from: The New York Times, March 11,1985]
by Jennifer Dunning

José Molina puts on a good show. That was evident from the
first moments of his performance with the José Molina Bailes
Espafioles on Saturday at Camegie Hall, when he and his three
dancers dressed in costumes the colors of anemones, moved like
bright ghosts onto a dimly lighted, mysterious stage and began to
dance. A fusillade of well-articulated heel and toe beats in Mr.
Molina's Tangos de Milaga solo -- choreographed by Tomis de
Madrid and performed in the closing Cuadro Flamenco suite -
- suggested the dancer was capable of more than stage magic.

In dance terms, the high point of the exuberantly received
program was two charming classical Spanish dances choreographed
by Mariano Parra and performed by Ester Sudrez, Clara Mora and
Aurora Reyes with just the right delicate buoyancy and attention io
detail. They looked at times as if they were jumping off the pages
of a book of nineteenth century ballet lithographs. Mr. Molina's
smile was less incandescent than usual, and if his hips became any
more active his upper torse, already filting improbably back, would
entirely lose the invigorated arch that helps to make flamenco so

exciting. The company was completed by Pepe Cadiz, the singer,
and Gerardo Alcaod and Basilio Jorges, whose guitar playing was
stolid.

* k R

Spanish Dancers Superb

S[from: The Calgary Sun, April 28, 1986]
by Stephani Keer

This is no time to mince words. The José Molina Bailes
Espafioles at the Centre last night was superb.

Surely, the four dancers must be the most beautiful and most
flexible troupe to grace a Calgary stage in recent memory -- lo say
nothing of the most exuberant.

All four, as well as puitarists Miguel Ochoa and José Maria
Moreno, and flamenco singer La Conja, excelled.

The three women in Molina's company -- Ester Suarez, Susana
Aranda and Carla Ochoa -- never lost the elegance that is so innately
a part of Spanish dance, although they were able to vary the mood.
Suarez, in particular, in Bolero superimposed a twinkling ease on the
rigorous ballet-derived dance. All three were charming and frothy in
Seguidillas and, with Molina in the traditional Serranas, Aranda and
Ochoa were moodily aloof during the first part, passionate and
sensual as the dance accelerated.

But, make no mistake about it, the evening was Molina's from
beginning to end. He showed the almost magical talent that made
him a professional dancer by the time he was 14, and most of the
dances were clearly carefully selected to showcase his impeccable and
intricate footwork.

His sharp heel-and-toe beats made a music of their own, and
blended with the flamenco guitars and claps of La Conja until they
were inseparable.

All he had to do was walk onto the stage to deliver a feeling of
supercharged energy and excitement.

* x*

José Molina Bailes Esparnioles
[from: Backstage, April 5, 1985]
by Jennie Schulman

There had been a dearth of Spanish Dance on the New York scene.
Then suddenly, in rapid succession, there came the Maria Beniltez

Company and Ballet Antonioc Gades. The latter company recently
appeared in Carmen at the City Center.

José Molina, who has not been seen here for about seven years,
brought his company into Camegie Hall for a one-night stand
recently. Since the company has a large following, not alone
among the Spanish population, but also among aficionados of
Spanish dance generally, their one appearance was sufficient to tum
the cool gold and white interior of the hall into a blazing infemo.

There was only four dancers involved -- Molina, Aurora Reyes,
Clara Mora and Ester Suarez, accompanied by flamenco singer Pepe
de Cadiz, and guitarists Gerardo Alcala and Basilio Jorges. Not a
large company but they manage to fill the immense Camnegie Hall
with their abundant warmth.

If you have seen the Benitez and Gades companies as well as the
unique soloist Pilar Rioja, you may be surprised when you realize
that José Molina's group preserves the traditional forms. The others
have been exploring new forms within the framework of Iberian
thythms. But flamenco, classical and folkloric dance are what suit
the Molina company. Since they perform the familiar dances with
polish, flair and flamour, there can be no complaint from this
onlooker.

Rest assured that if anyone had voiced any oppositions they
probably would have been relegated to ten nights in a bamed
hacienda by the enthusiastic crowd.

* * %
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LUIS MONTERO

Like most native-bom Spanish dancers who leave their homeland
secking more substantial opportunities abroad, the tall, amicable
Luis Montero diligently pursued his ambition to make his career in
the United States ever since he started to perform professionally.

Born in Granada, Luis first indicated his affinity for dance at the
age of six by imitating the steps he saw danced by a friend. When
Luis was twelve, he discorved that a neighbor was taking dancing
lessons. He asked his parents for permission to accompany her, but
they opposed the idea. Using his own meager savings, he began
taking classes secretly, Encouraged by his teacher, Rafael de la
Cruz, Luis persuaded his mother to observe a class. Impressed, she,
in fum, influenced her husband, who agreed 1o allow Luis to continue
his classes. This meant attending school during the day, taking
dance classes in the late aftemoon, and working as a bellboy in the
evening—a rigid curriculum Luis determinedly adhered to for three
years,

At fifteen he auditioned for the company of Mariemma, was
accepted as the youngest member of the corps, and within two years,
just prior w0 a three-month tour of Israel, was promoted to soloist.
Luis is grateful for the assistance given him by Mariemma and by
Hector Zaraspe, who was then ballet master of the company.
Whenever he found a few exira pesetas in his pocket, he auended
classes with celebrated teachers La Quica and Pericet. He next joined
Pilar Lopez' company, where he had the chance 1o parmer the
renowned sefiorita on occasion, and o create his first choreography,
a Basque pas de denx, which he danced with Nana Lorca.

Engaped by José Greco, Luis was about w achieve his ambition
to dance in America. However, before leaving, he further extended
his knowledge of Spanish regional dance at a choreographic center.
It was in the Greco company that Luis first met José Molina, who
was 1o figure prominently in his future.

While on a tour of South America, Luis received an offer from
Molina, who was then in the throes of organizing his own
company. Would Luis like to join the new company to dance and
assist with the choreography? He immediately accepied the offer and
his fate and fortune were entwined with the increasingly successful
Molina company on and off for the next ten years. In addition, Luis
spent one summer in a musical revue "Mardi Gras" at Jones Beach
and six months in the national company of "Man of la Mancha®,
performing the demanding “horse” solo and the “rape" dance,
choreographed by Jack Cole. For three summers, Luis taught
Spanish dance at Albertine Maxwell's Summer Dance Workshop in
Bar Harbor, Maine. He has also choreographed works for the
Nashville Ballet. His "Bolero” was performed at the seventeenth
Southeastern Regional Ballet Festival held in  Atlanta. Two
scansons later, during a sabbitacal from the Molina company, Luis
was invited by Maria Rosa 1o join her company as her first dancer,
for a season at the Zarzuela Theatre in Madrid. This was Luis' debul
as a f[irst dancer in Madrid, and he received unanimously good
notices. Luis continued with Maria Rosa and wavelled with the
company for & two month tour of the Soviet Union.

The following season Luis retumed to New York and joined a
second national touring company of "Man of la Mancha". Through
Luis' involvement in the staging of this production, the technical
aspect of the theatre began to capture his interest, an interest that he
would later develop. From San Bemurdino, Luis returned to
Nashville to creste choreography for the Nashville Ballet: Ravel's
“Alborada del Grazioso" and Rodrige's "Concierto de Aranjuez”.

Luis retumed to his position with José Molina's company 1o
perform on tour and to create some of the company's new
choreography. The following season there came another invilation
from Maria Rosa to join her company again for an extended tour of
Japan and a return tour of Russia. After the tours with Maria Rosa,

Luis Montero
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Luis retumed 10 New York where he joined a production company as
a stage manager and loured extensively wilth productions of "The
Wiz", "They're Playing Our Song", "Sweeney Todd", and Bob Fosse's
"Dancin™.  While on tour with "Dancin™ in Japan, Luis taught at
Esperanza Katori, a school of Spanish dance in Tokyo. He was also
a guest teacher at Keiko Yamada, a Spanish dance company and
school also located in Tokyo. He also created the choreography for
Keiko Yamada's new productions of Pablo Luna's "Benamor” and
Gimenez' "Balle de Luis Alonso".

Luis returned to New York to join the staff of Ballet Hispanico
where he taught classical and flamenco Spanish dancing and created
the choreography 10 Chabrier's "Espuna” for the companys
repertoire,

Recently Luis has been performing with the New York City Opera
company as Principsl Solo Dancer in two of their productions:
"Carmen” and "La Traviata", both directed by Frank Corsaro and
choreographed by Rosaric Galin. He has also choreographed "La
Traviata", "Carmen", "The Masked Ball", "Don Giovanni" and
"Samson ad Delilah" for the National Grand Opera Company and "La
Traviata" for Opera Ebony in Philadelphia.

Luis teaches and chorcographs all aspects of Spanish dance
privalely in New York City.

MATTEO ETHNIC AMERICAN DANCE
THEATER

The names of Cuarola Goya and Maltco are synonymous with
elthnic dance. They have performed around the world for over thirty
years and have been on the faculties of numerous colleges and
universities. The School of Performing Arts, and Jacob's Pillow.

Matteco  is  a  recognized dance  ethnologist,  performer.
choreographer, and lecturer. He is the author of two books and
numerous articles for encyclopedias and periodicals.  Recently, he
achieved the distinction of being wncluded in the forthcoming
cleventh edition of the “Internatonal Who's Who of Music,"
Cambridge, England.

Critic Walter Terry declared that "It was Carola Goya, American-
bom but a Spanish dance star, who led the way in shaping the
dnnces of Spain into concert form for the American publie, Starting
in the 1930's, she preceeded both La Argentina and Argentinita in
building an American following for Spanich dance recitals.. Miss
Goyus, whose playing of castanets is almost legendary, has elevated
the role of castanets from merely accompanying the Spanish dancer
to being played as a center of altraction. She has played the
castancls as a solo instrument with symphony orchestras, and her
selections have included not only music of the Spanish dance but
symphonic classics.”

