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four years old. Atnine he was drinking half aliter of whiskey and smoking
two packs of cigareties a day, busking in the streets. At fifteen he was
sniffing anything that was handy and now at twenly-two he’s paying for it
with a bad ulcer. He has resolved to touch nothing but beer and the
occasjonal joint.”

Since the Barcelona triumph, tickets for Pata Nepra concerts have been
trading at black market prices. French, Dutch and Italian tours are planned
and Hannibal will issue the Nuevos Medios album in Britain,

Meanwhile, onadilla, a less intellectual siyle of modern [lamencao, is
now therage. A girl from Scvillacalled Mart ifio has turned the scene upside
down as far away as Paris, where girls in discos wear Sevillana dresses and
matador hats and Spanish culture in general is“'in.” Marlirio, wearing dark
glasses and combs made from old 45a1pm records, has popularized a
Madonna-like punk-[lamenco craze. Singing songs full of social irony and
street realism, she became a houschold word with only one LP (“Estoy
Mala,” NuevosMedios). CBS Records has signed her for the world outside
Spain. She has beenreceived hy Prime Minister Felipe Gonzalez and King
Juan Carlos.

*The songs and structures of Ketarmna, the brilliant fusion musicianship
and rock energy of Para Negra and the wild siyle and wil of Matirio have
charted the way forward {ar Europe’s mostvibrant musical scene,” sums up

Toe Boyd.

Lester De Vo
Classical and Flamenco Guitars

De Yoe Flamenco
{Sabicas model)
$2.450.00 w/case

Free brocher

2436 Renlicld Way

San Jose, CA 95148 USA
(408) 238-7451

For the firsttime in lamenco history the lependary Manuel Agujetas
de Jerez performs on video cassetie. The world famous maestro of the
Jerez dynasty of gypsy [lamenco sing ing gives an historic performance
thatwill rernain forever, Beautifuleantes por Soled, Fandango Grande,
Siguiriyas, Malaguefias, Romeras, Taranto, Tientos, Bulerfas. Length
- 90 minules in color. This video features the special colaboration and
original guitar accompaniments of recording and concent artist RO-
DRIGO. Don't miss out on this first world release as it is a collectors
item. No studio video of this kind has ever veenmade, Order Betaor
VHS. Only$49.00. Send cash, check or money order to Sounds-Vision
Music, P.O. Box 3692, La Mesa, CA_ 92044, The performance took
place on August 5, 1985. An educational “must” for guitarists and

singers. Allow 3 to 4 weeks for delivery.
—
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LETTERS
Flamenco Junkie Finds Jaleo

Dear Jaleo,

On the way to looking up something else, [ stumbled across your
magazine at the Culrral Center in Chicago. Needless w say, [ forgot about
what [ was looking for and spent a fascinating afiernoon reading through
about two and a half years of your magazine. I loved it

Ever since the first time [ saw [lamence on TV as a young child (José
Greco, who else!) I have found it an awe mspiring experience. Tt is so
difficult w find any articles about [lamenco music or dancers in any
Mmagazines, so your publication [ills a need for a“junkie’” like me.

The one problem was that the Librarian didn’t know if the magazine was
still being published. Thopeitis andIhopethis{inds you. You'llreally make
an anglo who doesn't speak Spanish but finds the beauty of Namenco music
and dance something spceial happy.

Jim Leon
Chicago, Il

ok

UrpATE FrROM TERESA

My name is Tercsa from the past “Teresa y Luisillo y su Compania
Espafiola”. For the past twelve years | have been coordinator of the dance
deparument of the University of Maine at Orono, teaching {lamenco dancing,

I am on Sahbatical leave of absence during the Fall of 1988 and my
research project witl involve going 10 spain to produce a video film for dis-
tribution tiled, “The Legends of Spain, Dance Again”. Rosario, Antenio,
Pilar Lopez, Mariemma, Luisillo, Roberto Ximenez, etc. will be the prime
focus of his documentation.

Ihave always beeninterested in receiving copies of your jalee publica-
tions and would like to become a subscribing member.

Sincerely,

Teresa Torkanowsky
Hancock, ME

Sauk
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Play the compostiions o
PACO DE LUCIA, SABICAS, SEARANITO,
PEPE HABICHUELA, MANOLO SANLUCAR, NINO MIGUEL,
PACO CEPERO, TOMATITO,
ENRIQUE MELCHOR, ETC.

From tha transcriptions of their recerdings in
TABLATURE NOTATION. Respecting note tor nate the
criginal fingering.

OVER 180 TITLES AVAILABLE
PLUS 20 ANTHOLOGIES OF FALSETAS
Write to:

ALAIN FAUCHER, 28 RUE DE L A REINE BLANCHE,
75013 PARIS, FRANCE







PAGE 6

JALEO - VOLUME X, No. 3

Enrique de Melchor Talks to

Gerard Klingenstein
“The Flamenco is Limitless”

Gerhard Klingenstein: On almost three hundred different records you
have not only accormpanied singers and performed as asoloist, but you have
also influenced the development of flamenco over the last twenty years. You
have become the most sought-after guitarist at festivals, fairs and in
recording studios throughout Spain, Your father Melchor de Marchena,
who died seven year s ago, was one of the most impor tant guitarists of the last
generation . What can you tell us about your family, your father, your own
beginnings and the guitar itself?

Enrique de Melchor; T was bom April 28, 1950 in Marchena, Calle
Espirins Sanio 27. Allogeiher we were six children at home. 1have three
older brothers and two sisters. Only iwo of my brothers have anything todo
with flamenco. One plays the guitar a litle, and the other is a singer. But
it i only as hobby with them. My father, my grandfather and my uncle
however were real artists 2nd although not all of them were professionals,
they were nevertheless well known.

T went o school in Marchena unul I was len of welve. Tt was then that
I started lo getinterested in playing the guitar and soon I became complelely
dedizatedto it. Even though my father was at hat lime a well-known, indecd
hislorical, personality on Lthe guitar, he made very litlle moncy. We were
poat people, more or less; my {ather was the only one in the family w eamn
at least some money, As a child, of course, you don’t notice poverty; you
only think of fun and games. My father never left us alone {orany lengthof
time. He went on lour for, say, a monih and then remmed home, Usually
he would practise daily, alone, or with other gnitarists, enthusiasts and
gypsies from Marchena who oflen came lo play juergas. There was &
constant flamenco atmosphere arcund us, but sinee I was small then, Tdidn’t
really know what to make of it. On the other hand, it didn’t hother me either.

My father didn’t want me to become a guitarist, and certainiy he never
foreed me to take it up. Hemusthave thought at that time that a professional
guitarist couldn’t make ¢nough money. As far as he was concerned [ would
have probably done beter in a bank or an office, Atfirst [ took to playing
the guitar for fun —— much as you ry playing the piano without knowing
anything at all aboul the instrument and the lechnique it requires. 5o when
Istarted playing the guitar, my father showed me a few chords. That was in
1960/62 in Marchena. As my enthusiasm for the guilar inercased, my father
slarted to teach me properly. Right fom the beginning, however, he made
il clear to me (hat the guitar was a very diffieult instrument to leam and iat
you had to work hard at it. As soon as he realized how gifted [ was, he
engaged a classical guitarist to teach me to play the guitar the way he did.
Somehow he was a genious and aruicipated that the guitar would chunge
very much dunng the course of time. Becuuse of the different technigue 1
employed, my father begunto believe that T eould perform in public without
any fear of compelition.

Mind you, the father/son and the teacher/pupii sitwation didn’t cause any
problems, for T aceepted by father as a teacher not only for the guitar. 1
lcarned from him by watching him. At that time my father wus working in
Madrid in the lablao calied 'Los Canasteros” which was owned by the
famous singer Mancle Caracol. There I met the sixweeen year-old guitarist
*Caracoles-Elsixlzen' whe in the meantime has givenup playing the guitar
for good, We became elose friends and he tsught me many things that were
important for accompanying dancers and simgers. A voicewithinme oldme
without knowing why, that I simply had to play. Whenever | happened ©
meet a guilarist who was playing something liked, T asked him to leach me
how 1o play it. To this day, this hasn’t chunged.

What began as a hobby has become your profession. Were the begin-
rings of that 1o be faund in the working together with yaur fartker or did you
go on lour atone?

While my father was performing in *Los Canasteros’ — whichnolonger
exists — he got memy first job and I stayed in it for five years. This period
was an important experience for ma. Mind you, you have to work in 4 lablao
in order to make progress. M yfirst tourtook metoNew York with the dancer
Morucha. When weretumed in 1972, T immediately went an lour again, this
dme to Argentina and Japan, together with Paco de Lueia, T think we
repeated this three or four times until T stopped playing with Paco. During
the following years, | worked not only as a soloist, but also accompanied
various singers and daneers in many different places. Nowadays when on
our and 1 work, for cxample with Fosforito or José Menese; the first part of
the coneert s devoted to the guitar and the second part is then performed by
ke two of us,

Recently I played a classical concert together with Caballé Montserrat
in the USA in de Falla’s ‘La Vida Breve' José Menese sang a pan and |
accompanicd him.,

After your varioustoursal home and ubroad, can you say anything abouwt
the different audiences?

I must say T prefer the foreign audiences, the Argentinian, Jupanese,
American, French, British and German audienees, beeause they canconcen-
trase better and listen better,

Do you keep g record of the people with whom you have played so far?

Not an accurate record, no. ['ve accompanied almost every singer and
have made recurdings with all of them, beginning with Lehrijuno, José
Menese, Antonio Mairena, Manolo Mairera, Calixtu Sdnchez, Luis de
Cdordoba, Diego Clavel, Chiguitete, and ending with Turronero. [ played
with all singers ol today.

I have also played with a rock-group called 'Alanieda’. Altogelher, 1
have made two hundred records so far, and there are mnother eighty records
on which only scvillanas are tecorded. In addition to all this, my third solo
LPwill be coming on to the market next month. As o some groups on carkivr
recordings, 1just don’tremember who they are, bot I recognize myseif very
well, Tlike lislening tothesenld records because they reflect my youth. They
also prove thal you play differently in every period of your life, and they
dneument my development.

Do yot knaw Sabicas' statement that you huve ro daccumpany botha -
dancer and a singer for twenly years before you can be allowed to wark ar
a soloist. {fthal’ s so, you sill have to wait a little (common laughier).

Despite my respect for Sabicas, whom | approeciated highly, T think that
he exagrerated a little. T believe that four years for cante and baile cught o
be enough to acquire a basic knowledge of the guitar. 1think Sabicas has
reached an age where you tend Lo exaggerate these things, The best thing v
do really is to start playing flamenco in a tablao. This is Uie only place v
acquire the rhythm and the knowled ge yourequire ifl you want wo aecompany,
others. Aflter that, you hav e to autend festivals in order Lo perform the things
you have leamed. From then on, working as a soloist is just & question of
opportunity. :

Dayau likeanyother kindofmusic, e.g. classical, jazz, rock music. Cax;
you get your inspiration from Van Halen, Knapfler or does it have o be |
Manue! de Faliq?

De Falla, | think, is llamenco, His music, melodies and rhylhms sound -
very mueh like flumenco and, therefore, 11ike him best.

I vnee happened Lo hear the Brasilian guitarist Toquinho i Bueros.
Alres, and Thave gol a few records by Baden Powell, butit's just that T like!
listening tw his records and not hat { wish to profit from him in a nusical |
sense. Tulking aboul music in general — [ use everything I like. 1 hink,
however that Mamenco has its awn inner strucrure which does’tneed alotof
alicring. As wroek musie, 1 am far o moch inlove wilth Andalusianmusic,
whenever 1 have tite to spase 1lsten 10 thag rather than ko uther music.

Forthe deveiopment of flomenco, especially, the last tenyears have been
of grear imporiance. All musicians have been logking for samething new.
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in half an hour. The rest might take six months or even longer. Composing
takes time, you can’t foree it. You simply have to wait until it’s there.
Sometimes a meledy for a soleares comes o me while pracusing, and
perhaps a year later I'l take it for a whole piece.

There are two kinds of musicians, the one appears on stage for his own
enjoymerd, the other plays onky for the audience. What abow you?

Whenever 1 give a concert, I play first and foremost for myself and
secondly for other guitarists. If there arc three or four guitarists among the
audience, I play for them. They are mose important than two or three
thousand people. 1 would never play showy pieces. It's far more impartant
that the aficionadas enjoy it than to play for people who don’t really
appreciate the music that is played. Of course you have to play one or two
pieces which will appeal ta the broad audicnce. Bui first of allithas taplease
me and other guitarists.

Who— apar! from your father — has had the biggest influence on you?

Idon’t have any idols. [ admire many guitanists. 1know many young
people wha stick to imitating Paco de Lucia. 1like him, teo, but whenever
Ibuy one of his recards, I give it away after three days. 1f youlike something
oo much, you can very easily come to depend on it. [ have been inflluenced
by many, but nnne in parlicular, because I listen to all of them and so have
picked up anly the best.

Are you glad thai one of the four records your father made is being
rereleased?

Yes and nu. These records are of very poor quality and my father made
them just bec ause we wereshort of money. Onthe one hand, Tam, ol course,
delighted that my father’s musie will become availableto loday's audience.

Coming tothe end of this conversation; what about your future? Canthe
aficionados look forward to hearing you again after all the guitarists who
accompanied Paco de Lucia on kis early tours, like Cepera, for example,
kave become great soloists?

I comsider that my current living conditions should make feasible for me
to continue warking as a saloist. I would certainly like (o perform in your
couniry, all the maore as I like your audiences very much.