Together, they have played at the Ford Auditorium in Detroil,
Camegie, Town, and Alice Tully Halls in New York City, and in
theaters and concernt halls in many countries. In view of their long-
term devotion to ethinic dance, it is no wonder that Carola Goya and
Matieo established The Foundation for Ethnic Dance, Inc., a research
and referral center and the only school for castanet playing in the

United States,
g

All About Castanets

-Review-

[from: The New York Times, May 24, 1987]

By Jennifer Dunning
The history and musical range of the castanet may not sound like
the most exciling of subjects. But the Maueo Ethno American

Dance Theater's "Castanets in Concert,” presented on Thursday at the
American Museum of Natural History, offered an informative and
highly entertaining look at that ancient instrument.

Mattco served as a genial guide through the history of the
castanet in a provocative slide show that proved his point that the
instrument was not “"something that just clacks away."

There were images of the sleek primitive boomerangs that were
later strapped together to make castancts and that werce later carved
to resemble lotuses and human forearms and hands. Ivory castanets
were played by dancing royalty in  the 17th and 18th centuries.
Saint Theresa of Avila played castanets. And, deprived of their
drum, which were thought to be sending messages, slaves in the
American South cleaned bones left from their masters’ meals and
make them inlo castanets.

Playing "bones,” a guest artist named Charlic Bones zipped
through a fast-paced and complex solo in the traditional style lo
music that sounded like a piano roll.  And the expressive and
thythmic range, the delicate articulation and even the wit of castanet
music were illustrated in number afler number, from the opening
"Sophisticated Clapper,” set to classical music, 10 a finale that had
seven caslanet players clapping away to Sousa's "Stars and Stripes,”
complete with some marching in formation.

L]

Dedicated to La Argentina, the program also [ealured an intriguing
slide show on that 20th-century performer, considered one of the
world's greatest Spanish dancers and castanet players. Carola Goya,
herself a noted castanet player, was on hand with slyly funny
commentary. Jerane Michel, a performer of striking dignity and wit,

stood out, as did Mattco and Ellen Sulides for their finely detailed,

Jerane Michel who performed in Matteo's castanet concert in May.
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Castanetists: Ellen Sulides, Sopranc‘, Martine Vinces, mezzo soprano; Jerane i'chelcnlrallo; Matteo, tenor; Joel George, bass. Dancers: Jerane Michel

and Malteo (seated al the right)

bravura playing in music that spanned four centuries and several
conlinenls.

The company was complerted by Virginia Wemer, Marline Vinces,
Joel George, Julea Balcacino and Najma Ayashah.

» ¥

Extraordinary Castanet Recital

by George Ryss

What must be considered one of the greatest presentations (lecture
and demonstration) of caslanets look place at the American Museum
of Natwral History on May 21st at 7:30 p.m.. Presented by Malleo
and Carola Goya, the legendary castanet performenr and Spanish
dancer who first performed in the 1920's in the United States.

Matteo showed the audience in the 1000 seat auditorium thal the
castanet has been used in classical compositions, as part of an
orchestra of castanets, muted castanets playing a Giga (Bach), also
works by Von Weber, De Falla, and Granados, and of course the
playing of jotas . Matteo's superb interpretive playing of castanets
was joined by that of Jerane Michel, a known Spanish dancer and
partner of Mariano Parra,

Carola Goya herself did not play, but talked about the
interpretation of the castanet and introduced the audience to Jerane
Michel, Since the whole program had been dedicated as an hommuge
io the famous Argentina on the 50th anniversary of her death, the
program highlight was the rendition of Argentina's castanograph ol
"Player" by Granados, as danced and played by Jerane Michel.

In closing it must be noted that every musical number performed
had been transcribed into Matieo’s castanotation with no

improvisations.
L

REVIEWS
FLAMENCO IN SAN ANTONIO

[Editors note: We would like to cxpress our gratiude to Josie
Neal, dance critic for San Antonio Light  She has demostrated
generosity and true aficion for flamenco. Jalep had been reprinting
her articles for some time when she found out about it; instead of
complaining and crying out for copyright juslice, she realized thal
we were sharing her fine wriling with flamencos all over the world
and, instcad of ending up in the trash cans of San Antonio, her
reviews and arrticles were on file in such places as The Museurm of
Flamenco in Jerez de la Frontera. We admire her open-mindedness
and appreciate the fact that she sends us copies of her published
work. Here are a few recent examples:]

CHUNY AMAYA EXHIBITS TRUE ARTISTRY

[from: San Antonio Light, May 25, 1987]
by Josie Neal
One of the greal privileges of being a dance critic is being
present when true artisiry is at work. [t happens all too rarely -- but
when it does, it makes us remember once again why people are
compelled 10 dance and why we are compelled 10 wawch them. The
KPAC-FM benefit performances of flamenco dancer Chuny Amaya
Friday and Ole Restaurant and Cabarel, co-sponsored by KSAH Radio
Festival, was such an occasion.
Compelled is the operaive word here.  What compels the
flamenco dancer to dance (the singer to sing, the guitarist 10 play)
is duende, or dark soul: the inspiration that gives a performance iis
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life and immediacy. When it's there, we are compelled to watch
because it speaks to something deep inside us for which we have no
words; when it isn'l there we can still admire technique and style, but
we know that indefinable something is missing. Nothing was
missing Fnday.

Chuny Amaya is the niece of the late, inimitable Carmen Amaya,
and there is much of her aunt in her: the passion, the proud
independence, the formidable technique. But this Amaya is very
much her own person, wooing us for herself, and not for the memory
of another, She is no gentle seductress; She woos with boldness and
spirit, and from the moment she began her opening guajira, erupting
into a torrent of emphalic zapateado, we were hers,

Her alegrias ensured that we'd stay that way, enthralled by the
mounting intensity of rapid-fire taconeo, then sudden stillness, the
fast, whirling tums that burst across the stage,

Of all Amaya's gifts, her zapateado is perhaps whal impresses
most.  She is a comsummate technician, tapping out each beat with
crystal clarity and inpeccable control, engaging her feet in eloquent
conversations that range [rom intimale whispers to trivmphant
shouts. But there is a more lyrical side to Amaya, which she showed
in a clasical dance from De Falla's "La Vida Breve" all soft feminine
arms, supple turns and quick feet that skimmed lightly across the
stage. And there is a playful Amaya as well shown in a lively rumba
flamenca with wicked, rolling hips and a saucy voice that tensed.

Such artistry demands accompaniment of equal stature. El Tano,
cantaor (Amaya's husband) and guitarist Miguel Rodriguez were more
than worthy, and both were memorable as soloists. El Tano's
soleares came from somewhere deep in the soul, sung in the raw,
expressive jondo voice of the gypsy, full of life and love and loss.

Rodriguez' bulerias was wonderfully fluent, each expressive note

caseading with ease from skilled fingers. OI&, all.
* %k

DIRECTORS SHOW SOUL IN DANCES

[from: San Antonio Light, February 9 1987]
by Josie Neal

Youth and enthusiasm notwithstanding, the dancers of La
Compania de Arte Espafiol could not outshine their directors.
Saturday night's performance of "Dances From Spain" at Beethoven
Hall belonged to La Chiqui (Carmen) and Jose Linares.

La Chiqui, who retumed to performing last spring after several
years absence, again made one wish she had never stopped. From
the moment she made her apperance in Seguirillas, she owned the
stage. Proud, restrained and every inch her own person, she danced
as though oblivious to everything but the inner voice that prompted
her to move, caught up in her own spell, woven with the shawl she
twirled around her body and over her head. With purposeful,
unhurried steps and sinuous arms, she invited the audience to share
her communion, but it was for hersell she danced, not for us,
answerng only to the duende, the dark flamenco soul that drove her.
The sharing was a pleasure.

Perhaps it was the same spirit that inspired Jose Linares. His
guitar solo, a medley of flamenco pieces that segued into an
improvisation on the Rodngo Concierto Aranjuez, was done with
masterful ease, each note sounding clear and sure. His virtuousity
prompted an encore, a zapateado, which was equally articulate.

Several of the company's principal dancers also shone, if not as
brightly an their mentors. Rocio, like La Chiqui, is a commanding
presence, and her soled por bulerias was wonderfully imperious, with
and unaccompanied passage of zapateado that was particularly
eloquent. Idar Mendoza was eloquent in a more stuble way twisting
curves and authorilative snaps of her fan.

The balance of the performance was uneven. The cuadro flamenco
fared best, done on a stage handsomely dressed with a large rtose
decorated fan and two shawls hung from battens, but in most of the

numbers, each gesture, each nuance of emotion, as well as every
step, seemed choreographed. It would be nice to see these
technically capable dancers get possessed by duende. Cafia, a love
duet for Gabriela and Rolando Sosa and Zorongo, a love triangle for
Melina Martinez, Rolando Sosa, and Homero Gonzalez, were nicely
danced, but the sparks between them seemed learmned, not
spontaneous, Gonzalez and Sosa showed fine form and footwork,
but not enough fire, in Almoraima. Al the opposile extreme were
two small ensemble pieces, tanguillo and alegrias, which were
danced with too much fire. The closing rumba flamenca, in which a
little excess exuberance is not at all out of place, restored the
balance very nicely.

As for the classical and neo-classical pieces that made up the first
half of the program, they scemed all but lifeless, The choreography
was workmanlike, but more faithful to the letter of the music than
its spirit. Mendoza's "Céadiz" and Rocios "Leyenda,"” which were
beautifully danced and displayed subline castanct work, secemed
curiously uninspired. El Baile de Luis Alonso, danced in unison
throughout by the ensemble, looked static. Benamor's modemistic
treatment of flamenco, in a quartet for two couples, was oo stilted
and artificial for a passionate dance of love. "Torre de Oro" suffered
from terribly unflattering costumes for the women: fringed ponchos
that completely obscured the line of their torsos and made them look
heavy.

What to make of "Bolero," the company's new work? As an
interpretation  of  Ravel's  hypnotic, repetitive  score  (which
incidentally has little to do with the Spanish dance bolero), it falls
woefully short. This "Bolero” is a series of dances, rather than a
single cohesive work that builds with the music 10 an intense
climax. Each dance, or sequence, is dome in a particular genre of
Spanish dance, and the opening Escuela Bolero portion for the
ensemble, which its airy, bouncy style, seemed most at odds with
the music. A Moorish sequence, danced with delightful abandon by
Melina Martinez, was more in keeping, as well a flamenco sequence
with coiling fans providing strong visual interest. The piece almost
caught fire near the end, with Rocio and the ensemble filling the
stage, dramatically costumed in black and white with long bata de
colas that gave their movements an imperious sort of mystery — but

by then, it was almost too late to revive flagging interest.
*

SPANISH DANCE TROUPE DAZZLING

[from: San Antonio Light; March 24, 1987]
by Josie Neal

Fantasia Espafiola Dance Ensemble danced away with honors
Sunday at Laurie Auditorium as guest artists with the San Antonio
Symphony in its third concert for kids. An appreciative audience of
young and not-so-knew a good thing when they saw it, and rewarded
the performers with a standing ovation at the performance finale. Tt
was well-deserved.

Honors are also due the symphony musicians under the baton of
Mastro
Andrew Schenck (who cuts a gracful figure fimself on the podium).
Thier reading of Chabrier's "Espafia” — Spanish music with a French
twist — was a particually lilting and effervescent program opener.

The dance ensemble, under the direction of Peggy Bass Bruce, was
brought together just for the occasion, bul its member are well
known to local Spanish dance aficionados for their apppearances
with La Compania de Arte Espafiol, Ole Ballet Espafiol, the Timo
Lozanao Nalional Spanish Dance Company and others. San Antonio
products all, with a wealth of experience both at home and abroad —
and you thought all the good smff came from Spain.

Althought they worked under the constraints of a small space in
front of the orchestra, and a loose panel in the stage (which was
also dangerously slick) , they overcome such difficullies with
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eplomb. Choreography, by Andre Stegman and Bruce for "La Vida
Breve," and by Eduardo Montemayor for the balance of the program,
was exceptional: musically sensitive, with a beautiful sense of
pattern, and the dancers handled it with a fine sense of style and
ensemble.

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

Montemayor's Miller's Dance from the De Falla’s "Three Cornered
Hat" a flamenco farruca, was a triumph of fierce pride and seething
sensuality, with impatient feet bursting upon the dark, moody
ternper of his dance like machine-gun fire.

The Intermezzo Fom Granades' "Goyescas” was danced with great
subtlety and restraint by Pearl Montoya and Stegman in the escuela
bolera style, an elegant refined courtship with small steps and
gestures full of nuance and promise.

"Castilla," from the Albeniz/Fruhback de Burgos “Suite
Espaiiola," was charmingly danced by Sylvia Perello, with rounded
amms, springly little jumps and precise feet perfectly suited to the
escuela bolera style.

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

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

The Final Dance from "The Three Cornered Haty" was a
delightfully boisterous vignette of a peaceful marriage interrupted by
a glamorous ountsider, who gets his just desserts. Done by the
ensemble with much humor in the bouncy, ebullient style of a jots,
it provided a fitting finale to the program.

o R

STORIES OF LOVE, LOSS AND LONELINESS

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

Ironically, it is voices that make El Amor Briujp, essentially a
dance film, work as well as it does. The final film in the
collaborative trlogy by director  Carlos Saura and
choreographer/dancer Anlonio Gades that includes Blood Wedding
and Carmen is the slightest of the three.

The raw, passicnate voice of Rocio Jurado, singing the strong
pungent music of Manue] de Falla, and those of Gomez de Jerez and
Manolo Sevilla in taditional flamenco cantes, are the unwilling
stars of this film, as authentic and intense as those of Gardel
Goveneche and others in tangos. The rest of the film, a story of
two gypsy children, betrothed in childhood  according o gypsy
costum, who are loved by others, pales in comparison.

Of course, no effort that pairs the gifis of Gades (cast as the
stzadfast Carmelo, whose love for Candela is realized in the end)
with those of Cristina Hoyos (as Candela, who marries José) is
entirly 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 control. Hoyos is fire and ice, with
sinpous, curling arms and fingers that wrap themselves around the
viewer's soul and dom't let go.

The voluptuous Laura de Sol (Lucia. José's lover) is bewitched to
look at, as is the darkly handsome Juan Antonio Jimenez (José),
although neither is a match for the style and skill of Gades and
Hoyos.

The vibrant flamenco guitars of Antonic Solera, Manoel

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

The dancing, though technically above reproach, lacks the
vibrant immediacy of a spontanecus outpouring it is so careful and
so planned that it seems a gratuitous element of it.  Part of the
problem is that the film is neither an abstract mor a realistie
treatment of the tale; it's a little of hoth.

Perhaps we could accept the overly-choreographed, too formal
designs of Gades” dances if they were presented to us within the
context of a stage, framed by a proscenium arch: Wa are accustoned
to seeing abstraction and metaphor on the siage. As it is, we sce
them in a gypsy camp of tin shanties and junked cars that almost
looks real, but doesn't guite. It is clearly a vast soundstage covered
with sand, on which we can hear the sharp report if the dancers' feet
striking the hard floor just below. The setting is either oo
naturalistic or not nauturalistic encugh for us to believe in it, and
the dancing slong with the passion it is in tended to convey, seems
comirived,

* &k ¥

FLAMENCO ARTISTS CREATE SPECIAL PLAM
SUNDAY MASS

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

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

The Misa Flamenca, or Gypsy Mass, for which special guest
Archbishop Patrick Flores, Father Virgil Eilzondo, rector of the
cathedral, and other clergy were joined by some of the city’s finest
flamenca artists, was deeply moving.

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

And more: the serpentine arms of Eduardo Montemayor, more
eloquent than any prayful words conld be; the insistent, stamping
fer of Timo Lozano, hammmering out feeling bom of true
inspiration; the descant of Fred Masinter's violin, rising above the
Tyhthms of the guitars in plaintive Hebrew melodies.

These and others will long endure in the heart and mind, but
pethaps the most of them all was the sight of these dancers and
musicians united 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 bronght
the celebration — and it was truly that — to ils close.

It was a gratifying show of solidarity in Spanish dance
community not noted for wholehearted cooperation. Lozano, dancers
Sylviana Perello and Cintia Salazar and guitanst Jose Perello of the
Naticnal Spanish Dance Company shared the platform with the
Champions — Teresa, El Curro, Chayito and Elsa Mari Tere, of Los
Flamencos de San Antonio; Montemayor, soon to launeh his own
company; Perla Montoya of Olf Espafiol, and Regina Garcia of the
City Department of Parks and Recreation.

A final word for those who question the propriety of bringing an
art more usually seen in theaters and night clubs into the church.
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Phyllis Beck, a historian of Gypsy cultures, in remarks before the
Mass  began, reminded the congregation that flamenco was
criginally an expression of religious faith, and told the story of the
Gypsies who left northern India and migrated 1o southemm Spain
centuries ago in order to “atone 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
"Ol¢” that spurs the flamenco dancer and musician to greater heights
was originally a call to God: "Oh, Allah."

Father Elizondo, after observing that the Gypsies were persecuted
peoples who "were welcome nowhere,” dedicated the Mass o all
aliens.

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

Does it indeed? David danced before the Lord, and it was a joy to
see San Antonio's flamenco artist do the same OL&.

"I would ask,

% ¥

TIMO LOZANO DEBUT WEAVES MAGICAL SPELL

[from: San Antonie Light; June 16, 1986]
by Josie Meal

The San Antonio Festival debut of Timo Lozano and the National
Spanish Dance Company Satwrday at Beethoven Hall wammed the
stage to the flashpoint.

It waz a full-out perfermance, as remarkable for what it didn't do
as for what it did. 1t dide't knock the audicnce dead with relentless,
driving zapateado, although there was pelenty of that. The dancers
showed consummate mastery of sublety and muance, with eloguent
footwork that ranged from the merest whisper to the most
resounding chorus.

It didn't present a cuadro flamenco that looked as though it had
been rigidly choreographed. This cnadro had a wonderful
spontaniety, with each of the amists erupting into movement as
lhough seized by sudden inspiration.

The program was also a fine showcase for the artiswy of
individua! performers. Guest artist La Conja is a cantaora 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 a master of restraint He
owned the stage in his "Solera,” each Hery display lempered by
moments of sudden absolule stillness.

Lozano was the impudent gypsy in "A Cadiz," teasing the
audience with a shrog of his shoulders, a snap of the head, and
stacc ato flourishes of feet pattering out insistent rhythems.

Oscar Trevino's elepant posture was seen to  advantage m
“Alegrias,” with his upper body pulled up and stll while skilled feet
worked their magic below.