Thank you very much for this interview,

This article has been published in two German reviews and one Spanish
publication:
1. Musikblatt, June 1987
*Enrique de Melchor: ‘Flamenco is limitless™
2. Zupfmusikmagazin, May 1588
“Enrigue de Melchor in conversalion with Gerard Klingenstein™
3. Sevilla Flamencn, February 1988
“*Las confessions de Enrique . .”
@Al ni ghts reserved at Gerhard Klingenstein, Pastoralsirade 6,4650 Gelsen-
kirchen, 0209/25388 for all counlries 1988,

e E ) LB D

OF PACD DE LUCIA - PACO PENA - MANOLO SAN LLICAR
ANDRES BATISTA - MANOLD DE HUELAVA - NINO RI-
CARDO PACO CEPERO - JUAN MARTIN - PEPE MARTINEZ
SERRANITO

WILL TRADE MLUSIC FOR FLAMENCQO RECORDS::
MAURICE SHERBSANEE

5329 NORWICH AVE.
VAN NUYS, CA 9141t

(818) 789-1453

@ift Subsgcriptions
to Jaleo

NGIVE THE GIFT OFf JALEO
AT CHRISTMAS!
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{70 Box a7ds, San Diegn, CA 32104).
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TEODORO MORCA IS NOW OFFERING ON VIDEO
TAPE, A COMPLETE APPROACH TO STUDYING
FLAMENCD DANCE, IN TECHNIQUE,
REPERTCIRE AND UNDERSTANDING, WRITE OR

PHONE FOR A “MENU” OF TAPE SELECTIONS,
et —tepg—— Y — =~ - -

INTERPRETATICN

[y Py iy ey pil—



JALEOQ - YVOLUME X, No. 3

PAGE9

Dieco PENA
“EL LAcANA”

A Few Observations from the Translator

The convoloted tics of family relations that confound even the Andalu-
sian pypsies untangle enough in this interview to grant the reader a fair
understanding of who is (or was) who in the important communities of
Lebrija, Jerez and Utera. Some of the grealest names in [Tamenco’s history
are pronounced herein wilh the easy familiariry of a simple family man at
home ane afterncon commenting on his own kith, kin and acguaintances.

Paco Sevilla’s tape Na. B 13 complements thus interview magnificently;
i the tape, Paco pronounces many of the same namnes “El Lagafia™ as in the
interview and moreover provides the very music of the people being
discussed, something the written page obviously can not do. Any serjous
flamerco is well-advised to acquuze this Lape, and indeed meny others of
Paco’s series as the historical and artistic content of these tapes constlule in-
dispensable elements of the education of any serious [Mamenco.

-The Shah of Iran

EA T2 TR T ]

[from Sevills Flameneg, Sep-Oct 1987; ranslated by The Shah)

by Menucl Herrera Rodas

Lebrija is a basic poimt of geography of the cante 10 which we [in
Sewilla], despite our proximity, have not paid due attention. This flamence
center is characterized by the amateur stalus of is owistanding artists.
Lebrija, with its imporiant gypsy seltlement, has not developed flamence
professionalism unitl relatively recentlv. The names of El Lebrijano, his
brother Pedro, of Pedre Bacdr, Concha Vargas, Manolito de Paula and of
Miguel Funi and Curro Malena are well-known, but they are recent names
intke history af flamenca. We would like to know something more primitive,
more anciend, (o enter inta thal storehouse that has enricked these new
WENES.

Or anather occasion we mel d personwho is fundamental to the history
of the canie of Lebrija, Maria la Perrara who, although born in Ulrera,
passed the entirety of ker life in the shadow of the Castillo, breatking the
pure air of the wide marsh. This is how we came to know tha! singular and
enigmatic man, Diego Penay Pefia, "Ell.agafa” . Diegoisaunique cantaor
who has always sung when ke felt like it, who has fled professionalism, bu!
kas been indispensable when it camestoremembering andpassing along the
cante par siguiriyas.

Withowt attempting 1o study kow he has collected the cantes of ElLoco,
of Tomds el Nitri, and most important, of Manue! Torre, and now afier
assimilating and personalizing them, he expresses them, we attempled lo
locate himand strikeup a conversation in order to glean his imp ressions and
apinions. Bur Diego, who lives according ta kis own plan and wha finds in
wing and in canle the fundamental reason for his existence, could not
always, try as he might, se! fourth all he had lived and experienced. Since
kistory was made and had to be revived, we soughi the memory of Lebrija
with the help of another person who indeed enjoyed full capacity to
remember and analyze facts and cantes, peaple and places. We refer lo his
brother-in-law, José Vargas,a Lebrija gypsy proud of his land and his cante,
four years older than Dicgo and by conivast, a leelotaler. {f Diego is cante
and history, José is the memory of that cante and of tha! history. With the
woafthem, we passed a beautiful dayinLebrija. CurroMalena and Migue!
Funi accompanied us in order 1o introduce ws, and along with them came

Paca Ceiaya, Agustin Benites, Ricardo Rodriguez and Jase’s san Diego.

“My name is Diego Pefia y Pefia, as you ean see, Pefia on all sides. When
I entered the scrvice, a caprain gave me a slap because he thaught 1 was
making fun of him. He asked me, *what's your name?”

‘Diego Pefia y Pefia,’ I said.

*And your father?’

*Juan Pefia y Pefia,” I answered.

“Your mother?’

‘Femanda Pefia’

“Your grandfather?’

‘Scbastian Pefia y Pefia..." And Capitan Carrasco up and said, “This guy
is mocking me!™

You were born?

“Me, you're asking when I was bam?" How should I know?”

"He was born in 16, the 16th of Oclober, seventy-one years ago”, says
his wife Constantina, (he sister of José, “Therefore he was born in 1916,”

José, for his part said, "My name is José Yargas Femdndez. T was bom
in Coria del Rio but at forty days of age, I was taken to Lebrija, althoughhis
roots were in Ronda. Allofus Amayas areof the same family, of the Negros
of Ronda. Anica lade Ronda wasthe cuusin of my father, Diego del Gastor,
the Amaya guitarists... My mother was fram Alosno byt grew up in Coria.
Her name was Concepeidn Fermindez Heradia, My father didn’t sing, but
he was a very pure gypsy who loved ihe cante and dabbled very well mit.”

A fact worth meniioning: José is Parriarch of the Andalusian gypsies,
designaies so by the Brotherkood af the Virgin of the Sierra de Cabra some
ler years ago. Curro Malena noted this fact for us. José feels very proud
of this title, as he is very religious. But let’s begin with Diego.

Diego, talk to us about your family, about your peaple...

“All were artists! All sang very well My grandfather Pinini was a
phenomenon! My grandfather was bom and buoried here although he was
raised in Utrera. He was a caille-slanghterer all his Life. All the Pefias of
Utrcra spring fram here in Lebrija.” ("And those from Jerez also.” adds Ei
Funi),

Your grandfather Pinini?

“The bestinthe world! ForgetCédiz! Nobody has sung por alegries like
Pinini."" "It’s thathe was different,” interrupts E1 Funi. ** Although nearly the
same thylhm, with the same compds but with a different feeling. The can-
tifias that my people do have a sound thatno one else hasheard.” Diego,The
cantifias of Pinini were his own, he ereated them because he had itin him,”

Who nowadays sings those canies?

"My brother Sebastisn, he's the only one. Oh! AndlaBemarda. What
good arlists are my girls from Utrera?”

José adds, “The cantes de Pinini were consecraled songs and had nothing
Io do with those of Cadiz. Ours had to do with the atbore4 and romances.
These cantes were danced in Utrera and Lebrija. They 'te our songs. These
cantes were Pinini’s own. Thase of his daughter Fermanda, of Maria
Pefia...all these were their own.”

Diego, your lineage: Your grandfather Pinini, your mother Fernanda,
your uncle Benito, your aunt Marfa...

“My mother was the best cantaora that ever walked the earth. She never
sang except in family fesivals because my father was very peculiar, butmy
mother sang everything: par soled, por bulerfas, por atbored...

“My aunt Maria was aphenamenaon; her singing left you breathless. And
Uncle Benilo with such a stout body... But how he could sing and dance...
and with palillas! He knocked thern dead! Very gvpsy!”

"Fernanda was my godmother, ™ José Vargas is speaking now, “and is
themother of El Lagafia and grandmother of Miguel Funi, She was en angel
from above. When she sang por alegrias, we were in heaven. Her sister
Marfa was another phenomenon singing por soled, por bulerias and por
cantifias. They were eantes chicos, but very pure, very pure.

“And Benilo el de Pinini, who sang por siguitivas very well. And por
buberias he sang and danced very well, very well. Althaugh, now [ think his
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nephew Miguel Funi does it better... Miguel, when he sings and dances, sur-
passes him.”

Diega.the other branch of your family, the Funi’s... You are also a Funti,
right?

“Yes, | am a Funi, just like my grandfather on my father’s side and my
uncles. My grandfather was Sebastidn Pefia y Perfia and he danced hilari-
ously, He would put a scarf on his head and dance ‘La Tonta® which he said
was Galician, but which he danced por bulerias. My grandfather liked the
ladies alot. ‘With a lot of starch, with alot of starch,’ he would say. The
same with me."”

He recites laughingly:

On arriving at the tavern

The [irst thing that I ask,

Is *How beautiful is the hostess?
And ‘How good is the wine?

Al llegar a la tabema

lo primero que pre gunto
sila tabernera as guapa

y €l vine liene buen gusto.

*His grandfather Baslidn was very funny,” said José, “He sang a good
siguiryas. He has such gracia that he sameiimes sang in bed so that his
daughler-in-law and children couldn't sleep.”

We lefi Diegotohis memories and asked Josétotelius about his brother-
in-law.

“Lagaiia is very gypsy. And as far as [ am concemned, he is Lhe best
cantact por siguiriyas there has been. Cerainly the best 1 have heard.”

" agaiia went o Sevilla as asoldier. He would drink two glasses of wine
and when (he gentlemen there wha knew eante heard him, they went wild,
They would say, *“What is this? Diosmio!” And singing in the Alemeda he
drove Lhe people wild. One time Antonio Mairena was there and had © tell
him, *Getout of here! These people have promised me live duros to sing and
if you don’t getout of here...” and he left to sing in the streets.”

“E1Lagaflu has done some very pure cantes. Look! Youhuveheard poor
Fernando Terremor and you know how well he sang por siguiriyas. Well,
all El Lagafia needed was twa glasses of wine to start him singing. He went
by himse!f and needced the help of no other gitane in order to sing. And bear
in mind that in Sevilla the people know the canre very welll”

Diego himself begins to recall this epoch of Sevilia.

“Same gypsies from hete, including one who was the brather of Luisa
la de fos Carecoles, dragged me into the ‘Siete Pucrtas’. 1 waes there a5 a
soldier al the time. They took me to the Alameda. Las Pompis were singing
in the Siete Puertas and T put the poor wretches through torment becausc ]
was singing for pleasure and charging nothing. [ was singing porsiguiriyas
and satlated everyone with cante, There were same gentlemen there spend.-
ing money and buying me drinks. | wes singing for free, Las Pompis who
were Lhere to eamn a living were ready to kill me. And athers as well. And
Antonio Majrena, who was also there, said, ‘Don’t sing any more, you're
going to kill us all...""

Lagaha lets go af his glass and captures the nearly impossible cry:

Siempre por los rincones
vencuentro [lorando

que yo 1o Lengo libertad en mj vida
si te doy mal pago.

The cantes, Diego, whase are tRose which you sing?

“Ising the cante of my people, of Los Pinini, But f have my own siyle,
a mixture, with a little bit from everywhere.”

“His cante is his own,” his wife interrupls, “because | have kmown him
since he was seven years old and he already sang well, very well”

“] have listenad to him since I was achild,” seconds Miguel, “'as I was
with him in the slaughter honse, And he has always had his awn persunal-
ity when singing. The remates he puts on the siguiriyas are his own. And
on wp af that he has such a gypsy voice, se clean, so smeoth, with a urique
‘eco’. What happenad is that the passing of lime and se much wine has

boken his veice and he ean’t do it anymore. And he used to lurm the canles
in such a manner that it seemed they wouldn’t come off, but he always
managed. 1t was a cante different from any I had ever heard.”

“Anlonio Mairena,” says Constantina, “came many Limes o father's [El
Lagafia's] house to listen 10 Femanda and her children end to Diege and
Sebastidn...because it was a unique sound.”

What are your cantes, Diego?

“Mine are thc gypsy cantes, the siguiniyas and the marlinetes. And of
course the soled. These are the cantes that1like

Were martinetes sung in Lebrija?

“Of course. The old gypsies sang por martinctes.”

“And El Tio Conejo,” says Curro Malena.”

“Djii, el Tio Conejo”, eontinues E]l Legaiia. “Yes, he was a gypsy that had
a forge and sang very well por martinetes. But he never had drunk so much
as a eup of wine. One day I made him drink three or four, because he liked
my canle por Sigutiriyas so much. He was about sixty and I was still ayoung
man. And 1 sang por siguitiyas and ha was beside himself.”

“Now, where they really sang por martinetes was Trinana. Mot Lebrija,
not Jerez, not Sanlicar or anywhere ¢lse. WhenT used to gadown Culle
Pagés de] Corro, I went straight 1o Triana and there was in thal same sireet
a tavern where I would go in and take a cup of wine. And there were some
old folks whn would go there 1o hear me sing por siguiriyas. Of course, in
those days 1 had two cojones to sing with. And others were Lhere who sang
also. Dju, Triana!

Diega, why dose one sing?

“Bacause itcomes w one’s mouth. Thie canle that doesn’t come up ean’l
be done. A cante has ta come to one of its awn.

What is necessary in order ta sing, Diega?

“Much strength, such as Antonio Mairena had,”

What are the cantes of the gypsies? -

~ “Par siguiriyas. Por soled and por maninetes. And here they have
always sung por bulerias,”

Always the cantes from here, alwdys the bailes from here. Lebrija
ahvays. For this reason we turned 1o José so that he could recali for us the
peaple of Lebrija before going on with Lagana's biography, which is so
united with that of his brother-in-law, José,

José, more impartant people of the carte from Lebrija? _

“Antania Pozo, who was very poor and begged alms. She lived in the
Miscricardia [poor house] and, one day, Antonia Mairena wes withusin the
bar Conehita, with me, my eousins Bastidn “El Bacdn™. We called her over;
Mairena heard her and was left speechless. Because Anlonia had a very
persanal cante, very much her own. Antonia Paze alse lived in Utrera, but
she was from Lebrija and her cantes were from Lebrija. She was bom here
arwl here she was buried.™

José, more?

“La Rumbilla was a very pretty gypsy- Very accommodation and very
nice. And she had a very gypsy cante. She was the grandmother of Curm
Malena, but her hushand was a very odd man, very quiet, and cared litle for
juergas. His name was José. Hawever, he liked very much the cante afhis®
wife and permitied her w sing in the gypsy festivals. She sang and every-
one was left speechless.”

What type of cante did she do?

“Por bulerias, because in Lebrija bulerias have always been sung.”

Anyore else?

“Of ecurse! La Perrenga, whu is the wife of Perico, who lives over
yonder in Cantarrafias. She has acanieeilo that is very flamenca. . . par bul-
erias eanta md bien, mi bien.

“And AnaladelaRumbilla, who is the mether of Manalito de Paula. 'm
going to tellyou astory, my son. IHso happaned that my father had been dead
fourteen or [iftcen days and I was living on the Calle Lorenzo Leal, in the
house of a gypsy everybedy called La Recorte. The daughter of Manala
Paco had just gotten married and they threw a fiesta. Ididn’t want to go sut
beeause ] wassLill thinking ofmy father, butmy wife urged me to. And when
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that gvpsy, Ana, sang, I don’t know what got inlo me, but I came out dancing
and I danced my bit — with all the sortow I had — and when she finished
singing, I went home and 10 bed and cantinued crying.

“They used to have here some enormous fiestas, With all those gypsies
-— they were irmeplacesble. Thave a compadre, Bacén, El Bacdn, Lagafia’s
brother, who does some very pure canles por siguinyas. Hiscante is short,
but he has a voiee that's old eand gypsy.”

There's still Juaniqui, Ne?

“Uncle Juaniqui was very tiny, but pood grief! God pave him such a
powerful eante, and sp beautifull When he came out singing por soled, he
left everyone senseless, His cante was his own. He kmew other cantes, but
what he did por Soled was his own, a gift from Heaven.

"] remember when Tomasa, the mother of Ralacl de Paula, pot married,
all of us gypsies went to the wedding in Jerez. Tio Juaniquf was there o,
and all the gypsies got together, José de Paula, Perico el Tito . . . glory hal-
lelujah! And somelime around midnight, we all began singing . . . and Tio
Juaniqui sang also. T can’t begin 1o ll . .. there was nothing more than
shacks and the venta de Santa Inés. And when we were boys we all went,
my compadre Bastian, my brother Quintln, my cousins, Bemardo and
Basti4n, mysell. My brother ook out s huge jug of wine framabodega called
*San Victor® and we drank it with him. When Tic Juaniqui saw us coming,
he said, "Here come my boys . .. and he delighted in us, although he drank
precious little wine. But he Joved 1o have us there with him.

*All the gentlemen of Jerez used to bring him there and they would carry
him 1o Santa Inés and he would leave loaded down with food for the house.™

Wasn't that Juaniqui de Las Cabezas?

“Listen! They say he was from Las Cabezas, but I don't know. Butl
think he was from Lebrija and always lived in E1 Cuervo.”

Any more recollections, José?

“Yes, there was a gypsy here that they called ‘La Mona,” who was the
mother of el *Nifio 1a Mona’, the wife of Pefia, the one they callad ‘Manolo
el de la Acostd’. Well, that gypsy woman sang very well.

“And Anica, the mother of El Lata, who also san g very well por alegrias.
Andpor bulerias. AndManuels la Negra who was hismother. She was great
por alegrias and por soled.”

Where did they sing?

“The rue gypsies' cante was heard among the field hands, because we
used (o harvest olives and work in the [ields. We were very poor, like the
‘blessad of the Beatitudes', but there was such arl and such fun. We were
like brathers.”

In fact, ather gypsies, fram Jerez, Tlo Borrico amang them, have told us
the same about the Barrio Santiage and the gypsy peasants, Do the gypsies
of Anriage have any relation with these of Lebrija?

“Yes indeed. You must realize thai nearly all the gypsies of Jerez are
connected with Lebrija, cs peciall y Santiage. There are many rools in Lebrija
there.”

And between Jerez and Lebrija, " El Chozas” .

“Ch! He was like a Christ. A pamiarch of the cante gilano! He had
sweemness in his mowth, Everybody loved him. One day a sefiorito, a nephew
of Queipo de Llano, took him and had him singin g for seven days. And bear
in mind that El Chozas was from Lebrija and not from Jeréz.”

We return 1o Ei Lagana and ask, Whe do you recall?

“Juaniqui, of course., He sang very well por soled. And I recall El
Mellizo who was the brother of E1 Chocolale. El Chocolate is form Jerez,
but El Mellizo, half-brother an his father's side was from Lebrija and sang
everything well. And El Moreno, brother of the mother-in-law of Curro.
And El Ovejica, Los Pelaos...”

How was the Lebrija you recall from your youth?

"Lebrija was a small town, but now it's become a palace. We gypsies
have al ways lived well here, everyone working like everybody else. 1 was
bom in the slaughterhouse and was 8 cattie-slaughlerer. Other gypsies
worked in the [ields, some as livestock dealers. All of us gypsics here in
Lebrija did something.

*“We are all equal here and 1 couldn’t tell the gypsies aparl from the
payos. The gypsies usad (o live in the Barrio Nuevo and in the Calle Nuevs,
but now everybody’s shuffled wgether.”

“We are three or four thousand gypsies here,” notes Miguel.

(Time passes as Diege condinues consuming his glasses of “fine” which
he alternates with red wine in the kitchen, Time, wine, emotions, and
memaoriescombine to formthe memory of this gypsy, so strange and splitary,
who sang the siguiriya better than anyone in histime. Fromtimetolime,and
with each question put to him, El Lagafa smote upon the floer with his staff
and sought to the ancestral ery of the siguiriya. The broken throat does not
respond te the call) He exclaims:

"] have o die one way or another!!"

"Look what you'redoin g to help the situation,” inlerjects his wife, “since
you are always wilh the bortle!”

“Yesterday they buried someone in El Cuervo called E] Lagafia, the
same as me. Youean'timaginethe eommotion here. My brother Juan came
running along with all my brothers-in-la . . . everyone crying.”

Where did you pick up the name El Lagara?

“When I was a child, | had the mumps and it produced alot of ‘legafias’
[eye mater] so that my brother Fernando called me ‘lagafiaoso’. The name
stuck, and now, if you ask for me by any other name, nobody will know who
you're talking abour!™

S you always have worked in the slaughterhouse?

“Always, I have been a matarife [catlle-slaughterer] all my life. Not
now. Now I'mretired. But 1 always worked in tie municipal slaughter-
house. Now I draw a pension from that,”

“A lot he draws,” comments his wife.

“Well, Idraw twenty-three or twenty -four thousand pesetas a monthand
we ]jve on Lhat.”

(Lagafia is an original biography of the cante of Lebrija. Laver of
salitude and canie, he har found his best companian inwine. But kere we
must moke an exception. Never did he miss wark. Wine was his stimularns,
his medicine, his driving force. Abways on the job, and singinp when ke felt
like it.)

“It’s that Lagafia has never sung in fiestas,” contnves Conswuntina. “He
has sung in gatherings and in taverns. And many i mes unaccompanied. He
never had to sing to eat, and any way, it wouldn’t have suited his character.
He is a carzaor wha is very moch his own man. He never was an ‘Artist’.
And something else I'l1 121l you. He always enjoyed singing more for payos
than for gypsies, and he never sang for money. He has sung for the Marquesa
de San Gil, far Don Pio Halc6n, for whoeverasked. Andhe alwayssang alter
working. The only time he missed work was during the war."

Let's go back, Diege, to your biography. Haw muchtime did you serve
in the War?

“I was in the war three years, and wounded. I was in Fuente-Cvejuna —
no small thing! And in Pefiarroya ...”  And Sevilla, didn't you serve inithe
militia in Seviila?

*My father hoocked me up and I spent the whole war in Sevilla.”

“You sce, " said Constantina, "his father, who was called Funi, was very
well-placed and very respected. And when the war broke out, none of his
soms went for one reasonor another. Finally, someone said, ‘Look, Funi, you
have (o |et po of one of yoursons,” and he said, *Well, Leke Dieguillo.” And
he was only a boy, no more than eig hicen years old. The next day he went
(o the front. He didn’t know what that was bul he was socn 1o find out. As
soon as he [the father] realized the danger, his conscience was troubled. And
alter a year's service, his father was able to claim him in Sevilla, because he
was aslaughtererofcaitle. He was putio work driving. Butsince he (Diego)
has always been hard-headed, do you know wha he would do? With every
muck that went to Lebrija, he went back and forth, So Captain Carrasco who
had helped him out most, [nally said to my father-in-law, ‘Juan we're poing
1o have to take Dicpuillo and ship him off to Granada. Otherwise, heis gaing
to cause us a greal emnbamrassment™
Legada adds: “There in Granada, whenI jumped off the rain, I had no
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more han ten duros in my pocket, and no sooner than 1landed, 1 said I am
going to grabme a jug. ] asked sormeone where they sang flamenco around
there...”

“Well,” Ef Funi clarified,” he was on the wain with another gypsy who
wascalled E1Buque, wha is the uncle of Manuel de Paula, and anather pypsy
called El Sordo.”

“Mi compare, ™ intcrrupted El Legafia.”

“Your Compadre,” they all went . " And when he had drunk four jugsof
wineg, he set to singing. And what a “Leco’ he had, and T have heard him a
thousand times and ] am not saying his because he is my uncle, but] have
never heard anyonc sing por siguiriyas better.

“Well they went o Granad aand, in frontof the stalion, mereor less, there
is a fountain, and when Lagafia was singing por siguiriyas, even the wamen
put down their jugs at the fountain to lisien wo him.”

[His brother-in-law José Vargas can beller render account of hiv years
(Lagada’s) in Granada, since José also served there. Jasé' s first period af
enlistment was up and they sent him ta Orjiva in Las Alpugarras. There,a
Keutenant Don Rafael Gutidrrez Rabé took kim along to Granada and made
him quartermaster. José, faithful like no one else, conducted himselfin such
a way as {0 gain the respect and proteclion af all the officers, and the
affection of all the enlisted men. Four years he enjoyed this respect and
protection. During this time, he met a gypsy girl from the family of “Los
Tiraos.” José left the mess at headquarters and began eating with this
family, for “"Where five can eat, six can eat, * his f@her-in-law wowld say.
He didn‘t get married according lo gypsyrite, since his bride didn’t want to
wpset her parents, sa José with all the humility that becomes a good man,
accepted fate as it came along. When kis period of service was aver, they
warled 10 make him sergeant, but he refused because, “We gypsies don't
make good soldiers, * he told his cormvnander.j

“And now, you see, I have two sons whao are policemen.”

Jasé, you in Granada, well-placed relatively speaking in your quarters,
and lagafia just arriving there...

"Yes. Cne day 1 went for provisions and I saw him in the street. *What
are you doing here?’ I asked him. I'm being punished,’” he answered . So
I said w myself, *Whete shall I take him now?’ I remembered two gypsics
form here in Sevilla who were over there. One was José, he brother of
Gitanillo de Triana who was also called Gitanillo, and the other was Nicolds
Vargas from Gamas, both of them novilleros. And both of them were well-
connected with 2 1ady from there and had told me to visither but I never did.
SoIdecided  go that day. [ went with Lagefia to Calle San Juan de Dios,
rmumbser 14, for they had sent me to Sefiora Antonia, who was the widow of
the Marquis de Sania Cruz, who had built the Sicrra Highway. Later they
killed him in the war, at he time of Hazafia. The lady was Anlonia la
Canastera, who as 2 child had marricd the marquis. Two boys came out
wearing white caps and Lagafia said, “Where are you taking me?” Anyway,
the lady saw from up above Lhat we were gypsies and told us Lo come up.
Nicolds was alrcady up there, sitting on a coy, with a bolile uf cognac, and
1 asked him about José. *He's in the bathroam,” he told me. ‘Dame! 2 gypsy
in 2 bathreom!’ Isaid. You see, in those days . . *

Did José remain friends witk Antonia?

“Hell yes! Of course! In Fact José came oul grumbling aboutnot having
gone there sooner. Both of us were numb from the cold. We drank four or
five cups and I said to my compadre Diego, *Let’s go, compadre, let loose
with the siguirivas.” And [ start singing!

Ovcjitas blancas
v ¢l praiw verde...

“Everybody went wild! We were all erying. We were in heaven! So
Antonia la Canastera says, ‘I1's been years since I've seen my brothers and
sisters. Let's all go to the Sacromonte! When we got there, everyone went
wild wilh Antonie, kissing her and calling to one anather, *Antonia la
Castatera is here, Antonia is here!” Meanwhile we waied quiedy in the

caves until Antonia said to her brothers that they should go and hear this
gypsy, El Lagafia.

*And El Lagaha started singing and al] the gypsics were crying. And the
rest of us were crying. It was like a funeral parlor.

*There was among Lhem a certain Frasquito Yerbagiiena whe, when he
heard him sing, said, ‘Manué isrisen!’ Frasquito was a gentleman who was
very well versed in the cante. He wasn't a gypsy, mind you, but very know]-
edgeable, and a good friend of the gypsies. Frasquito would sing some
verdiales that could take away your breath. When Frasquita heard Lagafia,
he was cnthralled, and brought him to the Pescaeria. And Lagafia came out
singing there and what a commotion! They and never heard cantes, so
beautiful and so gypsy. Itold the people there o call him ‘Funi” which is
what his own peoplecall him. And when Lagafialetloose awail, the gypsies’
eyes were headed with tears. And when he was heard by Paguito Candil,
Eduardo Postales, Perrete, and Carmona they all swore by him and wouldn'd
leave.”

Carmona was the father of Los Habichela?

“No, he wasn't gypsy.”

Were there guitarists with you?

“Yes, Los Cotorreros. They had a very beautiful daughter called Tere,
the pretiiest gypsy I have ever scen. What abunch! Good people ! And we
mel 2 son of Chommojumo, who was enraptured with the eante of Lagana.”

Where did you all hold your singing sessians? :

“In bars, in houses. Bul to the Sacromonte werarely went. Wehadalittle
trouble there. Nicolds was a follow wha liked things done properly and one
day he hil a fellow over there with such a blow as to knock him off 2 barrier
beeause someane threw akiss at a gypsy girl. We are just like the Moorsin
thatrespecl. Thatwe can’t take it. There arose such aruckus that weallhad
10 leave running downhill. So, at iimes we went o one house w eat andhave .
afiesta, and at other limes o another, Where we usually went was the house
of Antonia La Canastera, since her husband had left her so well provided for,
nolhing pleased her more (han enterlaining us.

“Butone day Lagaiia came down with typhoid fever and they carried him
lo the hospital. Everyone went Lo see him, Frasquito, the girls, and the
gypsies, everyone. When his mother found out (who is my godmother,
Fernanda Pefia Vargas), she ealled me long distanee, *How is my son? How
am I going 10 manage 1o go so far...” So when he got betler, 1 called her and
sajd, ‘Madrina, El Lagafia is already much better.’