Cintia Salazar wove a seductive spell with serpentine twists of
lavely, feminine hands in "El Amor de Dios.” Silviana Perello’s

FLAMENCO SHEET MUSIC

OF PACO DE LUCIA - PACO PENA - MANOLO SAN LUCAR

IANDRES BATISTA - MANOLO DE HUELAVA - NINO RICARD(Y

PACQ CEPERC - JUAN MARTIN - PEPE MARTINEZ
SERRANITO

WILL TRADE MUSIC FOR FLAMENCO RECORDS::
MAURICE SHERBSANEE

5329 NCRWICH AVE.
VAN NUYS, CA 91411

(818) 789-1453

"Tientos” was a tempestuous dance that set her long, dark hair flying
to dancing on its own.

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

The dancers were ably supported by the excellent guitar work of
guest artist Miguel Antonio and Jose Perello, who contibuted fine
solos as well. Perello's fluent rendition of Albeniz’ "Aswrias” was
marred only by seme slurred passages resulting from a tendency to
push the tempe,  Antonie's improvisation on a flamence rhythm was
one of crystalline clanty. Olés to all.

P

SPANISH FLAMENCO ENSEMBLE FEATURES
PURE, FINE FOOTWORK

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

It's been said that flamenco danmcers "pray with their feet” One
could add that flameeno guitarists pray with their fingers, and sinpers
with their voices.

That's an apt description for what took place Sunday at the Carver
Cultral Center, when El Morao brought some of the finest and
purest flamenco vet to grace the San Antonio stape.

Some of the prayers came from the deepest receases of the soul,
profoundly moving outpourings of joy or lamentation; others were
delightfully irreverent and playflul.

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
guitarist. Manuel Morao, comes from Jerez de la Frontera, the heart
of flamenco country, so it's not surprising these artists know
whereof they dance — and play and sing. Each is consummately
skilled and distinctly individual.

Dancers Ana Maria Blanco and Manuela Carpic are the essence of
the female dancer's style; semsnal, yet restrained; seductive, yet very
much on their own terms. They danced as though driven. Impelled
by the duende, or demen, of flamence itself.

In Blanco's "Alegrias” and "Solea,” each finger of her serpentine
hands was beautifully articulate; each note of shivering, staccato
foorwork sounded crystal-clear, from whisper-soft tapes (o great
torrential stamps.

Capio’s "Cafia” and "Siguirlyas" were done with masterful
control; Slow, parading walks were punctuated by sharp, sudden
stillnesses.

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

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

Guijtarists Manuel and Juan Morac wove some magic of their
own, with skilled fingers tracing intricate patterns of sound. Manuel
Morao's solo improvisation got off to a ragged beginning, but scon
took flight with a impressive display of fingerwark.

The raw, untutored voices of singers José Varpas, Lorenze Galvez
and Luis de Pacote fairly pulsated with life, Pacote's “Taranto" and
"Bulerfas por Soled”" were particularly profound, with each trembling
note sounding as though it had been wrenched from his innermaost
being.

In the jubilant “Bulerias" that closed the program, each of the
atists ok a solo spin, and pguitarists and singers set aside their
respeclive disciplines for a moment with some inspired footwork of
their own, providing that they, too, could pray with their feer

W ox
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[Conrad reviews from San Antonio]

DANCERS WILL CELEBRATE FLAMENCO
MASS ON SUNDAY

[from: Express News, April 10,1987; sent by Grorge Ryss]
by Ed Cenroy

The Flamenco Mass at San Fernando is becoming something of a
tradition,

When Timo Lozano and a troupe of Spanish dancers and musicians
from throughout the city enter the chancel of the cathedral Sunday at
5 P.M,, they will enact for the third time what is without a doubt
one of the most distinctive liturgical events of its kind.

The fact that the day will by Palm Sunday adds a special
dimension to this particular Mass, in that it i1s the occasion for a
religious event known in Spain as the saela, a penitential
procession traditionally celebrated by gypsies in Spain.

Lozano, A native San Antonian who swudied flamenco in Spain
and toured much of the world in his career, has been working closely
with Father Virgil Elizondo, rector of the cathedral who will
celebrate the Mass. "We see this as an ongoing refinement,” he
said,"in which we are bringing in an artistic form to enhance the
Mass itself."

For Lozano, the concept of offering flamenco dance in a sacred
context is nol at all contradictory with the art form's traditional
association with gypsy culter. "Now, 400 years after they were
kicked out of the churches, the church is letting the gypsy spirt
back in," he said,

In another vein, Lozano sees this Mass as a step toward bringing
about a mew level of cooperation in the local Spanish dance
community. "I've invited a lot of people from each of the different
groups to participate,” he said,"and this is what the Mass is all
about: people working together."

Joining Lozano for the Flamenco Mass are Edvuardo Montemayor,
of the Fantasia Espafiola Dance Ensemble, Pearl Montoya, who
performs regularly at the Olé Restoran y Cabaret, Regina Garcia, a

memeber of the San Antomio Parks and Recreation Department's

dance.

Fandango troup, Teresa and her daughters Chayito and Elsa Mari Terce
Champion, Cyntia Salazar, a member of Lozano's National Spanish
Dance Company, José Sylviana Perello and Josie Champion Garefa.

Instrumentalists for the Mass will include guitarists Willy "El
Curro" Champion and José Maria Perello, with Fred Mazinter on
violin and Lou Riojas on drums. Chayito, long recognized for her
remarkable voice, will sing during the "Soleares” piece, to be
presented at the offertory, and throughout the Mass.

As a result of this collaboration, Lozano looks forward to "all of
us having much better artistic relationships.”

In contrast to previous Flamenco Masses in which the performers
were heavily costumed, this celebranon will be simpler in the
respect that the dancers will assume the contemporary street clothing
of modern Spanish gypsies.

Much of the dancing will be directed less to the audience and more
toward the altar, too, according to Lozano, in order to heighten
further its religious aspect.

Lozano has aspirations that the Flamenco Mass could find other
niches in other churches in the Catholic world.

"Hopefully, with more people involved,"he said, "it will become
a much bigger, more beautiful experience, one that hopefully we
could present to the Pope. I think it would be something he would

never forget for the rest of his life."
* ok H

Dancers set to tap Spanish traditions

[from: Express-News, June 17, 1987, sent by George Ryss]
by Ed Conroy
The Iberian Peninsula, from its snow-white beaches to the snow-
capped Pyrenees, is a gold mine of regional and ethnic dance, hardly
touched outside of Europe.
For the last 10 years, though, San Antonio's own Compania de
Arte Espafiol has been tapping that vein of Spanish dance.
Selected to perform at the San Antonio Festival for the second
straight year, the troupe has no rivals in performance of Spanish

Performers in Flamenco Mass: Cyntia Salazar, Timo Lizano, Regina Garcia (first row), Fred Mazintez, Pearl Mantoya, Eduardo

Montemayor, José Perello (second Row). (photo by Charles Marksdale)
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At 8 pm. Wednesday, the Compania de Arte Espafiol will offer
Rincones de Espafia (Comers of Spain) in Beethoven Hall.

Artistic director Carmen "La Chiqui” Linares and her husband,
guitarist Jose Linares, will present several new works, including two
solos by La Chiqui, yet set by José.

La Chiqui, a native of Puerto Rico, is a formidable soloist,
having taught and performed Spanish dance here since creating her
company in 1977.

Though her husband emigrated to the United States from Spain, he
made an immediate impact in the 1960's, performing for the late
President John F. Kennedy as well as appearing on the Ed Sullivan
Show.

Through direct contact with Spanish dancers and choreographers,
the troupe has been able to present a wide variety of dances,
including pgypsy-inspired flamenco, regional folkloric dances and
escuela bolera, or Spanish classical dance.

The program begins with selection of folkloric and Spanish
classical dance, moving into the flames of flamenco after the
intermission.

Yet La Chiqui has a surprise in store. "This is the first time that
we will present flamenco the way it really should be seen, with each
dancer performing a solo."

With titles like Rivales (Rivals) Te encontré en la calle (I Met
You in the Street), and El tacén del zapato (The Heel of the Shoe),
these flamenco numbers should have a dramatic impact.

La Chiqui will perform a flamenco solo to a dance with the Arabic-
derived name of Omaira, which is based upon a series of slow
tangos.

The balance of the program holds a variety of dances from
Aragon, Toledo, Madrid, Cadiz and Andalucia.

In new choreography, too, the company will present a few pieces
emphasizing the kind of dance-drama La Chiqui favors. La leyenda
del beso (The Legend of the Kiss) tells the story of "a couple bored
with one another,” she says.

"The woman meets her first love again,” said La Chiqui, "and the
dance plays around that theme."

Rocio (originally known to the world as Belinda Menchaca) takes
to the stage with a solo, also a premiere, entitled Cédrdoba. "lt's a
dance about a ‘date’ who never arrives for his date," said La Chiqui.

La Chiqui also performs in this section, premiering Jose's Quinto
Granadero, a classical work.

José Linares will present one of his own inimitable guitar solos,
joined this year by his student, Eduardo Bravo,
La Chiqui will end the program with a lively Rumba, with the

company set to let loose in a final, energetic apotheosis.
* ok ok

Compania de Arte Espanol dances with new
maturity

[from: Express-News Thursday, June 18, 1987]
by Ed Conroy

The Compania de Arte Espafiol has not drastically changed over
the past year, but the troupe now has claim to one of the more
elusive qualities in the performing arts.

I refer simply to artistic maturity.

In its San Antonio Festival appearance Wednesday night at
Beetoven Hall, the nine-member company produced one of the most
memorable of all their concerts.

Of course, the evening was graced by two rare, powerful, solo
performances by choreographer/director La Chiqui. Yet the dancers
themselves displayed a new confidence which, though subtle,
enlivened everything.

Then again, the extremely colorful pieces selected for the program
were enhanced by effective lighting, competent sound technics and
very fetching costuming. It is a pleasure o note such high
production values.