"Is he singing yey,” she asked. Tsaid he was and she said, *well if he's
back lo singing, he's all ight.™”

{(We returned to Diega so that he could tetl us a little abowt Frasquita,
and s thai ke could analyze as much as possible the cante ke had kriown in
Granada).

What was Frasquito Uke, Diego?

“Frasquito Yerbagiena was the best inthe world. {{1e begins laweep as
herecalls his lost friend. We had already saidthat feeling and emolianwere
going to bepresent inour cha with El Lagana. When he beginsacanle ard
can'! finish it, ke cries, when he recalls a friend who has passed away, he
cries). I sang por siguiriyas once for Frasquito in Los Claveles bar, and he
had been my [riend ever since.”

How lang were you in Granada, Diego?

“Twao years, ** his wife explains now while El Lagefia sink into his
Memaries.

Whai cartes did Frasquito sing, Diego?

“The canles from here. In Granade, when 1 was there, they didn’tknow
anything zbout the cante. All they did were (those zambras from Sacro-
monie,”

They didn* 1 know the gypsy cante. All they did were those Zambras from
Saeramonte.”

They didn’t know the gypsy cante there?

"No, I awoke Lhe cante por siguiriyas there,

A llorar mis penas



JALEC - VOLUME X, No. 3

PAGE 13

me fui a un olivar.
Olivarcito tan desgraciaito
T0 Nace ninacera.

So Frasquito learned the siguiriyas from you?

*No, Frasquito didn’t learn from me. When [ wenl. Frasquito was
already singing por siguinyas. He was the only one who sang our canies
there.”

Diego, did you sing with guitar or a palo seco?

“Somatimes with guilar and semetimes without. Since T sang mostly
when the spirit moved me, T usually sang without guitar,”

Do you recall any guitarists from that period?

“El Morao, no relation to El Morao de Jerez, A {ine person.”

Did you know the labichuelas, because thefather, who isnow deceased,
also played. . .

“No, T hung out with Frasquito and with Gitanillo de Triana and with
Nicolds ¥argas. AndI went alot to the house of Antonia la Canastera. That
old lady was 50 good! Every ime] wentback to (he headquarters, she would
say 1o me, “Here, Funi my son,' and she would give me five duros. The poor
thing was always loncly and so kind.”

Diego, we have already taiked about you, your life, your work. Speak to
us of those people who have fundamental to your cante. Your cante is the
siguiriyas, but who har sung best por siguiriyas?

“They say Manué,”

For you, Manue! Tarre has sung best por siguiriyas?

*No, there was someone who sang better. My uncle Benilo sang belter
than Manué, One day, they were both singing in Uirera and my uncle said,
‘Now I am going o sing for you." And not even the train took off while
Benit Pinini was singing. My uncle Benito sang batter than Manué, more
EYDSY.

“And the best in the world has been Antonio Mairena. There has been
no one like Mairena. Iput him up here in my house, my brother Sebastiin
brought him here. Such line manners he had. The power he had in his throat
no one has had! He was a phenomenon. NotevenManué. .. When he sang!

Dices que duecrmes solita

{Mientes como hay Dios!

porque de noche <on cl piensamicnto
dormimos los dos.”

José agrees wilh his judgement:: **Anlonio was the king of the cante!
You had wsee him ara fiesta with the gypsies! He had them rending their
shirts: he was truly the king ofthe cante gitano. Curro Mairena also suffered
and san g porsiguinyas., AndJoan Talega was the palriarch of the cante. It
seemed like he was preaching the Holy Gospel when he sang, Many times
11ike him more than Antonio. [didn't much care for Paswora [La Nifiade los
Peines| but Tomés (Pavén) yes, Tomids was the greatest,” {And he talks
about Macandé with his clean jacket, and Caracol... “Verv good, butI liked
Maircna belter. Also he talks about Serna de Jerez).

Legafa: “El Sernita, my son, was a gypsy who has not received just
recognition. He is one of the glories of Jercz. When he zang this:

Esta noche me mio
me llevo un chisme,
me lNevo la cazucla
aunque me tizne."”

The toque?

“We always sang whole kecping rhythm with a cane or with the
knuekles™

José: “Bear inmind, ny son, 1 have listencd to all the cantes with palmas
and rhythm, but have seen very few guitarists. But Diego, yes. Dicgo del
Gastor was a blessing. And Los Moraos. Manué is the elder and a great
locapr. And Parilla. From here Pedro Pefia and Pedro Bacdn.”

And in the baile, whom do you most like?

“Parilla! Uncle Manuc] Parilla who danced very well. Also in Jerez
there was one I liked a lot. His name was Vicente, the brother-in-law af El
Rojo. Vicente might have been the causin of the grandfather of EIFuni. He
danced very well, but Benito Funi was best of all of them. Iliked 1w waich
Beniw dance much more than to hear him sing. But Miguel Funi is beuer
yet than his uncle Benito.”

Ei Farruco?

“Por bulerias, yes, Por lo demds es otra cosa.”
Others?

“Refael el Negro, Puco Valdepefies . . 7
Women?

"Pastora Imperio was the queen. AlsoIknew Las Pampis, whosang very
well, and also did some litlle dances that were very gypsy. And La
Macarrona and La Malena who took your breath away. And here in Lebrija,
Inés, who was the daughter of Fernanda la de Pinini — that gir! was bom
dancing. She did all kinds of dances. The prettiest and most down-lo-earth
gypsy inall of Andalucia. She would dance and Lthen open her cape and raise
her arms...what a glory!

“La Piruja was another one who would do some things por alegrias that
were unique. She was the Tinest bailaora that we had here in Lebrija. She
was daughter of Bastidn Funi.™

Which are the bailes of Lebrija?

*Las bulerias y las alegrias, Here they never damced por tangos, OF
course the alegrias thar ars danced here are not Lhose af Cai (Cadiz).”

Wha! (s needed in order to dance? .

*Look. In order W dance you have lo have upper body. And lower body.
But foorwork, no. Stomping is for horses.”

Where is the canie going today?

“Bear in mind, my soxn, Lhat the gypsy cante today isn't what it used
be. There are cantaores with their own strengths, butit’snot the same. There
is Chocolate, who sings pot siguiriyas, very well and very gypsy-like. And
Fermanda who is a celestial glory. Fernandaisone of akind! And ber sister
Bemarda. AndPerrala. .. and Parratilo, very good, very gypsy. And Lhe new
guys, Curro, Mercé.”

José:*The cantaores today are more stimulated, but there isno one loday
who ¢an sing.”

*hw

Night fe!l upon us and the memory of the cante. We have attempted ta
capture the memory of the carve of Lebrija by sprirging the trap with our
questions, and have endeavor ed to ensnare owrselves inthe enchaniment of
the art: The art of the cante por siguiriyas of a rare genius named Diego
Pea and known as "E! Lagaia” .
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THEe FESTIVAL OF OQJEN

[from Classical Guitar magazine in England, Feb. 1987; sent by Guillermo
Salazar]
by Tuan Martin

Last AupustIwas invited o perform inthe Fesiival of Cante Flamenco
in the small white pueblo of Qjen. Qjen lies nine kilometers inland form
Marbella in Lhe province of Malaga, Andalucia. The guilarists appearing
were Enrique de Melchor, Pedro Bacdn, Juan “El Habichuels™, el Nifio Puro
and myself as soloists, Thesingers were acombination ofthe oldschool and
the new: Foslorito, Juanito Valderrama, Nifia de la Pucbla, Naranjito de
Trana, José Menese, and of the new newer generation Calixto Sanchez,
Diego Clavel, Tina Pavén and Pansequito. There was also the dancer José
Juaquin and his small cuadro group. Even though Qjenis asmalivillage this
is regarded as one of the most prestigious [lamenco festivals in Andalucia.

There has been much excitement leading up tathis event. In Qjenitself
this is the major happening of the year the festival director had received
telephone calls for tickel reservations from as far aficld as France., The
uckets cost 1,500pts which is quite a Iot of money when you are lakKing Lhe
whole family. Children are not charged entry provided they sit on Lheir
parents” laps and don’t take up a scat. ‘What, in fact, happens is that lhey do
lake up seals until somecne arrives to claim them and then the parents are left
for five or six hours with a hcavy, maybe wriggling weight to make their
alrcady hard chairs fz¢] like iron!

The festival is held in the center of the pueblo in the open air surrounded
by the white houses, and there is room for one thousand people. The radio
is Lhere 1o troadcast and television cameras have amived to film certain
artisis during the evening. Ilcave my home near San Pedro in plenty of time
to make My way up reacherous mouniain roads which wnight are bumper
10 bumper with expectant aficionados. The time is len in the evening. The
festival is due 10 begin at eleven Lhirty, but provious experience of flamenco
festivals iells me this is oplimistic and Lhat iwclve Lhirty is more likely. There
i3 a place to park for the artists, unlike most of Eurape's great concert halls,
and Lhis saves one lime and frustrutian. The personal touch of Lhe direclar
welcoming one and the affer of refreshments contrasts dramatieally wilh,
say, he Queen Elizabeth Hall at London’s South Bank Arts Centre, where
I have parked culside the artists’ enlrance to carry guilars in, and have come
out to find some commissionaire threatening 1o have the ear towed away.
Onee inside one asks for a cup of coffee, and plastic mugs and spoons are
brought along with an immediate demand for 25p or wharever it costs, No
malter you'reon stage (rying 4n acoustic ot have no ¢hange in your pocket;
*Now, if you please Sirl" All of this is the wrong spintual preparation for
arecital, One does it, puts up with it, but it jades. 1 should add that the
Wigmore Hall has an inner sancoum calm that conirasts wilh this, and Lhat
its Tesanant acousuc is a joy ko perform in.

In Ojen, the publiz is milling in the narrow strects and the local women
are dressed in Lheir best finery, zontrasting with the rore laid-back look of
the French, Americans, Dulch and alhers who have found their way up Lo Lhe
puebla. The warm-up area for the guilarists is one large room, and Lhe picado
practice with spange placed under sirings by the bridge is well under way.
Enrigue is chatting wilh Fosforito while he zips up and down wilh the right
hand only. Nifio Pura is very quick wilh his picado and wen a “premio
nacional” last year. In a tiny brush cupboard type of room I come aeross
Pedro Bacin, who is actually playing the guitar without the sponge and lis-
tening (o his sound. Of course when one doesn’t have individual dressing
rooms it does help w damp the noise down, but how can it prepare one’s
musical spirit before performing? It can’t., but in some areas, outside of
parking lots, Spain is tough. You have to get out Lhere in front of a fairly
hostile audience {someone actually swod upand camplained ‘que ldstimade
guilarra’ to Paco Cepero two years ago in Lhe Marbella cante festival) and
produce it. No maller you are preparing in front of three other guitarists and

some of the best singers in Spain, The PA systems in Andalucia are gelting
better but they are always too metallic and painfully loud. This roughness
reduces the ar of the singer and guitarists considerably.

Enrique Melchor is first on wilh Tina Pavén. The public is sill finding
ils seats and not setiled, so Enrique moves in on Lhe micro phone to blast |he
audience imo allendon. Certain people in the audience pay ailenlion to the
guilarist’s opening, but most Andaluces only stop talking when the “cante’
begins, There is Lhis man, Lhe son of Lhe grear accompanist Melchor de
Marchena playing 1he guitar right from Lhe opening note with an astounding
Muency and punch, and there are people talking loudly, argumenis about
sealing, women scolding their ehildren, bottles being knocked aver, Toler-
ance has o be developed to putup with Lhe general noise of the lack of respect
for the ariist, who has practised his heart out to reach this sublime technical
level only to be ignored. He lives in hope Lhat later on Lhere will be more
concentration, and that when the public is involved wilh one of its favorite
singers Lhey might start 1o ‘receive’ him wo. *Receivers” are a problem -
some people have AM and some have FM . .. This is difficull, since the
highly esoleric art of flamenco is only for people with the FM receiving
ability.

Fosforilo reaches the audience. They love him for what he bas done for
the ‘cante’, He's amacstro. Without him we wouldn't have the same siyle
of cante we have loday. His Soleares is quile electric even Lhough his voice
is mare strained than ever - and it always has a nasal delivery. But this
flamenco, where beauty of voice is only one element and where so many
things have Io be laken into consideration. Fosforilo's voice is now a little
more husky, his sitting posture is back erect and knees apart with palmas
sordas kecping uime with Enrique s comp4s and suddenly Enrique senses his
moment has come and puts a string of very flamenco falsetas together that
bring out Fos forito ina way that he barely eancantain his emolion. It's a pity
that ‘Enrique doesn't usc his alre on his solo albums. I suspect it has some-
thing o do wilhrecord company commericial persuasions - and I know how
they can be. There is a row of [ive ‘gilanos’ in the audience, An ald, loud
one with astick whobeals on the pround withit, and four other younger men.
They'vehad plenty of Jerez on sale at the festival and Lhey are trying to show
thenon-gypsy ‘payos’, by Lheir comuments, thal Lhey have a deep knowledge
ofthe arle. In faet these particular *gitanos’ were not very decply invalved
in ‘el ane’ bul they know that Lheir race and what they regard to be an imnace
supremacy covering ‘el cante ¥ la guitarra® will probably convinee the
surrounding Andaluces. Enrique is * gilano’. He doesn’t lock it. Cne would
expect him 10 be a financial consultant of same sort. But flamenco rhythms
are very mathematical. To understand the compés one needs lo understand
various permulations and have a ¢coal analylicel head, but this has 0 be
sceompanied by a wann heart and passionate nature. A difficult combina-
lion.

Juan “El Habichela® comes and performs like the good professional he's
alwaysbeen, but tonight he is notinspired, He's from the last generationand
was considered lechnically to be first class twenty years ago but now there
is a new [anaticism with technique. There has been a revolution since Paco
de Lucfa came on the scene, and one wonders if Juan Carmona ‘El
Habichela’ is feeling misunderswod by the new school and by the public
who havecometo expect non-stop fire works in the form of continual gunfire
picado scale passages. Juan's old gypsy knowledge is deep and mature like
his serious pharach eountenance. This Paco de Lucia influence has brought
new standards of execution but has disfigured Lhe noble art with its
unsecrnly, ulira-macho ‘mecanisma’. The subtle nuance of an Habichuela
is now lost beeause public and guitarist alike are waiting [or the big one. he
leng, long scale played with an evenness, 5 power, a elarity which will shui
themn afl up. ‘;Alal jA versitucallas ahora!” One eansay that this is only
the beginning of what is, after all, a very young art form - Ramon Montoya
was Lhe [irst concert flamenco guitasnist, and he died 25 recently as 1948 - and
that from here we progress like Lhe great concert pianisls to the use of
technique withsubtlety. Butwhatof Ricardo{d. 1972}, who played, alrendy,
with fluency and poetry end who gave so rewarding an artistic experience?
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Are we going forward? Technically yes, but musically no, would be my
deduction. Continually fast scales don’t add much musically and too many
of them dis{i gure a solo and distract inthe accompaniment. The odd one can
be elecirifying - the problem is that you need to do them the whole time ta
play to that leve] of perfection on the odd occasion. Result: they are played
the whole time just o stay at that level. consequence: the sacrifice of other
very imporiant elements, and the wrang mental direclion in which to ereate
quality [lamenco music.

Ricardo’s playing and musieThave studied, and Paco de Lucia has tanght
me personally many of his falsetas, particularly his early material from ‘La
FabulosaGuitarra® album - which I think he has never surpassed in terms of
‘aire’, quality and flamenconess. The recording he complamed o me about
being a bitdry, but a good {ino Jerez is dry and most aficianad os would prefer
this every time,

Back o Djen. It is 3:15 in the morning, the August nigha still warm
enough to play in the open air and I have ta open up the second half of the
festival. T have been accompanying singing for years; some may remember
me bringing Ralacl Romero “El Gallina” 1a the Wigmore Hall and ICA in
1976, and [ woyld like ta be appearing tanight with a good “cantacr’. The
impresaria, howeyer, has heard my recent "Solo Album' on the radio here
and seen this and ‘La Musica de las Pinturas’ in the record shops, and feels
it would tic in o appear as a soloist, The thing is that here one has 1o eam
the utention of the audience before they even stop walking - this of course is
Lo some degrec why the constant fireworks technique has come about The
idea of starting with musical subtlety or a slow ‘toque libre’ is ou of the
question. I amwaiting backstage and lislening to the presenter announcing
me, Naranjito wishes me luck and I’m up onto the suage, quickly seated on
the traditional siraw-covered wooden chair and find tha! the microphone is
not swiiched on, 'Ole! Viva Espafial’ The techmician eventually switches
on. The publie is still unsetiled after the intermission and 2o 1 sit there per-
fectly still, not playing a nate or even tuning - I have found this is the best
way 1o sugpest that you, the artist, expect something from the public, not
much, just the courtesy of silence, the equivalent of a clean page for a wriler.
Now cerlain people are hissing Lo others ta silence them, and the radio
Lechnicians are ge|ting nervous because we are on air and heing transmitted
throughout the whole of Southern Spain - and no guitar, The radio presenter
is making desperate signals and now with the closest one can come to silence
in Spain, 1begin my {irst piece.

The wenty-minute recital was well received, the silence increasing
throughout s did the applause and when [ came off the arganizers congram-
lated me as if | had just climbed Mount Everest. [ suppose in a way I had.
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..50bre el baile
DANCE AND AGE

The first time that T remember thinking about age and dance was on the
day of my firsirehearsal with Pilar Lépez in S pain. This was back in Lhe early
1960s and I was contracted as her guest scloist for a tour of Holland, Bel-
gium, and Spain. I was pretty nervous, as [ was about to begin rehearsing
some exciting ducts with this famous artist who happened to be quite 2 bit
alder than I was. [ did not know how I would feel dancing what I felt wauld
be the sensual, man-woman, dramatic works Lhat she was planning. Ineednt
have waorried, for T quickly leamed that she was“eternal woman™, transcend -
ing any age difference. She did not haveto be highly weehnical or worry abaut
“steps™. She adaptedher dancing to herself, her physical self, and expressed
her spiritual and sensual artistry. I also learned very quickly why she was
s0 suceessful in training the best male dancers, such as Jiménez, Yargas,
Lorca, Vega, Greoo, Gades, Maya and many others. It was because she
always expressed the pure fzelin gs and emotions of {cmininity onstage. That
transends age, for feclings are eternal. T will get to this coneept later in Lhis
article, for Lhis is very important in the aging of a dancer.

Pilar Lopez's days of jumpy, classical boleros and jolas were over, but

her repertoire of theatre and flamenco works filred her age and feelings and
whalever she danced, whether solo, with me, or with others, I felt that she
provided a great lesson in great performing. She was an arlist aging
properly, in repertoire, responsibility w Lhe public, and herself in general,
She did what she could and did it well, The sudience loved her. There was
one exception, and Lhis was ancther lesson in aging. When she played the
miller’s wife in the ballet , *The Three Comered Hel,” by Falla and in rmy
opinion, it did not work. The reason was more than physical age. Heracling
could not ranscend that certain, but obvious, spark of innocent youth that is
the character of Lhe part. It would be like an adul Judy Garland irying lo play
Dorothy again in the Wizard of Oz,
There are many ways (o Lhink about age wilhragard to dance. You could put
it simply, as Lhe body aging, the aging and maturing of the artist in though,
feeling and artistry. There is aging as a performing artist. Attitude is another
factor, especially in Uhe United States where many people feel strongly about
youth in everything. There is the often asked quesiion, " Am I oo old (o take
up Flamencc™?, Or for Lhat maiter, any other type of dance. There is the
thought of actually becoming aware of your body for the first time as a
flamenccdancer, for example. actually looking at yourself and your physical
and mental potential as a [lamenco dancer. There is developing an aititude
of what you want (0 do with flamenco dance if you do gel involved.

1 becarne acutely aware of these and many other thoughts on age while
conducting workshops with people ranging in age from 10 years old o
people in their sixties. Each persons personal and individoal “need” for
flamenco affected ho w they approached this dance form.

I would frstlike o talk about performing arists. As a performing artist.
the responsibility is notonly an the dancer, performer but on the dancer’s
relation to an audience, most often a paying public. When [lamenco became
aperforming art, away from the closed, informal juergas and fiesias, it ac-
quired a time and space
energy Lhatthe dancer had to adapt to, along with looking the part and being
aware that a public is paying to see something special. That meant being in
pleasing costumes, lIooking sharp, dancing with energy and not huffing and
puffing. Tt meant that physically you had to be able to suslain a dance und
ook like youwerereally feeling il This all sounds prenty basic, butinreality,
itis comstantly on the minds of serious professional artists, For 4 very young

professicnal who is serious about his or her work, that is really not a problam.
The Jast thing that a very young dancer thinks about is aging. Even ifa very
young dancer has not yet acquired genius of antistry, great compis, fecling
emotion and mahmty, the awdience is usually pretty kind in acceptanee of
their performance, mainly due to their exuberant youth and vitality. The
audience becomes much less wolerant as Lhe dancer ages. This was brought
out very strongly in the movie, “Tumning Point”, when the ballet compuny
began to take the aging ballerina’s parts away, giving them to a much '
younger girl. Even though the older dancer was a grear artist, it was youth
that they felt wonld scll and was what the audience wanted Lo see.
Flamenco dance has some marvelous qualities, human qualilies, that faver
the dancer. Unlike classical ballet, for example, which requires a dancer's
body e perform the demanding physical techniques Lhat are inherent to the
art of ballet, no matter what Lhe ballet dancers age, [lamenco dance matures
with inner sublety. The lamenco dancer’s body, although apleasing shape
is desirable, is almost secondary to the feeling and the art of the dancer,
Feelings, compas, emolions, und artde not age 1f a baller dancer’s body ha
beenlet go and is out of shape, and he or she can nat balance, leap, jump. If
the dancer just tries Lo pose and rely on mature sublety, itoflendocs not work
becausc ballctis a dance form that is by natare, highly refined technically
1 am not talking about the artistry uf the many '
great ballet duncers who have aged gracefully. Flamenco , because of i
very intemal self expression, ages well. A dancer can maintain compi
forever; their feclings can maintain that inspiration that audiences wil
believe and, if a duneer listens w his body, he witl mature intemally withi
in feeling, emotion, and artistry, and go an inspiring audiences into his rip
oldage. One of the biggest mistakesis of course, not listen to your body and
knowing when the phiysical tuming pointhas amived. Dancing, all typesol
dancing, is a very physical art and demands that the body keep up wilh th
internat spirit and spul. Usually, when someonc is “over the hill”, ity
because they have not listened 1o Lheir inner clock. He or she puts on
girdle just one more time, ex pecting Lhe audience, he paying audience, to
tolerant and appreciale their ™ great arlistry™. Well, they may be artistic, bLl.
basicelly, the flower should be picked when it is in bloom.

Itis verydifficult for aprofessional dancer who has puthis hfcmludam
to know, inside, when to set the dancing shaoes aside. The ego is srrong and
the past feelings of salisfaction and duende die hard. There have beenmany
many great flamenco artists who are not teeny boppers, such as the artisisi
“Flamenco Puro”, who go an thrilling audiences, and it is a very oneto o
personal consideration for eech and every dancer lo think about. Tam
that [lamenca aficionados will never tire of El Farruco, or Matildz Coral
many olthers who conlinue to dance, Who can forget "El Cojo”, with b
gracia, dancing until he died.

Flameneo dance is one of the mosi personal dance art-forms in Lhe worlf
It is not a group or communal dance form, but a solo interpretaton of cad
individual's feclings and total being. This is what it is inits truest form anj
this leaves a lot of room to be individual, not only in these feelings
personal emations, bntin the individual approach 1o its technical traditi

When does a performing, professional, flamenco dancer know when
retire? There is no set answer, for each one is as individual as the wavesi
the ccean, but the key may be in doing abitof self-analysis todetermine w
youactually want 1o continue doing. Some questions could be: Are yous
inspired by performing in public? Is your body still vital encugh to perfo
4 srenuous saleares ordo you find yourse If posing more than moving?
your costumes still fit well, or have you grawn ot of them? Do your ac
and pains in the knees, joints and body in general outway the fun that
used 10 have? Do you think a lot about your age now in relation to y
dancing?

Are you just dancing for the money now and could care less about the jo
the art or what people think? Are you doing cut of habit? Are you bored wi
your dancing, feeling that your dances are boring todo? Are you bored wi
rehearsals and find exescisc a drag? These are just some questions that
eventually comeup for most dancers who have bean dancing all of their I
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and feel the reality of aging coming on. Again, thereis no mnswer or cure,for
aging is something that can be retarded a bit with good health, proper
physieal, emotional and spiritual care and healthy heredity but it is a fact for
all dancers , more so than for a guitarist or singer. 1 can only say that all
profussional dancers should listen and feel their itmer clock and listen as
ruthfully as possible, with their profession in mind. They should think of
the public that they want to come to see thern and to pay them for their art.
There is a grear responsibility to the art of lamence that we hope will go en
wilh great interpreters for all lo see, There is a great responsibility to the
public and, finally, there is responsibility w the self, the total physical,
spiritual, emctional and mental self, for you and only you, the dancer, lives
with thatinner duende that youhave fell; it will be your memories that know
that you never lct it die within,

What about the many peaple who dance flamenco who are not profes-
sional, do not want Lo be, these whofind flameneo fulfilling initself. Aslong
as you are breathing and can move, youcan study and enjoy [lamenee dance,
There are literally hundreds of people studying flamenco dance who have no
need or desire to become professional dancers. The studio, Amer de Dies,
in Madrid is full of weachers who have students from all over the world
studying dance. The siudents are young and old and in betw een, and I am
sure that they find Namenco abit more of a joy than acrobics, and they may
befinding Uieir emotional outlets as well. There are people all over the world
studying {lamence dance andIhavehad many people from all over the world
cometo my workshops. Almestall of them have loldme, in their own words,
that flamenco dance is a lotal tonic for thejr bodies and minds; it lets then
come in contact with their feclings about themsclves and life in gencral.
Many love the discipline of the study and they search for what it lakes w
dance flamenco with no thought of the Lablae or concart stage, but are just
an irtlerest in the “inner dance”™. They know that there is no shert-cut and,
the challenges of the music, the techniques, the compds, and all that goes
with it, is a life long study that cen give them areascn and purpose o get to
know their bodies and feelings.

You can start studying flamenco dance any time in your life and age with
this dance form, using the cliche, “gracefully”, if you lake care of your body
and keep your mind young and your inspiration intact. That is the real
philosophy of aging ihat } feel is so important. Never say *lam too old", for
being “too oldmeans you arc dead and buried. Yes, the body ages and thar
cannot be stopped, but it can heretarded and Mlamenco dance is the style to

retard it. 'We work away from the gravity, which is the worst culprit for
aging. If we giveintoit through bad posture, our bodies will sag. Flamenco
dance is pulled up, with a beautiful aire and posture that will keep your body
vital, With the added philosophy that *'zippers donotlie”, you will keep your
bady fined to the pants and dress that you love, and not let cut (he pants or
get a larger dress when you feel the body starting to spread. Inspiration
cannot age. Neither can joy end love and respect for the arl, so if the mind
and feelings stay young, then you will dance the “inner flamenco dance”
until the day that you die. Thal i3 the secret of aging gracefully: that love of
lifting your arms in ajoyous alegrias, laughing withyeur bulerias por chulla,
erving abit with asiguiriyas that you feel in the blood. Lel go. Do net worry
about age, for the idea is lo think about life and life with the inner dance of
Mamenco. Thatis what ercative aging 1s all about,

Thirty-four years ago, whenTwenton lour with Lola Montes all overthe
United Stales doing Community Concerts, the last thoughts on my mind
were of aging. I wasfulloflife and hope, and we drove endlessly and danced
everything, jotas , classical, flamenco, and theatre dances. My thoughts
were of learning more and more of this art that had inspired me to quit a very
nice job as a budding aulo mechanic. I was like a sponge, sosking up
everything that] could leam about the dance and theatre. Tome, my life was
endless. I was Tarzan and would just go on and on, apeless, strong, able to
do anything., Well, you do age and I know that alter close Lo forty years of
dancing, waching, choreographing, the one thing that I have leamed is that
it is the love and inspiration of this great ar, the art of flameneco (hat keeps
me young at heart and disciplined. Ikeep inmind that “zippers do not lie™.
Inis worth the effort to do those extra exercises 1o keep my body inshape so
that I can "“feel* the dance with my lotal being. I know that I will reach a
wrning point someday and I do hope that I will never let the public down,
not withmy ege, but wilh my interpretation of this beautiful arl. I hope that
T willknow when to take my last bow professionally and know when I should
stick to the fiesta. Life should be a fiesta and may we never stop dancing
life’s fiesta. Lat's not worry about age, as Thave said before. Let's live each
day, each dances to its golden evening . Like fine wine, let us feel our aging
is good. Itis improvement of the tolal self and, since we are students of not
only flameneco, but of life, then our totel life improves with age because we
have leamed a bit more of becoming the dance. Dance your age with feeling
and love and Lruth of your feclings, and you will be ageless. You will just
be.. be flamenco.