La Chiqui made sure, too, that certain guaranteed crowd-pleasing
numbers were strategically placed on the program, as was "La Boda
de Luis Alonso." This rollicking, almost melodramatic piece,
derived from a Spanish zarzuelz (musical play) gives Melina
Martinez, Diana Vidal and Rocio a field day in amply displaying
their tight ensemble, jocular castanet technique and superb, complex
legwork. No wonder it brought accolades of bravos.

It was enjoyable, by the way, to be in a nearly packed house
which was characterized by the presence of many people to whom
the company is a new experience.

This was a performance in which La Chiqui made a new and
visible effort to display the talents of each of her dancers. Solos

such as Dima Vidal's "Céadiz" and Rocio's "Coérdoba" were very
lyrical, though in markedly contrasting ways.
evoked high emotional

Vidal's delicate

fanwork sensitivity, while Rocio’s

T

Dancers of the Compania de Arte Espadiol at performance at the San Antonio Festival. (photo by Pat Sullivan)
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extrordinarily lithe arms weaved hypnolic pattens in her more lusty,
fullblooded solo,

La Chiqui chose melancholy moods in both her classical
"Andalucia” and flamenco "Omaira" solo. Of the two, "Omaira" was
far more impressive in that she boldly exploded onto the stuge a
torrent of controlled emotion smoldering with nothing less than
passionate, dangerous desire.

The flamenco dance in the second half, too, was by far more
intense that usual, benefiting from the kind of real male-female
polarity required to make so much of flamenco work. Rolando Sosa
and Homero Gonzalez made excellent partners for the women and
produced a strong "Fandagos" together,

Melina Martinez stayed remarkably in character throughout the
piece, though her conversion back to the role of faithful wife was
done rather less than convincingly.

Welcome should also be expressed o Eduardo Bravo, who joined
Jose Linares in a stirring and technically proficient duet,

This was one performance which ruled out disappointment.

L

[Other Reviews]

Flamenco Dancer La Tormenta Sets La
Fiesta Nightclub on Fire

[from; Rocky Mountain News, June 13,1987; sent by Guillermo
Salazar]
by Allen Young

Flamenco is ethnic dance with a long history. Iis fourteenth-
century roots have fed it with the intense drama of displaced
pecples. As gypsies moved from India 10 Spain, a hostile land of
Christians and Moors, they found themselves the object of the
Inquisition., In its intensification of sorrow and passion, flamenco
leaves a potent, original spell.

When the Colorado Dance Festival presented flamenco dancer
Rosa La Tormenta on Thursday night in the first of three
performances at La Fiesta, the hall was an adequate substitute for the
caves of Seville, flamenco's home base. The flat-floored hall with
table sealing provided intimacy, though it Jacked ideal sightlines.

Rosa La Tormenta describes herself as Jewish-gypsy. She has a
classic profile, flashing eyes, a small taut body and feet that rap out
an insinuating tattoo. In her heavily layered dress, she fastens
attention on impulsive, guarded movement.

At the start of the program, dancers La Tormenta and Jesis
Ramos, with singer Luis Vargas and guitarist Rene Heredia, came on
stage 1o take their places, the singer sianding and others seated.
They began a beat with guitar and clapping hands and presently, as
though borne to her feet by a lift of her tiny hands, she was ready to
dance.

Taking on a stately manner, she moved pgracefully, always
illuminated by her volatile, graceful hands, bringing intensity with a
wide-arced swing of her arms and a rapid tempo of beats on the
floor.

In a classically oriented zapateado, she intricately combined heel
and toe work 1o inficing effecL

In a dramatic cante jondo (song of the forge) 1o a recorded beal on
anvil, La Tormenta displayed her grand sense of drama. As she held
at her side the train of her ruffled polka-dot gown, interspersing
prideful and abondoned movements, she moved faster and faster into
a dance impassioned enough to bring her hair down over her eyes.
Finally spent, she wrapped herself in her shawl.

In contrast to La Tormenta's smoldering attitudes, dancer Jesus
Ramos keeps a tight, cool reign. His suave foolwork and controlled
tumns concluded with a flourishing whirl.

Rene Heredia’s superb guitar playing, so invigorating in ils
pulsating thythms and rich body of sound, was totally sympathetic

to the dancers, a strong support in building up the complete musical
and emotional harmony on which flamenco must rest,

Luis Vargas sang in a somewhat leathery yet telling voice of
ancient and present sorrow, and a few joys, to express flamenco's
immediacy.

A final performance at 8:00 p.m. today concludes the Rosa La
Tormenta performances at La Fiesta, 2340 Champa St.

Workshops and Juergas
FLAMENCO IN OHIO
,374 All Flamenco Workshop in Ohio
by Teo Morca
Exciling serious flamenco in Novelty, Ohio?  You bet your

compis there is. It is a common thought that all the flamenco
action is in the big cities like New York and Los Angeles, Chicago
or San Francisco. The real facts arc that flamenco is found
throughout the U.S. in many smaller communities and it is taken
quite seriously.

Libby Lubinger at the Fairmount Center for the Ans in Novelly,
Ohio, which is about 40 miles east of Cleveland, has, in the last
scvenieen years, done a temific job of developing a great core group
of dancers who are doing Spanish and flamenco dance, music, and
song. She has developed two performing groups -- The Fairmount
Spanish Dancers and a junior group. Both perform in concert,
recital and cultural enrichment programs. There are many local
people who make this an important part of their lives. They have
had classes from many fine artists, including Maria Alba, José
Greco, Nana Lorca and have developed a well rounded program in a
very fine school and setting.

This was my third visit to give my "All Flamenco Workshop" and
it proved to be the most intense, in that they were all so much mare
accomplished than the year before and that pushed all of us 10 new
levels of excitement and awarcness. I had a superb group of
students, most of whom had taken the classes before and, this year, 1
had some mothers and daughters which was fun 10 see. Many of the
students took both levels, which meant that they ook two [ull

Teo Morca and ten year old Hilary - Sevillanas
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Students in Ohio flamenco workshop.

technique lessons in the moming and two full repertoire classes in
the aftemoon. That is over six hours of dance each day. In the
evenings, three times each week for the two weeks, we had the
discussions, lectures, and videos on all facets of flamenco. Besides
Josele del Rio who came with me to play guitar for the classes, there
is Bruce Catalano who lives in the area and is a real asset to the
workshop and to the group and Marija Temo who sings, dances and
plays the guitar, all well. Each year I have taught a base of
lechnique and two dances for each level. One dance is in the 4
compis and one in the 12 compds. It is amazing to scc how fast
they pick up the dances with a strong technical base and a good

orea students of the

understanding of the interpretation and compéds. In the final juerga
that we had, they all danced the tanguillo, cafia, colombianas,
bulerias, and rumbas and did a terrific showing of what flamenco is
all about.

Some of the interesting highlights: three of the ladies who took
the workshop were from Spain and this was their introduction to
flamenco. Teresa, from Malaga is so into flamenco that she is
taking the workshop in Jerez de la Frontera this year. Marija Temo
is coming out to Bellingham to participate in my “All Flamenco
Workshop” in August and hopefully many will come to my winter
ski-lodge workshop the week between christmas and new years.

menco workshop.
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I want to take my hat off 1w this fine group, the Fairmount
Spanish Dancers, to Libby Lubinger who has done a superb job of
organizing, teaching and building the enthusiasm, and 10 the
Fairmount Center of the Ars, which is a terrific center run by a
terrific lady, Marsha Carl. To see a place where the arts are vital,
where Spanish and flamenco are part of the total curriculum gives me
a great feeling of joy and 1 hope to return again to this oasis.
Bravo and olé to Ohio.

Flamenco is spreading to the smaller communities. It is
interesting that there is more flamenco going on all the ume. More
people are studying flamenco in these smaller communities, but
there are fewer performing oullets now than ever. People, like the
students at Fairmount, study out of love of Ui art and this love
comes out in their concerts and recitals. Maybe someday we will see
more opportunities for flamenco artists o express their art.

T N . —

FLAMENCO IN THE SOUTHWEST

Southwest Juerga

by Carlos Calleros

Flamenco performers and aficionados from five cities in Arizona
and New Mexico guthered at the Tempe, Arizona home of Carlos and
Deborah Calleros for an outdoor juerga on the evening of June 27,
1987.  Guests of honor included Lydia Torea, director of the Lydia
Torea Spanish Dance Conservatory in Phoenix, who was celebrating
her bhirthday, and puitarist Luis Campos and dancer Lili del Castillo,
from Albuquerque, who were celebrating their twenty third wedding
anniversary.  Other guests included dancers, puitansts, singers, and
friends from Phoenix, Sedona, and Tucson, Arizona.

In the early evening, participants were treated to Spanish tapas,
including almonds, olives in oil and pgarlic, almejas al faro,
mejillones cantabria, pimientos en vinagre, garlic and tomato bread,
and cight plates of tomilla Espanola, all prepared by Pamela Dripgs,
Lydia Torea, Lili del Castillo, and Lislie McCarthy. In licu of a

birthday cake for Lydia, Deborah Calleros made [an wath fresh
whipped cream,

To get the creative juices flowing, Pamela Driggs

Deborah Calleros

Lydia Torea - rumba

served  her notoriously delicious and potent sangria, and Carlos
Calleros offered bottles of vino finto from the Rioja region of
Spain,

The festivities were held under the stars around a portable dance
floor on the patio. Because of the warm lemperalures, most guests
dressed very casually; for example, Lydia relaxed in white shorts and

Liliana de Leon
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Clay Frankel, age 3, dancing rumba

sandals.  But the casual dress didn't swop the paricipants from
dancing, With Luis Campos and Guy Frankel on guitars, dancers
Carlos Calleros and Octavia Jones started things off with a bulerias

duet.  Highlights of the evening that followed were Lili del
Castillo’s inspired bulerias and alegrias, Lydia Torea's dramatic
siguiriyas, Guy Frankel's beautiful vocal in fandango, Patricia

Majan's bulerias, Liliana Ruiz's dancing and singing rumbas, and
Luis Campos' semi-classical guitar solo to the accompaniment of
Lydia's castanets. Other dancers, including Deborah Calleros, Donna
Lee Ray, Patricia Williams, and Liliana de Leon joined in for
rumbas, alegrias, and sevillanas.