—Teo Marca

GAZrAcnae 8,

Buivierue

WHY GAZPACIHO?

More then & fow people have asked me why this column has been given
the name of “Gazapacho". Fer the benefit of those who have not been ex-
posed 1o Spanish cuisine, Gazpacho is a type of cold soup served in Anda-
Tucia, to which one may add different vegetables. So, unlike Campbell’s
gazpacho in a can, the real “gazpacho andalug” is served w each personin
broth form, and then the various vegelables are added 1o suit one's Laste. So,
the variety of topics covered, or the rambling poipourti writing style, is the
reason for the tiille. The name was suggested by Paco Sevilla and fuana De
Alva back in 1980, possibly 1o make presentable some of the early articles
by an incxperienced, incohcrent writer.

It all started back in 1978, when1 got my first issue of Jalea, which has

been in existence since August of 1977. Paco Seville wiote in one of his
ariicles thal he would like w see more columns by the readers. 1started by
sending in “Punio de Vista™ articles, and later came (he monthly column in
Sepcember of 1980. Counling articles not bearing the gazpacho title, one er
more of my arucles has appeared in 44 of the 52 issues of Jaleo that have
been published since Tuly 1980. Still, Jolea could benefit by some new
readers contributing (heir ideas in the form of articles or new columns, like
Nanettz Hogan's "The Dance Smdent’s Comer™, Hey, [know if's not cusy,
and it doesn'l pay money, but you could be adding "your own grain of salt
lo the dish™ and epsuring the continuing life of Jaleo a lhe same time.

Many have contributed and some continue to do so... Teo Morea, E1 Tio
Paco, George Ryss, The Shah of Tran, Paco Sevilla, Juana de Alva, Peler
Baime, Gordon Booth, Jerry Lobdil], Ken Sanders, Paula Durbin, Lester De
Voe, Rodrigo, and Maria del Cid. Why not join the gang?

CURRENT EVENTS
T’ve acquired the new updaied Lives and Legends of Flamenco by
flamencologist Donn Pehwren. Withoul giving an in depth book review, I'll
just make a few comments about his eighty -page, computer printed supple-
ment to this fine book. Onthe positive side, there is plenty of good informa-
tion on some of the more recent stars: like Juan “El Lebrijam,” Paco de
Lucia, Paco Pefa, Mario Maya, Ciro, Camarén de la Isla, Paco Cepero, Ma-
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nolo Sanlucar, etc. By racent, I meanthose who havehad eareerssince 1964,
when the first edition of this book was published. On the other hand, one
would expeet more information regarding cenam anists from a book
regarded so highly by the critics and awarded such lofty prizes in Spain. For
example, regarding the dancer Manolete, only one sentence is written:
“Manolete, bearded gypsy brother of guitarist Juan Maya Marote, is one of
Mamenco'smostrespected dancers”, Anotherexample: “Manolo Dominguez
is considered one of today’s more accomplished accompanists”. As afinal
eomment, Donn seems slightly less critieal and opinionated in his 1988
update supplement. Has Donn mellowed out and moved for good to a
Madrid suburb, far from the land of soleares and siguiriyas? This book is
highly recommended, but just as Paco de Luciahas ereated an army of less
talented imitators, Donm has created his own band of bible thumpers who
quote chapter and verse, without true knowledge or experience of flamenco
art. Beware!

FLAMENCO RECORDINGS

On cother fronts: A guilarist named Marcos, who has recorded two al-
bums of flamenco guitar musie in the 1980°s, has now turned o writing
artieles in Guitar Internationa), a British magazine. His column is titled
"Flameneo Maestros”, which reviewsthe great guitarisis who have recorded
albums. The April 1988 issue featnres Ricardo Nifio and Pepe Habichuela,
followed by Paco Cepero and Nifio Miguel in the May issue. Marcosis a
good afieionado of flamenco guitar and his writing style shows that he is
quite an interesting fellow. There is a photograph and a review of his own
albums, written by Pace Sevilla, in a back issue of Jalea: Vol: Y1, No.
2, Spring 1985, Marcos has joined another knowledgable guilarist-writer
named Tomds fiménez, who had 2 column Liled “E] Duende Flamenco™ in
the British magazine Guitar.

The same issue of Guitar [n(emational, April 1988, menlions two new
flameneo puitar recordings of intetest: "Flamenco”, Rafael Riqueni, Blue
Angel. BA 29018 Digital DMM, whieh is Riqueni’s second guitar record.
The first was “Juego de Nifios”. The other is a compact disc of a concert by
Paco Pefia titled “The Musie of Ramen Monioya and Niiio Ricardo™. Ac-
cording 10 my good friend and “Jaleista”, Joe Bubas, from Pitttsburgh, this
Paco Pefia CD is already available in the Uniled Suates.

According to the Spanish magazine Sevjlla Flamenea, several interest-
ing recordings have came out. Mostnotably: A reeord by singer Chano Lo-
bato and guilarist Paco del Gastor titled “ Aromo ™, one by singer José Mercé
and Fnrique de Melchar called “Caminos Reales del Cante” in which the
teviewer says that Mearcé supercedes all his previous recordings; a new one
by Tina Pavén on the Pasarela label titled “Sal y Duende’™ with Manolo
Dominguez and José Luis Postigo on guitar. Tina's voiceis veryreminiscent
of Pastora Pavén, La Nifia de los Peines. Another record has just come out
ealled “Kelama®, featuring moderm, jazzy numbers by a group that includes
some of the Habichuela family (Juan Carmona, Antenie Carmona, and Pepe
Habichela).

DENVER UPDATE

Locally in Denver, Colorado a new flamenco eompany has formed
under the direction of dancer Pablo Rodarte. “Amanccer” has already
played o a full house sudienee in concert at the Houston Fine Arts Center
at the University of Denver on June 14'%, 1988. Pablo invited as guest artists
Susana DiPalma and Gregorio Lobo of *Zorongo Flamenco™, in Minneapo-
lis. Highlights of the coneen were the zapateado by the Rodarte group, and
La Cafia by Susana, Pablo, and Gregoria. The full tile of the new flamenco
groupis " Amanacer Teatra Flamenco”, and it is availabte {or performances
throughout the 11.5. Contact maestro Pablo Rodarte at (303) 922-5968 for
further information. Members of the company are: artistic director and
principal dancer Pablo Rodarte, featured on the eover of Jaleo, Yol. VI,
Nao. 4, dancers Patricio CuNalta, Louanne Davies, Ramona Gardufio, Lisa
Tryjillo, Andrea Wagner, Debra Espinoza, and guitarist “su servidor”
Guillerroo Salazar.

Aeeguitarist René Heredia, fresh back from histhird soloconeen al New

York's Carnegie Hall, has opened for the summer at E{ Noa Noa, He is
joined by dancers Salli Gutiérrez and “La Carmencita™. Al of Rene's afi-
cionados are glad to see him performing again this summer as he did Jast
summer at the Café Promenade, which no longer features flamenco.

Another flameneo and Mexican dancer Jeanette Trujillo has been aetive
in the Denver area with guitarist Denver Pearsan and a local Mariachi band,
Dccasionally appearing with Jeanette's group is Guillermo Salazar. Guirar-
ist Miguel Espinoza has retumed from an extended gig in Chicago with
singer Pepe "El Culata’, son of the original Pepe ‘El Culata’. Miguel is
currendly doing some solo engagements about town, most recently al the
eoffechouse “Paris on the Platte”, Earlier in 1988 guitarist Carlos Mentoy:
gave a concert with orchestra in Boulder, Colorado, a short drive fron
Denver.

—Guillermo Salazz®

L1vES AND LEGENDS OF FLAMENCO

by D.E. Pohren
A bock Review by Paco Sevilla

The long awaited second edition of Lives pnd Legends of Flameneo has
finally appeared, The first edition (1964), along with The Ar| of Flamencg
by the same author (1962), was a sort of bible of flameneo for aficionados
of the 1960’s. Ttis sill the only reference work in either English or Spanish
that gives a coneise history of flameneo arlists, ineluding estimates of their
birth end death dates. Much has happened in the last twenty-five years W
make an updated version highly desirable. Not only has an enlirely new
genemilion of flamencos appeared and an older generation begun o die off,
but a tremendous amount of research has been done on the lives of artists ai
the last century and early part of the present cenmry.

This new edition of Lives and [Legends brings us a number of newer
artists and very interesiing breakdown of flamenco into regions. Inaddition,
Pohren brings to the reader some of the information about flamerico life @
the past that has beenpublished in Spain’s flameneo magazines and in books
that are not widely available. This book is therefore a worthwhile addition
o any flamenco afieionado’s library.

With my recommendation out of the way, let me now tell you how
profoundly disappointed I was in this new edilion. Firse, from a technical
viewpoint: Tunderstand thar this book would not warrant a gre at expendiure
of money on its production, for the finanezial return is eenain o be minimal
—the nature of the flamenco market and lact that the firss edition is already
widely disribured — make (har a given. So itmade sense not (o re-ypesel
the whole book, bur, rather, Lo just add a new section o the old book. Of
course, that meant that Pohren did not have to do any updating of the
historical material and, therefore, we get no benefitof all the researeh tha
has been done on the old-limers; there are many errors in this pant of the boak
and many supposed facts thal are based only onlegends and have been pretty
much diseounled. The real eomplaint, however, is thal the new part of (e
book was done on a home eompuler or word-processor and is very Amateur.
ish and sloppy. The eolumn jusiiliearion system is poor, resulting in
awkward word spacings. It is not aquality type and some letters print darke
than others. Saving money is one thing, but being this cheap is ridiculous,
Hecouldhaveused alaserprinting sysiem, for example; thalis not expensive
and gives a higher quality. And here are so many typographieal errors.

With respect o the eontent of the new sections, [ get the feeling thal it
was done by somebody wha's heant was not in it, who was doing it only Lo
make a little money or because it had to be dene, for whatever reason. ]
believe that Pohren has been pretty much out of the flamenco s¢ene for the
1ast ten ot fificen vears, in spite of living in Madrid, and only retumed 1o i
to write thisnew edition. Idon't want to downplay the merits of what he has
contributed here, but I must point out how far shart he fell of accomplishing
what he eould have.

It appears to this reader that Pohren did not wish to leave Madrid, If an
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artist did not live in Madrid or the information about him was nol available
in a magazine or book, Lhen he did not get more than a passing mention. So,
we read: "“La Paquera.. still rides high.” or “Diego Carrasco has cut same
fne reeords accompanying Tia Anica la Pinflaca” Clhers gol a brief
mention: Manuela C arrasco, the most imporntant gypsy daneer ofthe 1970's,
gels a very shorl and superficial paragraph. Others are out of dale already:
Pansequim (and mamy olhers) is called a“young gypsy singer.” Hehasbeen
around forever and already has ason who is a perfformer. Lole y Manuel are
deseribed as if Lthey are eurrent phenomenon, taking the youth by storm; they
did their Lhing twelve years ago, have been passé for some time, and aren't
eventogether anymore. Then Lhere is a fair amount of informalion that is not
carrect: Susi Amador is not from Sevilla; Joaquin and Ramén Amador are
not brothers; since when is the serranas a "mountainized version of the
siguiriya?” I don't see much connection between lhe two except for Lhe
compds — certainly they are not poetically nor melodically related.

Theregional breakdowns of (lamenco are excellent for Sevillaand Jerez,
wilh heavy doscs of material from magazines likeSevilla Flamencq. Butthe
areas of Malaga and Granada are trealed very superficially. In Mdlaga, for
example, where is El Cojo de Milaga, El Bolo, Pepe de 1a Isla, Pepe de
Cafete, Anlonio Losada, Manuel and Rafael Santiago, and many more. Isn'L
Manzanita from Malaga? What about the whole Madrid school of pop
flamenco — Manzanita, Zingaro, Parrita, elc.? Pohren may not like them,
but they deserve atleasl a passing mention. Irealize that space reskrictions
may play a role here, bul what about Mordn de Ia Frontera? For Pohren,
Morén stops wilh the artists he assoeialed with in the 1960's. Bul there is
awhole new gencrationof artisis there whodon’teven gel amention: singers
like Paco Camacho, Juen Luis Cabrera, Pepe Palomo, Pcpe Labrén, or
guilarists like Juan and Manaola Manilla, Javier de la “Chica,” and Paco
Delgado “El Leri.” And whal about Lthe greal Paco del Gastor, now coming
into his own as a supersiar, a real giant of a guilarisl; he gets only a brief
mention?

And so it gaes! T guess you can’t please everybody. WhenI publish my
book, I'm sure 1o be massacred by the critics. In spile of all the above, this
is stitl the best work of its type in English, and the 80 pages of new material
does make for very interesiing reading. There are also a few new pictures.
Thebock is available from: The Bold Strummer, 1 WebbRd., Westport, CT
D6880. The cost is $29.50 ptus §2.5G for shipment. Also available from the
same source is A Way of Life by Pohren (§15.95 and $11.95 for paperback)
and The Flamenco Guitar by David George ($18.95).