Palricia Majan - bulerias

Lili del Castillo - alegrias

Guy Frankel singing fandangos, Luis Campos on guitar

The range of interests of the participanis enabled them (o
intersperse the (raditional flamenco with other cultural contributions
and styles. For example, Liliana de Leon danced a spectacularly
energetic rumba that featured modem dance techniques. Also, with
help from the guitarists and from Roy Jones on saxophone, Pamela
Driggs sang a Brazilian bossa nova in Brazilian Portugese.

Well after midnight, the dancing, singing, and guitar playing
drifted off, and participants began to leave. Some from out of town,
however, stayed for the night, and many of those who stayed ended
the juerga by soaking in the hosts' pool and hot wb.

Phoenix area flamencos hope to host another juerga in the

Lileana Ruiz - rumba
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coming year, and they welcome guests from other citics, especially
[rom nearby San Diego. If you wish to learn more about flamenco
in Arizona, contact Lydia Torea at the Lydia Torea Dance
Conservatory, or write Carlos Calleros at 9310 S. Bala Dr., Tempe,

Arizona 85284.
I

Guitar Workshop in Arizona

by Carlos Calleros

Guitarist Luis Campos, from Albuquerque, New Mexico, conducted
a flamenco guitar workshop in the Tempe, Arizona home/studio of
Carlos and Deborah Calleros on June 27, 1987. Luis had flown in
from Albuquerque for the week to provide accompaniment for
students in Lydia Torea's flamenco dance class al Arizona Siate
University. While in Arizona, Luis kept busy with olher projects,
including the guitar workshop, a performance at a local restaurant,
accompaniment for private dance lessons, and a juerga.

Attending the workshop were Arizona guitarists Guy Frankel, Jim
Whiting, Bill Donahue, Pcte Torcicllo, and Angelica. For more that
two hours, Luis lectured and demonsirated technique, using soleares
as the primary vehicle for instruction. Luis also made available his
book, a flamenco guitar method.

Arizona flamencos benefitted greatly from Luis' visit, and they
hope he and his wile, dancer Liliana del Castillo, return soon.

Bob Campos giving guitar workshop at Calleros home in Phoenix

uc Ha}}'i gaba

YOUR HOST ANTOINE HAGE

FLAMENCO ENTERTAINMENT
TUESDAY NIGHTS

'e, (619) 298-2010

1349 Franklin
Bellingham, Washington 98225
Ph. (206) 67R-18R4

TEODORO MORCA IS NOW OFFERING ON VIDEO 1
TAPE, A COMPLETE APPROACH TO STUDYING
FLAMENCO DANCE, IN TECHNIQUE, INTERPRETATION!
REPERTOIRE AND UNDERSTANDING. WRITE OR i
PHONE FOR A “MENU” OF TAPE SELECTIONS. ‘
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SAN DIEGO SCENE
Las Noches de Cidiz

In June of this year a theater-flamenco production was presented
at the Centro Cultral de la Raza in Balboa Park by a group of local
flamencos.  "Las Noches de Céddiz" was based on the original
concept and script by guitarist and Jaleo editor Paco Sevilla.
Guilarist Rodrigo and singer Remedios Flores assisted in writing the
script, Carla Heredia assisted in direction and all of the rest of the
cast contributed ideas and were involved in different aspects of
producing the work.

The dances and songs of the production were woven into two
typical scenes in Cadiz - a tavern called La Privadilla and a gypsy
encampment at the outskirts of town. Each member of the cast
played a character in the production representing a typical
personality in the flamenco scene. Part I, in the taverna, delt
primarily with non-gypsy flamenco music that is public and festive.
The second part dealt with the more gypsy flamenco, characterized
by complex percussion and cante jondo.

{photos by Edward Reuss; copyright 1987; used by permission)

Below: Moro dances por bulerias in the gypsy camp accompanied by the
rhythm of Ana, Juaquina, Frasquito and El Rubio.

CAST OF CHARACTERS

Don Vicente (Victor Soto): A sefiorito,” a wealthy gentleman
who enjoys flamenco and dabbles in bullfighting.

Dona Enriqueta (Juana Escobar): Lady friend of Don Vicente.

Scniora Carlota (Carla Heredia): Enriquetas”s good friend.

Maria Antonia "La Caramba" (Juanita Franco): A coloful
figure in the nightlife of Cidiz and well known for her dancing of
tangillos.

Consuelito (Erika Lpez): Daughter of Maria Antonia

El Rubio de San Fernando (Rodrigo): Gypsy from San
Fernando, a town mnot far from Ciddiz. He comes frequently to Céadiz
to earn what he can as a guitarist.

Aniya la Gitana (Remedios Flores): The wife of El Rubio.

Frasquito Ortega (Paco Sevilla):  Senior member of the Ortega
family. Although he often finds work as a guitarist, he supplements
his income by working in the slaughterhouse outside of Cadiz.

Soledad Ortega "La Gamba" (Marysol Fuentes): Member ot the
Ortega family.

Manuel Ortega (Miguel Amot): A member of the Gypsy Orlega
family; works occasionally as a waiter in La Privadilla.

Antonio Vargas "Moro" (Victor Soto):  Head of the Vargas
clan, a family of Gypsies who go from fair to fair, where Moro
works as a fratante, a go-between in the selling of livestock.

Manuela Ia de Vargas (Carla Heredia): Wife of Moro.

Carmela Vargas (Tanya Rodriquez):Daughter of Manuela and Moro
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Luisa Vargas (Juanita Franco): Sister of Moro.
Maria and Ana Vargas (Ernka Lopez and Jennifer Villanueva):
Daughters of Luisa

Joaquina Vargas (Juana Escobar). Cousin of Moro and Luisa.

ABOUT THE CAST

Carla Heredia began her dancing career in San Antonio, Texas.
After extensive lours of the USA and Canada with such artists as
José Greco and Luisa Triana, she spent many years living in Spain
and working in some of the finest lablaos in Madrid and Andalucia.
Carla also lived and danced in Mexico, but now resides in San Diego
where she is a popular performer.

Victor Soto shares a common ancestry with the Spanish Gypies
having a Spanish mother and Indian father, so it is not surprising
that he enjoys the Gypsy and improvisational styles of flamenco.
He studied with Rayna, Roberto Amaral, Manolo Marin, and Cruz
Luna, but now creates all of his own choreographies.

Juana Escobar was bom and raised in Habana, Cuba and migrated
0 New York in the early 70's where she received a large portion of
her dance training. She has studied and performed with Spain's
[amenco artists Antonio del Castillo, Jusé de Udaets, and Chinin de
Triagna, She has toured extensively appearing nationally in concerts,
radio stations, and film. Presently she is director of the University
of California Irvine Spanish Dance Ensemble.

Remedios Flores is a Gypsy from Ronda, Andalucia. As a
recording artist, she is the most wikely sold female vocalist in the
USA, Canada and England. On her laiest album, she is [eatured with
guitarists Carlos Montoya and Rodrigo.

Marysol  Fuentes, bom and raised in the province of Cadiz,
brought her unique interpretation and knowledge of the cante of her

Moara (Victor Soto) and Manuela (Carla Heredia) dance zorongo gitano

Juaguina (Juana Escobar) dances siguiriyas.

native region to the performance. She has appeared in concert with
such important artists as Teodoro Morca and Spain's Manolo Marin.

Paco Scevilla has dedicated his life ot eh art of the flamenco
guitar. During extensive periods in Spain, he studied and performed
with some of flamenco's best know artists. In the USA and Mexico
he has toured widely, performing in virtually every stale and
appearing in such prestigious halls as New York's Lincoln Center
and Los Angeles' Dorothy Chandler Pavilion.

Miguel Arnot lived for thirieen years near Puerto de Santa Maria
(Cadiz). His mother played flamenco guilar and he was immersed in
flamenco with radio, records, and home fiestas. In the United States,
he became more serious and studied baile with Juanita Franco and
cante on his own. During the last year, he has performed frequently
at Tablao Flamenco.

Erika Lopez, nine years old and of Spanish decent, has
demostrated special dance ability afier only two years of swdy. She
has alrady performed professionally as well as at many functions of
the San Dicgo Casa de Espaiia.

Canada, and England.

Tanya Rodriquez, eight years old, acquired the Spanish
temperment of her paresnts, who are from Puerto Rico and Ecuador.
Like Erika, she has studied dance for two years with Juanita Franco,
performed professionally and for Casa de Espana functions.

Jennifer Villanueva, eleven years old and of Mexican-Portuguese
background musl have had a past lifc as a Gypsy, for her dance
appeared spontaneously. Her only formal training has been the
during the few weeks before the production of “"Las Noches de
Cadiz.”
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Frasquito (Paco Sevilla) sets his guitar asside to do a few steps of tango accompanied by (L to R): Aniya, EI Rubio, Soledad, Luisa, Moro and Manuel.
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Rodrigo's guitaristry is  well know
in Andalucia. Besides recording and
concertizing in Spain and America,
he is director of Sounds-Vision
Records -- a leading distrigutor of
flamenco in the USA,

Juanita Franco began her dance
training at age six in Sevilla.  Her
teachers included Enrique el Cojo and
Maestro Reallo; by are lourteen, she
was a full-time professional. Now a
San Dicgo resident, she has had her
own companies, bveen a frequent
guest artist, and has been artistic
director and featured dancer al Tabluo
Flamenco for the past three years,

Left: Frasquito (Paco Sevilla) and El
Rubio (Rodrigo) pack up their guitars and
prepare to leave at the closing of the
first act.

(photos by Edward Reuss, copyright
1987; used by permission.)

Below, left to right:  Aniya ILa Gitana
(Remedios Flores) and ElI Rubio
accompany the baile of Luisa Vargas
(Juanita Franco) while Soledad (Marysol
Fuentes) and Moro lock on.
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ANNOUNCEMENTS

Announcements, with the exception of classified ads, are free of
charge 1o subscribers. DIRECTORY entries should include phone
number and area code. Classified ads are $2.00 per line (each 9
words) for each appearance. Make checks payable to JALEO and
mail to PO Box 4706, San Diego, CA 92104

UPDATES

RENE HEREDIA NOW PLAYING AT THE TAVERN

DENVER, CO, in the Café Promenade Larimer Square

FLAMENCO AT DON ALBERTO'S RESTAURANT

BROOKLYN, NY, Now appearing: Liliana Morales, Luis Vargas &
Arturo Martinez

FLAMENCO AT THE GOLDEN PALACE

NEW YORK, NY, Now appearing: Josefina, Barabara, Paco Oriz &
Roberto Reyes

FLAMENCO AT CAFE FELIPE - BELMONTHLY

SEATTLE,WA, Fenring La Romera, Gerardo Alcald, José Lara, Angel

Juarez and guest artists such as Roberto Zamora, Teo Morca & Oscar

Nieto

DAVID HOLLOWELL IN CONCERT:

LAREDQO, TX, Laredo Jr College. October 1987

AUSTIN, TX, Opera Lab Theatre, University of Texas. Oct 1987.
EL PASO,TX, "Antist in Education” one week residency. Nov 1987.
MCALLEN, TX, "Anist in Education" and concert performances with
the Rio Grande Vally Ballet. February 1988,

RODRIGO & REMEDIOS FLORES IN CONCERT:

SANTA CRUZ, CA, Cowles College, January 21st.

SANTA CRUZ, CA, Kresege College, Jamaary 22nd.

SAN DIEGO, CA, SDSU Recital Hall, February 19th.

CLASSIFIED
ELAMENCO DANCE SKIRT FOR SALE:
Size twelve. Red with Black. Call momings - (619) 565-2202
CARLOS 1LOMAS WITH EL PELETE CASSETTE AVAILABLE

Write: José Arencon, 440 Santa Fe SW, Albuguerque, NM

FREE GUITAR MUSIC ABAILABLE: Music of many top artists,
both modern and old style, transcribed by Peter Baime, 1100 W.
River Park Lane, Milwaukee, WI 53209.

NEW RECORDING RELEASE: Carlos Montoya & Rodrigo with the
scintillating palmas accompaniment of Remedios Flores & Luana
Moreno.  $8.95, including postage & handling. Make check or
money order payable to: Alejandrina Hollman, 148 Taft #11, El
Cajon, CA 92020.

PANADEROS FLAMENCOS by Esteban Delgado recorded by Paco
de Lucia, accurately mnotated sheet music; $2.75 in USA, $4.50
foreign. Southwest Waterloo Publishing Co., 4501 Twisted Tree
Cove, Austin, TX 78735,

FOR SALE: Music by Mario Escudero and Sabicas, plus complete
line of puitar supplies (strings 1/2 price). THE BLUE GUITAR (See
ad for location.)

GUITARISTS AND GUITAR STUDENTS WELCOME to accompany
dance classes, San diego area. Call Juana De Alva 440-5279.

BACK ISSUES OF JALEO AVAILABLE. See inside cover for current
rates.

JALEO CORRESPONDENTS (listed on the inside cover of JALEO)
make an invaluable contribution to the flamenco community. If you
would like to assist JALEQ by acting as a correspondent for your
area, please contact our PO box and let us know. We need updates
on flamenco performances, teachers, elc..

DIRECTORY
AUSTRALIA
FLAMENCO ENTERTAINMENT
Cosmos Inn (Adelaide) 08-51-2287
CANADA
DANCE INSTRUCTION
Maximiliano (Toraonto) 463-8948
FLAMENCO HOSPITALITY
Richard Mois (Calgary, AL) (03) 308-7619
JAPAN
TOKYO
FLAMENCO ENTERTAINMENT
Casa Artista (03) 308-7619
Albaicin (042) 2211-7045 or (03) 806-5817
El Flamenco (03) 354-7756

Flamenco Patio (03) 464-8476
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Nana's Bar
FLAMENCO HOSPITALITY
Sadhana (Tovke}
MEXICO

DANCE INSTRU N
Magdalena Cardose (Mexicali)

’ SPAIN
MADRID
FLAMENCO ENTERTAINMENT
Cafe el Burrero  (Calle Amieta 7, Metro-Opera)
Arco de los Cuchilleros(Cuchilleros 7, Near Plaza Mayor)

(03) 200-1877

(03) 310-9067

(011-52-65) 34-0373

Cafe de Chinitas  (Torija 7, Meto-Santo Domingo) 248-5135
Cafe de Silvrio (Calle Malasana 20, Mato-Rilbao)
Los Canasteros (Barbiere 10, Metro-Chueca) 231-8163
Corral de 1a Moreria{Morer{a 17, Metro-Opera) 265-8484
Corral de la Pacheca({Juan Ramén Jiménez 26) 458-1113
Pefia Flamenca La Carcelera (Monteleon 10, Metro-Sotano) 200-9469
Torres Bermejas  (Mesonero Romanos 11, Callac) 2323322
La Venta del Galo (Avda. de Burgos 214) 776-6060
DANCE INSTRUCTICN
Estudios Amor de Dds (Amor de Dios 4, Anton Martin) 467-3650
Estudios Calderon (Calle Atocha 21, M ewo-5cl)222-1347 239-
0067Estudios Libertad(Calle Libertad 15, Mewo-Chueca) 2228440
Eswdios Madrid  (Calle Ballesta 6, Metro-Callac)
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 Jeronime 2, Sol} 221-2549
Menkes (Mesonero Romanos 14, Callao) 232-1036
Pirueta {Amor de Dids 14, Anton Martin) 468-5459
FLAMENCO SHOES
Gallardo (Cabestreros 10) 227-0100
Menkes (Mesconero Romanos 14, Callao) 232.1036
CASATNETS
Victor Galiano (Lanuza 25) 246-5506
US.A,
NEW YORK
FLAMENCO ENTERTAINMENT
The Ballroom (212) 244-3005
El Castellano (Queens)
Frente Unido Flamenco
La Mancha (Brocklin)
Mesa de Espafia {Z12) 670-2263
Meson Asturias (Chueens) (212) 446-9154
Ponce de Leon Spanish Restaurant (212) 489-5708
Restaurant Espana (212) 344-5228
DANCE INSTRUCTION
Maria Alba (212) 5860928
Ballet Hispanico School of Dance (212) 3626710
Loretta Celitan(Long Island) (516) 724-6638
Mariquita Flores (212) 582-3350
Victorio Korjhan (212) 9277220
Esteban de Leon (212) 724-4913
Bobby Lorca (212) 665-5107
Melinda Marquez {212) 263-7654
Jerane Michel (212) 222-4937
José Molina (212) 245-9504
Liliana Morales (212) 472-1354
Estrella Moreno (212) 245-9504
Jorge Navarro (212) 478-7202
Carmen Rubio (212) 5630186
Carlota Santana (212) 4734605
GUITAR INSTRUCTION
Maio Escudero (212) 586-6335

NEW JERSEY
DANCE INSTRUCTION
Yolanda Fernandez
PENNSYLVANIA
DANCE INSTRUCTION
Camila Erice (Harrisburg) YM.C.A
Julia Lopez
Meira

i R C
Carlos Rubso

VIRGINVA
FLAMENCOQ ENTERTAINMENT
La Mata
DANCE INSTRUCTION
Maria (Virginia Beach/Norfolk)
Ana Martinez,
Raguel Penia (Spanish Danee Center}
GLUTTAR INSTRUCTION
Paco de Malaga (Arlington)
Carlos Ramos {Arlington}
Fernando Sirvent (Spanish Dance Center)
WASHINGTON D.C. AREA
ELAMENCO ENTERTAINMENT
El Bodegon
JUERGAS
Charles Moeser
GUITAR INSTRUCTION
Michael E. Fisher (University Park, MDD}
Mariquita Martorell
Paco de Malapa (Arlington, VA
Torcauto Zamora (Silversprings, MD)
DANCE INSTRUCTICN
Marina Keet (George Washington U.)
Ana Martinez (Arlington, VA)
Raguel Pefia (Spanish Dance Center)
FLAMENCO COSTUMES
Maria Carmen Ramos
GEORGIA
DANCE INSTRUCTION
Marta 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 Andren
La Chiquitina
Roberto Lorca
Josita Molina
Rosita Segovia
Luisita Sevilla
MINNESOTA
FLAMENCO FNTER TAINMENT
St. 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} 6574799

(3D1) 864-1543
(301) 992-4792
{703) 931.0324

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

(703) 524-5083

(404) 993-3062

(3035) 642-2452
(303) 649-0863
(813) 248-4961
(305) 261-2394

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

(612) 333-8269
(612) 825-2952

(612) 333-8269

612) 291 2889
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Toledo Restaurant (Chicago) (312) 266-2066 Dulcinea Restaurant (San Mateo) (415) 579-2500
86 Club (Chicago) (312) 388-1212 India Joe's (Santa Cruz) (408) 427-3554
DANCE INSTRUCTION Mill Valley Community Center (Marin County) (415) 381-0885
Ridgeville Park District (Evanston) (312) 869-5640  La Pefia (Berkeley) (415) 849-2568
Teresa (Wilmette) (312) 256-0749 Les Pirates (Los Altos) (415) 968-7251
TEXAS Anita Sheer (Los Gatos) (408) 723-0354