A NEw ReEcorp FrROM JAPAN

A record review by Paca Sevilla

Twas delighled 1o find in the mail arecord album by a Japanese [lamenco
guitanst named Minoru Setta. Thetitle, “*Llorodel Viento,” is abit puzzling:
Should it be *Llanio del ¥iento™ or “Llord e] Viento" or “‘Llora el Viento™?
(The English translation wauld appear to indicate the latier.) The album
cover is very well done, with ext in Japanese and English. Here is the
description given of Minaru Sella:

Minoru Seita is a flamenco guitarist of established reputationinJapan,
who his already made a considerable career. He has spent many years as
asoloist, an accompanist, and a faneous tutor who has produced a nurmber
of excellent players. These recordings of his own works commemorate his
40" birihday. I' d liketo send him a heart felt *Ole!” for his effortsfor a long
time

He began to play the gaitar while he was in junior high school. In
NMagoya he became familiar with flamenco and studied under Kenzo Takoda,
da famous forerurner of this field in Japan. After he came to Tokyo, at "El
Flamenco,” a reslaurant putting on a flamenco show, he was fascinaled by
the guitar playing of a young expert Pepe Habichuela. {iwasn't long before
he decided Lo go to Spain with an ardeni desire. e stayed at the house of

Habichuela in Madrid, whose family produced outstanding guitarists be-
sides Pepe. Though Setta didn’t take any formal lessons from the Habi-
chuela brothers, ik was the best study to listen to their performances every
day. After about two years and six morihs in Madrid, he had come back to
Japan at invitation of Yoko Komatsubara and took part in the tour of her
dance company. He also took the road ail over Japan in a group which
consisted of five members including well-known flamenco singer, Cwro
Lucena. The group, "Los Ases Flamencos™ was disolved by and by, but
Setta has continued his qclivities organizing a group named "Cuadro
Flomenco” for himself.

Setta chooses Paco de Lucta, a hero af flamenco world today, as a
guilarist who has influence on him. Setta’s study on Paco i5 no easy task.
Thenotes of music copied from records of Paco de Lucla are piled mauntain-
highin hisroom. Setta isalso influenced not a little by an another expert,
Serranito, from whom Setta ook lessons eagerly during his second visit in
Spain.

Seila, however, doesn’t wand to be amimic of Paco or Serranito, though
he is fascinoted with them. It may be necessary to be bent on copying Paco
being able o movefingers rapidly, in one stage. But in Seita’s opinion, real
inspiration of flamenco is brought regardless of skill. A way of talking
backed up wirh truth must mave orher people, though the speaker stutters
sometimes. Setta believesthar all of his ownworks are filled with his sincere
emotion and will, "My works are like my children,” says Setta. “They grow
up Liitle by lutle. A bod child may be a good one some day. [ keep playing
gultar with such a feeling.” Setta’s affection and hopes like that can be
heard from his every performance. Each performance is admirabie and is
Sull of his usual sincerity, which make one feel “weight” in a good sense.

That build-up had me ready 1o really like this one. *Lloro del Vienm,”
a bulerias opens side one. Playad by two guitars (a smdent of Minoru,
Sadayuki Suzuki, plays second guilar), the piece begins wilh an adractive
free-form section and then goes downhill from there, wilh a monotonously
repeatad theme Lhat is, for the most parl, buried under he heavy bass of the
accampaniment. Perhaps it is due to poar recording, but the lead guilar
appears as 4 1ot of delicate fiddling around buried in the background.

“Pueblo de las Estrellas™ is an alegrias in the minor with a major key
ending. ILshows a number af wechnical deficiencies: weak tremolo, weak
picada, and lefl-hand sloppiness in difficull passages. On an emolianal
level, there is a mellow " sameness” Lhroughout the piece that lacks intensity’
When lhe second guitar comes in for the ending, everything becomes bright,
exeiling, and lechnically satisfactory. This gection is heavily influenced by
the cantiiias on Paco de Lucia’s "Entre dos aguas.” A rumba af this type
requires lechnical virtuosity and we don’'i find thal here. At best, Lhis is
pleasant background music. The fandangas de Huelva isin the siyle of Pepe
Habichuela. Played by two guitars, il is not badly done, but neither is it
memorable; it rambles along withaul ever really developing a beautiful
theme or melody. Likewise, the farmuca is not bad, mellow and adequalcely
played, with a liule beticr wemolo, bul jusi rambles along withoul ever
gelting  the point.

I would like 1o be able 1o support Minoru's recording effort, but cannot
recommend it for cammercial distribution. Minoru is prabably a good
accompanist and his playing is suitable far cabarets, bul the lechnical and
compositional skills required for commercial recording are justnot evident
in this record, where the picado and remolo, in particular, are vory weak.
The first siring of his guitar should also be adjusted for recording purposes;
the constant buzzing of this string makes the weehnique sound wnrse than it
really is.

For those who are interested in this record, it is available (no price
mdicaled} from:

Flameneo Studio Sacromante
Painmansion 6F

4-32-8 Qgikubo

Suginami, Tokyo JAPAN
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EDITORIAL

The Cante and Americans

Now thatthe Second Annual Festival of Cante Flamenco is approaghing,
we begin lo hear talk about the impossibility of Amernicans singing [lameneo.
As in the toque and the baile, Americans, from their first attempts, have
assumed Lhe defensive. From theirinitial experience with flamenco, they are
1old they musthave come froma ecrtainrace whose ori gins are aciually quite
vague, {Lhe “rhylhm in the blood" bit, all of which was probably manufac-
tured to give flamenco thal certain mystery which Americans {all for faster
than anyone. (1)}

The volumes of books [lamencologists have written on who's who in
flamenco and where this and that eame from, number in the hundreds, They
have never said Amerieans can't sing [lamenco; the question never even
occurred to hem; they are too mvolv edin judging who in Andaluciacan sing
flamenco, since anyonle bom owside of that blessed region eouldn’t even
begin 10 atternpt it. This “impossibility” attitude has greatly siumed the
growth of the art both in his country and in Spain.

The {irst real breakthmough for Americans in the cante came in 1959 at
the Cordoba Concurso de Cante Jondo. German-American Elaine Dames,
(Elena Marbella), enlercd the competition with ar tists of sych stature as Juan
Talegas, Femanda de Utrera, and Fosforito. She didn't win any prizes but
wis given honorable mention by the judges. (2)

Rumor has it that Amcriean-bern Maureen Cames enwered his year's
Cordoba Coneurso where she weni as far as the semi-finals. Maurcen has
spenta number of years on the other side working and studying. It has been
said (hat she is one of (he most know ledge able people in Spain withregards
o the eante.

Elaine Dames’ students, David Moreno, Luisa Veretie, Anita Volland,
Amonio de Jesus, Estela Zatania, and Maurcen Cames, logether with their
respeetive stdents, ean be considered to represent an American school of
canie flamenco. Although other teachers and singers have ceriainly made
contributions andare part of the school, Elaine must be given the initial credit
for her inspiration. methods of teaching, and, most imporiant, her belief in
the cante for Americans,

{1) Wilh very few exceptions, is there any American artist who dares to
present himself withoul a Spanish stage name.

(2) For detailed deseriplion, see “Oilo al Cante” by Anselmo Gonzalez
Climent, (Madnd, 1960), pp. 77-85.

ok

RHYTHM OF THE MONTH
MALAGUENA

E. Zatania

Belore we delve into the complexities of the malaguefia, it is necessary
10 define cerlain terms with the assistance of the knowledgeable Hipoli
Rossy (see Teoria del Canre Jondo, p. 240). According to him there are Uiree
differem and well-defined manifestations of malaguchia:

1. “Malaguoefiacormida™ - an old folk dmce much like die verdiales, alw
called “bandola” and “zangano”. It was this cante that was taken by Juaf"
Breva, refined and remade, and becamne the present version of malagueha
eante that we know loday. He was, in a sense, the missing link between the
folky “malagucha comrida™ and “malaguefia de canle™ (see below: #2).
Today the danee still exists, mostly as a very ballelic concert number dene
in ballet slippers and with castaneis.

2. “Malagucfia de canie™ - the only malaguefia which belongs under the
heading of Bamenco {and thereflore the actual subject of this essay). A Free
compis, never danced.

3. “Malagucfia instrumental” - a malagudia for guitar only, based
directly or indirectly on the semi-classical composition {which in tun
contains melodices from the malagucfia comida), by Lecuona. A solo piece
known 10 a]l guitarists, flamenco ar otherwise.

Written references to the cante of malagueria date back as far as 1863.
During the last 30 years of the 19th century (the so-called cale cantante
period), this canle was popularized and developed uniil it had ovar 25
different styles. {1). Many singers became famous out of all proportion w
their singing ability mercly because they could sing well the maluguefia and
otherrelawed cantes. Most of them sang the €anles de Malaga and cantes de -
levante exclusively (these being the principal components of “‘cenle anda-
luz"}, and the “canle gitano™ was ignored by the general publie and artists
alike as it was too coarse and un-pretty for them. This period in the history
of malaguciias is referred to by many flamencologisls as the “period of ag-
grandizemem” during which the canle was embellished and transformed
from cante chice 10 canle intermedio, (some even eall it eante jondo).

As was mentioned sbove, (his evolutionary process was virtually inili-
ated by JuanBreva. His comemporary, Enriqueel Mellizo from Cidiz, made
the next significant move with his unique srylizations of the malagucfia
which proved to be more intrinsicly flamenco than any previous style. Itis
said (hat El Mellizo was greatly inspired by (he Gregorian chant, and traees
of it ean be seenin his malagudia whichis eharacterized by its rieh melody
line. The following is one of his verses:

Donde vaallegar

esle queter luyo y mic?

Tu tratas de aborrecerme

yo ca’ vez {e quicro mas

Que Dios me mande Ia muerte.

Thenext ligure of importance in the hiswory of malaguetia, was the greal
don Antonjo Chacon who eontinued to develop this cante along sophish-
eated lives still preserving its basic flamenco namre. Chacon played the
grealest Tale in the popularizationof malaguethas, mainly due to the {aet that
he had a lan asiic {acility for interprefing cante andaluz {although he always
preferred the cante gitano). Chacon developed his own version of the ma-
laguefia; very dramatic and profoundly sentimental as can be seen fram the
fullowing verse he made famous:

En 1a lumba de mi madre
a dar voges me ponia
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y escuche un eco del viento
‘nola ltames " me decia
‘gue no responden los muertos’

If we consider malaguefia to have had three major phases in ils life they
might be called 1) the folklore phase during which malaguefia was, sirielly
speaking, nothing but a fandango de Milaga, similar 1o verdiales; 2) the
peried of aggrandizement beg inning with Juan Breva and spoken of in detail
above; and 3) the hitherio unmentoned, period of degeneration. This latest
unfortunate development was one of the by-products of the café canlante
period. Inthe approximate years 19001950, including the *apera [lamenea’
movement, all that was o be heard of “'flamenco”™ was milonga, guajira,
taguillo and the like; but most often, fandanga and its family, including the
malaguesia. During this time the ‘malaguedia lily” was gilded beyond the
limits of good laste. In modem times, with the present trend toward
waditionalism in [lamenco, malaguena has been restorad to ils original
purity, although some singers still caught up in the dying opera flamenca
have [ailed w renovate their interpretations.

The malaguefia is directly descended from the fandango, which i the
apinion of many, can be Iraced W the jota af northern Spain, It has, there-
fore, the same physical structure as Lthese cantes. That is, a poetic verse of
four or five octosyllabic lines which, when sung, totals six lines due 10 the
repetition of the first ar second lines. Although reughly in 3/4 time due to
its parcntage with the fandango, it is basiely a free cante without a deter-
mined compés and Uierefore can not be danced. Like fandangos, its melody
fine is in the major mode except for the last line which retumns Lo the Deric
made of the *paseo’ (that part of the entirety which is not “eopla’).

Thefellowing are some of the most famous interpreters of the malagueiia
who have left behind styles which bear their names: Juan Breva (1835-
1915), Earque el Mellize (1835-1903), La Trini (1850-1920), E] Peroe
(1865-1910), Chacon (1865-1925), ElCanario (1870-1900), Fosforito (1870-
1940). Among Lhe conlemporeries, Aurelio Selles is famous for his
interpretacons of the malagucfia del Mellizo, as is PericondeCadiz. EINina
de Almaden who died early Lhis year sang excellent malaguefias.

By [ar, the best record for studying malaguefias is *'Café de Chinitas -
Seleccion de los Cantes de Mélaga” on Hispavox HH 10-259. The record
comtains many different styles of malaguefia (and ather cantes de Milaga).
which are among the best interpretatians available.

(1) Donn Pohren, *Lives and Legends of Flamenco™ (Sevilla, 1964). p. 80.

(LTS

LA GUITARRA FLAMENCA
B. Zem

To date, we've considered the earlicr guitar construetors observing how
the important ad vances of Antonio Tores of Almeria a century ago camc to
dominare the entire Madrid schoo! of construction in the carly 1900°s after
they were adopred by Manuel Ramirez.

Nnw is a good time to give a brief survey of the conlemporary state of
the schnol of Madrid. In eenter stage there remains the house of Ramirez,
which since the death of José IT has been under the direction of (who else?)
JTosé TI1. The present José does not appear aclive in actual construction.
Rather, he oversees the production of various eraflsmen (individually
identifiable by teir inidals within the guitar) and he is in charge of Lhe
business end of the enterprise. The individual guitars tremselves conform
very clasely lo astandardized design. Some purists disapprove on principle
of attempls to standardize the preduction of such an individualistic instru-
ment. But the R amnirezremains a quality guitar, and the [lamencos generally
produce good sound even though the new finish (deseribed as asprayed-on
acrylic mixture, and considered an affront to decency by raditionalisis.)

Some advanced flamencos have told me that they consider the normal
Ramirez sound a little too formal or even classical for flamenco. It is e
that the Ramirez is rarely a sharp “juerga” guitar, and is more suitable for
solo playing. Since the Ramirez is much in demand, it should be noted tha:
the guitar presently is not available by mail frorn Spain, due to an exclusive
importing arrang cment between Ramirez and a Chicage firm.

To date theonly independent constructor Lo emerge from theshop of José
Ramirez IT] is Manuel G. Centreras, who started his own shop in 1963. The
Contreras guitar appears very remimiscent of the Ramirez {though Contreras
does try many experimente! pauerns at times.) Manuel’s [lamencos have
found wide acceplance among American and Spanish flamencos abrasd.
They are built by him personally (working with one apprenlice) and his
talent is often immediately evident in the guitar which can be both rich and
Mamenca.

Another of today's noted builders in the Madrid tradition is Arcangel
Femandez. Aflter apprenticing o Lhe great Marcelo Barbero (wha appren-
ticed to José Ramirez 1) Femandez faunded his own workshep in 1956
whenMarcelo died. Since thattime, he has steadily been gaining the respect
af the most discerning guitarists. His [lamencos are even mare highly prized
than his classicals, Lo the extent that he may already be the most highly
regarded construcior within Spanish lamenc¢o eireles. The reputation is
even spreading o Ameriea, and it is possible that Fernandez may be appre-
cialed during his own lifetime - quile a rarity for a [ine guilarrero. The
Femandez produces high-quelity flamenco sound, the character of which is
defined by the tradilionally nammower body depth (3 1/2" depth at neck join,
abaut 3 34" ar the tail: almost 1/4" shallower than the commen Ramirez
design.)