FLAMENCO ENTERTAINMENT
La Mansion del Rio (San Antonio)
0Olé Restaurant & Cabaret

DANCE INSTRUCTION

Dance Center (Corpus Christi)
Teresa Champion (San Antonio)
Ricardo Hidalgo (Dallas)

Anita Mills-Barry (Dallas)

Gisela Noriega (Brownsville)
Rogelio Rodriguez (Houston)

Ricardo Villa (Dance Center, Corpus Christi)

DANCE SUPPLIE
Casa de Danza (San Antonio)
NEW MEXICO
FLAMENCO ENTERTAINMENT
El Nido Restaurant (Santa Fe)
DANCE INSTRUCTION
Eva Encifias (Albequerque)
COLORADO
GUITAR INSTRUCTION
René Heredia
Guillermo Salazar
DANCE INSTRUCTION
René Heredia
OKLAHOMA
DANCE INSTRUCTION
Jimmie Crowell
GUITAR INSTRUCTION
Ronald Radford (Tulsa)
WASHINGTON
FLAMENCO ENTER ENT
Café Felipe (Seattle)
DANCE INSTRUCTION
Sara de Luis (Seattle)
Maria Luna (Seattle)
Morca Academy (Bellingham)
Josela Del Rey (Sea
GUITAR INSTRUCTION
Gerardo Alcala
Joel Blair
JUERGAS
La Romera (Seattle)
OREGON

8 UCTION
Maria Moreno

Viviana Orbeck (Portland/Lake Oswego)

Diane & José Solano

ARIZONA

DANCE INSTRUCTION

Laura Moya (Phoenix)

Lydia Torea (Phoenix)

Patricia Mahan (Tucson)

GUITAR INSTRUCTION

Ismael Barajas (Tucson)
CALIFORNIA

FLAMENCO ENTERTAINMENT
Barcelona (Santa Monica)

Bouzy Rouge Cafe (Newport Beach)
Mariano Cordoba (Sunnyvale)
Don Quixote (San Mateo)

(512) 225-2581
(512) 226-3333

(512) 852-4448
(512) 927-9029
(214) 352-6798
(214) 357-8802
(512) 541-8509
(713) 780-1796
(512) 852-4448

(512) 922-0564

(505) 988-4340
(505) 983-2918
(303) 722-0054
(303) 333-0830

(303) 722-0054

(405) 946-2158

(918) 742-5508

(206) 622-1619

(206) 324-5034
(206) 323-2629
(206) 676-1864
(206) 283-1368

(206) 676-1864
(206) 671-6268

(206) 283-1368

(503) 2319029
(503) 636-5940
(503) 647-5202

(602) 995-1402
(602) 841-0028
(602) 624-9258

(602) 745-8310

(213) 450-3232
(714) 673-3440
(408) 733-1115
(408) 378-1545

JUERGAS
Halcyon Ida (Santa Cruz)
Jack C. Ohringer (Vallejo)
GUITAR INSTRUCTION
Alberto de Almar (Mill Valley)
Mariano Cordoba (Sunnyvale)
Ken Sanders (Laguna Beach)
Juan Serrano (Fresno)
Anita Sheer (Los Gatos)
Rick Willis (Placerville/Sacramento)
DANCE INSTRUCTION
Adela (San Mateo)

(San Jose)
Rosalie Branigan (Montclair)
Carmen Chevere (Newbury Park)
ELAMENCO COSTUMES
Adela Vergara (San Mateo)
SAN FRANCISCO
FLAMENCO ENTERTAINMENT
La Bodega
Las Cuevas
Flamenco Restaurant
El Mesén
Las Palomas Restaurnat
Dance Instruction
Academy of Ballet (Adela Clara)
Rosa Montoya
Isa Mura
Teresita Osta
Jose Ramon (Nob Hill Studio)
Miguel Santos
GUITAR INSTRUCTION
Mariano Cordoba
Ricardo Peti (Carmel Highlands)
CANTE INSTRUCTION
Concha Duran
Isa Mura
FLAMENCO COSTUMES
Raquel Lopez
LOS ANGELES
FLAMENCO INFORMATION
Flamenco Dance Line
FLAMENCO ENTERTAINMENT
El Cid
El Paseo Inn
Fez Night Club
Intersection Folk Dance Restaurant
Lares Cafe (SantaMonica)
Las Brujas Restaurant
Madrid Restaurant.
Pablo Picasso (Sherman Oaks)
Sevilla Restaurant
JUERGAS
Yvetta Williams
Ron Spatz

ACCOMPANIST FOR DANCE & CANTE

Eduardo Aguerox
Marcos Carmona

DANCE INSTRUCTION
Roberto Amaral

(408) 429-8476
(707) 642-5424

(415) 383-6115
(408) 733-1115
(714) 499-4961
(209) 439-2410
(408) 723-0354
(209) 245-6095

(415) 341-4484
(408) 479-1176
(714) 624-5501
(805) 498-0264

(415) 351-4481

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

(415) 658-9403
(415) 239-7510
(415) 435-3021
(415) 567-1674
(415) 775-3805

(415) 661-3304 or 826-2477

(408) 733-1115
(408) 624-3015

(213) 223-1784
(415) 435-3021

(415) 658-9903

(213) 851-9409

(213) 668-0318
(213) 626-1361
(213) 666-6137
(213) 386-0275
(213) 828-9205
(213) 667-9587
(213) 483-7157
(818) 906-7336
(213) 328-2366

(213) 833-0567
(213) 883-0932

(213) 660-0250
(213) 660-9059

(213) 785-2359
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Pedro Carbajal
Rubina Carmona

Manuela de Cadiz

Concha Duran
Carmen Heredia
Maria Morca
Oscar Nieto

Juan Talavera (Whittier)
Linda Torres (San Gariel)

Linda Vega

Elena Villablanca
GUITAR INSTRUCTION

Marcos Carmona
Gene Cordero

Gariel Ruiz (Glendale)
Benjamin Shearer (Simi Valley)

Rubina Carmona
CASTANETS

Jose Fernandez (Reseda)
Yvetta Williams (Imported)

SAN DIEGO

FLAMENCO ENTERTATNMENT
La Costa Spa (Jose Wong Room)

Drowsy Maggi's

Haijji Baba Restaurant
Old Town (Bazar del Mundo - Sundays noon)

Tablao Flamenco

JUERGAS

Rafel Diaz

DANCE INSTRUCTION
Barbara Alba

Juana De Alva

Juanita Francox

Maria Teresa Gomez

Rayna
Julia Romero

GUITAR INSTRUCTION

David De Alva
Joe Kinney
Rodrigo

Paco Sevilla

(213) 462-9356
(213) 660-9059
(213) 837-0473
(213) 223-1784
(213) 862-1850
(213) 386-0275
(213) 240-3538
(213) 699-0105
(213) 262-7643
(818) 367-1564
(213) 828-2018

(213) 660-9050
(213) 451-9474
(213) 244-4228
(818) 348-4023
(213) 660-9059

(213) 881-1470

(213) 831-1694 or 833-0576

(619) 438-9111
(619) 298-8584
(619) 298-2010

(619) 483-2703
(619) 474-3794

(619) 222-1020
(619) 440-5279
(619) 481-6269
(619) 450-1020
(619) 475-4627
(619) 583-5846

(619) 440-5279
(619) 274-7386
(619) 447-1146

__(619) 282-2837

MAIL ORDER

FLAMENCO BOOKS

"The Art of Flamenco by Donn Pohren"

This updated and revised addition is distributed in the USA by Juan
Orozco Corp, 155 Avenue of the Americas, New York 10013. For
overseas orders, wrile to Guitar House, Bimport, Shaftesbury, Dorset,
England.

Manual for Flamenco Guitar Accompaniement of Canfe
and Baile available. Write to: Union Musical Espafiola,Carrera de
San Jeronimo 26, Madrid-14, Spain. Ask for Maestro Y Estilos.
(Manual de accompafiaamento para el cante y el baile) by Andrés
Batista. #
FLAMENCO DANCE ACCESSORIES

(Castanets, Shawls, Fans, Earings, ect., from Spain)

Ann Fitzgerald - Apartado 388, Sevilla, Spain

(Ask for flamenco catalogue)

H. Menkes - Mesonero Romanos14, Madrid 13, Spain.

The Sea - 305 N. Harbor Blvd., San Pedro, CA 90731

FLAMENCO COSTUMES

Adecla Vergara - 1825 Echo Ave, San Mateo, CA 94401

-(Made in Spain. $150 including postage and handling.)

FLAMENCO SHOES

H. Menkes - Mesonero Romanos 14, Madrid 13, Spain.

~(Shoes - 6,500-9,000 Pesetas, boots - 10,800-11,000 Pesetas.)

Send measurements in centimeter. Write for more detailed price list.
GUITARMAKERS SUPPLIES

Allied Traders - P.O. Box 560603, Kandal Branch, Miami, FL.

33156 (Free catolague)

De Voe Luthicr Supplics - P.O. Box AA, San Jose, CA 95151-

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

SUSTAINING MEMBERS

Your contributions to the Jaleistas organization are greatfully
accepted. Contributors will be listed on the inside cover of Jaleo
for a period of one year under the following categories:

$ 50.00 - Malaguefio

$ 100.00 - Cordobes

$ 500.00 - Sevillano

$1,000.00 - Andaluz

BOX 4706 SAN DIEGO, CA 92104
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