NEXT MONTH: The Madrid Schoal, Contimed.

Ak

BIOGRAPHY OF THE MONTH

LA MALENA
(1870-1953)

by F. de Tal

Malena Seda Lorelo was born of gypsy parents in Jerez in L1870, After
le aming to dence al an early age under the instruction of her aunt Maria la
Chorrua, she went o dance in the cafes cantantes of Sevilla where she spent
nearly her whele life.

La Malena was one of the three big “*M’s” of her time; besides herself
there were her famous contemporaries La Mejorana (1860-1925), and La
Macarrona (1860-1947). It must also be mentioned that a dancer named La
Sordita (1870-1945) was highlyregarded at that time even thoughher name
didn’t begin with “*M".

L.aMalena’s biographers unanimously agree thal her style of dance was
parlicularly amogant and majestic as opposed to fiery or turbulent and that
she excelled in the movement of arms and hands.

In 1933 at the age of 63 La Malena loured with L.a Argentinita’s “Las
Calles de Cddiz”. In typical lamenco fashion she continued te dance right
upuniil her death; (L.a Malene had a professicnal eareer of over 70 years).
Her last publie performance at the age of 82 was ar a summer festival in
Sevilla, “Cantes y Bailes Populares de Andalucia”. Her dance por mirabra
at Lthe fest val is described by Juandela Plata, ("Flamencos de Jerez” p,97):
*The slage was enormous but Malena, as in the good 0ld days, required enly
a small area 10 electrify the public with her jondo emoticn and draw aelam-
omus ovation.™

LaMalenais survived by two talentedrelatives; herniece, Maleni Loreto
a dancer and teacher in Madnd, and nephew, Eduardo de la Malena, a [ine
profossional guitarist presently residing in Sevilla,

LY

(Continued on page 50.)
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[riends and every night we would start by warming up and then choreograph
and teach each other whalever Nacemco we knew. What a ball! Claritais
the mother of Eva Encenias. At that time Eva was only one year old. Eva,
now has summer workshops. Clariia is the cantaora. Evaalso has herown
company, *“Ritmo Flamenco”. They recently performed in New York eily.
1 hear they were very successful.

War it Joseph's work at the universities that prompted your frequent
moves?

Yes. He was working on his masters in anthropology at thattime. Helater
completed it al Stanford University in the San Fransisco Bay area. While
there T found a 1ot of enthusiasm for flamenco and attended a lot juergas. 1
ook lessons where ever we wenl You can not learn dancing from a book.
Dancing is handed down. It’s our lzgacy. You cannot go to the library and
read dancing, you have to experience it. That is what I tell my students. If
youmiss a class it is gone and you can not make it up at the library. In 1966
we movad 1o Prescott, Arizona. Joseph and I were both charter members of
thed faculty at Prescott College. T was an associale in dance and Joseph
laught humanities.

Wkat was the dance program like af the college?

We putoninterdiseiplinary performances the same as we did at the Yerde
Valley Schoo! in Sedona.

You are very sirang on bringing all facets of a subject into play.

I think inwide ways inmy leaching. Ways (hat are not too narrow. Tean
understand what the purists mean when they insiston{lamenco puro and will
not intmduce influences of jazz and other styles, but 1 think it is also good
to expand as well as to dig deep inlo the roots.

Dance is not static but grows with changes just as languages do.

Yes. You learn from what it was before and you build on that. You
respect ideas from Lhe past but at the same time are inspired (o buikd on those
idleas for the future. This is where I di gress from the purisis.

How lang were you in Prescou?

We were there two yeers and then we went 1o Stockholm where Joseph
studied and reeeived his Phd. in Anthropology and reli gious studies. T then
proceeded 1o “stick mysell™ and children into the curricnlum of the dance
academy at the Universitv. I took everything they offered in danee and
worked solid every day, 3am o Spm. It was a big renewal.

This was your conlinuing education.

Right. Letsof primitve jazz with drummers from Ghana, efassical baliat,
modern danee, American styles, classical jazz, mime, and Spanish with a
teacher from [Barcelona, Jose de Udaeta. One yeer later we retumed to the
States. This was 1970 and Joscph was asked to join the faculty at the
University in Bloomington, Indiana. 1opened my own studio in Blcoming-
lan.

You certainly have a strong bockground and varied experience indance.

Tt has all contributed to my ehorcegraphy. For instanee if 1 chorcograph
for an opera with Spanish danee, it comes in handy to have a ballet
background. Cr, ifIchoreograph arumba it is certainly goed to have alatim
American dance back ground. The diversity in back ground all fits 1ogether.

Dance is a more subtle and intricate disciplinary art than most people
realize.

It is imporant to have a good background, especially if you do your own
composing. You must have a souree 1o draw from. If you only use other
people’s compositions, thenof course itdoes not malter, A taylor may ercale
his own patlern for an article of clothing or he may use someone elscs patern.
I he creates his own pattern he must be more knowledgeable besides just
having talent.

And how was your teaching experience in Bloomington?

Yery good. [taughi a lot of Spanish dance there. Because it was the mid-
west you would not think that many students would fall for that style of
dancing. But they did, and they were very dedicated. One of my students,
one of the six who came to Montana with us and helped vs buildonourland,
was Sandre (Kitts) Jimenez. Sandre is a professional dancer and married (o
dancer, Rafael Torres. She has toured with some of Spain’s major compa-

nies. Right now she is doing tablaos in Madrid Mallorca.

Aside from studying and teaching so intensely, what kave been some af
your other activities in relationship to dance?

I have performed solo or with my students [or different audiences. For
many years ] had an on-goimg program for the publie schools as solo
performer for Young Audicnees of Western Montana. The program was on
hispanic culture. I presented the eulmre of Spain through language, anec-
dote, actions and ways of thinking, costumes, pageantry, geography, history,
crafis and art forms, Of course I incorporated a lot of dancing and
participation by the students. Thave givenlectures and demonstralions at the
University of Montana, schools, elubs, associations and institutions through-
out the Bitteroot and MIssoula valleys. 1 have alse served on many
eommilles and projects: Chairperson for dance programs of the Missoula
Festival of the Ants, Board of advisars for the Montana Dance Co., Missonla
city chairperson as well as teacher for the Montana Diance Ans associalion
(MDAA) teachers Association, Advisar for the Dance/Dirama panel for the
Montana‘s Anis Couneil, Co-teacher at the University of Montata’s cancen-
wrated summer session.. The Language of Religious Art: Dance and Reli-
gion, and many others. It is funny becanse [ am not a “chair” person a all,
I have to force myself to aceept such positions, but it gets me out of isolation
and in contact with new people and situations.

You have certainly had a fuil and extensive career inteaching. Appar-
enily the people of Western Mantana have responded favorably to the
intraduction of Spanish dance and culture.

People love lo see dance performances of flamenco and elassical Span-
ish. But they seem fearful about trying to learn to do it. They think it is too
dif ficuit, there fore they do not tryil. They wouldsee they conlddoit is they
would try it just as the children do when they try it

Yes, but children are more open. They are not inhibited like adults.

That’s right...children’s mirxls are not shut. Partof my message lo young
audieces is “Do nat be set in your mind on any way of Lhinking, otherwise
vou mind sill only go as far as your eye can see.” There is an Arab saying
“Children are the flowers of the household.” 1add w that..."and my students
are my gardan.” Iteach them o go beyond.

How do you keep abreast with the dance warld?

I enjoy traveling and getting out of the isolation of this valley. Althougly,
itis a wonderful place to be peaceful and creative forbothofus. Tkeepaclive
with my interests in dance. | read danee publications, listen 1o music afl the
time, and avend workshops. I enjoy being with other dancers. used to go
1o Teresa’s at Jacob's Pillow and Jose Grecn's and Nana Lorca‘s in Dallas,
Texas and Teo Morea's workshop in Bellingham, Washington as well as
olher workshops throughout the USA...Mameneo pleases me just beeause it
does, “parque si”. Ilike the \emperament, the pride and all (he things that are
obvious about it. Ilike itin the sense that itis similar to my own lile style.
Dance is not something you do just during your working hours or for other
peeple during their play ime and then forget about it. The rythm continues
in your life. It justnever stops. You do not retire from it. Itis there as long
as vou breathe. Even when T am siek, 1 incorporale it inside, I visualize
myselfdaneing, Therejustisnoother way of seeing it. Iknow it’s very much
the way flameneos think. It is my way oo, and ] feel very close 1o it.

Elenita Brown has also been a coach in drama, a ceramics and art
instruetor, fanguage tutor, and ha designed and produced silk batiks fer
commercial utlels for oveer twelve years. Elenita Brown believes: thatall
art forms have a relatdonship and are part of whole, that creativity may be
transferred from one art form o an cther without fosing conunuity.

The Elenita Brown Dance Studios now include one in Darby and one at
the ranch as well as (he on-going ones in Stevensville, Missoula and
Hamilton. All within a scventy mile radius. ihere are also surnmer

workshops.
%
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FLAMENCO IN SAN ANTONIO

[Josie Nea! responds 10 Jalee inquiry about the Noriegas of the Qlé
restaurant.]

Dear Jaleo,

In answer 10 your question about the Noriegas: They have moved 10
Tampa, where Gisela is dancing ar the Columbia Restaurant. Last ] heard,
San Antonic dancer Oscar Trevifio was appearing with her. Andre Stegman
look over the choreography and direction of & new group of dancers ar Ol4,
who locked promizing, althoug hnot a3 strong as the ori ginal cornpany, when
1 saw them during the summer.

As for other San Antonio Spanish dance news, Eduardo Montemayor
and his company, Fantasia Espafiole, have begun a series of tours through-
out the United Siates, performing for high school Spanish language stedenls.
The first tur last fall was very wellqeceived. Montemayar is currently
working on plans for local Spanish dance concerts.

Timo Lorano rejoined Maria Benitez during the summer and fal]
porticns of her U.5. tour, and has returned full of plans for his Natianal
Spanish Dance Company.

La Chiqui and José Linares continue wilh their La Compaiiia de Arte
Esparic], and Teresa and Curro Champian continue with their Los Flamen-
cas at La Mansién del Rio. Ballet Folklorico de S an Antonio remains active
as well.

Many of your readers will be saddened to leam of Lhe death on January
T of the great ethnic dancer La Meri, who grew up in San Antonio andretired
(far Lhe recond lime) here in 1984, Ibegan working on her biography last
gummer, and am still amazed ar the scope of her career! She was a delight
10 interview - full of wonderful siories about her world 1ours. A grand lady.

Sincerely,

Josie Neal
Dance Critic - San Antonio Light

= ¥ ¥

DANCE TroUPE’S PERFORMANCE TOP-NOTCH
imom San Antonio Light, June 18, 1987, sent by Josie Neal]

by Josie Neal

Ls Compailia de Ane Espaiiol turned in ane of ils most impressive
concerls in several seasons Wednesday night at Beethoven Hall. The
dancers seemed unusually “up™ for the cccasion, moving with great spirit
and vivacity - and best of all - an emerging sinse of their individuality as
performers.

Ensemble work was close 10 lop-natch (with only a few uncertainties in
the beginning of the program), particularly in“ Aragén, ™ 1the bouncy, bubbly
Jota Aragonesa thal most surely be Spain‘s most exhilarating dance.

But it was Lhe solos, doels and trios that sload ont.

Top hanors of the evening wem 10 La Chigui, choreographer and
occasional (too occasional) soloisi. Her appearance in this performance lent
sonl and substance o the fine, butless experienced, offerings of the company
dmncers.

Her “Andalucia,” a classical piece set 10 music of Granados, was a fine
study in contrasts; warm and amouldering one minute; cold and pround the
next. She was, by tums, precise and delicate, supple and undulating, and
when she numed her back on the audience and walked slowly upstage,no one
could mistake that she was very much her awn mistress.

Her “Owmaira,” a very Moorish-Dlavored flamenco tangos, was a marvel
of sublety and restraint. Dark, sornber and introspective as the picce began,
she erupted into a tempestof mavement, punctuating the music withiniricate
slaccalo sleps.

Just as suddenly, she was suill, and ber stillness was eloquent testimony

10 the notion that a flamenco dencer dances even when she doesn't move,

Other soloists more than held their own.

Rocio’s “Cordoba,” in the classical portion of the program, was beauti-
fully expressive, with serpentine arms and pliant torsc underscored by the
gently imsistent trills of her castanels. Her flamenco “Te Enconlre en 1a
calle,” n scled por bulerias, was equally fine.

Melina Martinez was s provocative delight in “Aires de Madrid,” a
caracales, and Marfad el Amor and Rolando Sosa were wondearfully t=mpes -
ous in “Guajira.™ whe

“Compant” Grows Up

(from §an Antonio Light, September 15, 1987, sent by Josie Neal]

by Josie Neal

One of the nice things about a regianal critic's job is the appartumity it
affords 10 wateh & local company grow through a sometimes precocious
childhood and B not-always-artractive adolescence into the promise of
maturity. La Compaiila de Arte Espafio]l, now eleven years ok, has
wenthered the first two af those slages; its performance Saturday night ar
Beethoven Hall showed it happily an its way into the third.

The program, a repeat of last summer’s San Antonio festival offeting,
“Rincones de Espefia,” was a [ine showcase for the company’s growing
abiliries, which fnd their fullest flowering in the work of La Chiqui,
choreographer and sometime soloist,

LaChiqui ismaturity atils roost vibrant, an exemplary mentor apd model

for her dancers. Her two solos were sengitively balanced between cnerol
and passion, with lechnique used, not at an end initself, but as an axpressive
memns. Her neo-classical *“Andalucie,” with delicate footwork and irilling
caslanels embroidering the melody, was g beaudful realization af the
Granados music 10 which it is set, restrained and quielly eloquent. Restraint
gave way 10 a larrent of emolion in “Omaira,” a tempestuous flamencc
tangos, in which she danced as though exarcising some dark, private de-
mons.
The dancers looked lechnically skonger end more stylistically corect
than ever in Lheir classical and regional dances. The opening ensemble
piece, “Panadercs de Madrid™ was a charming example of the classical style,
wilh its ball etic springiness, precise steps on the balls of the feet, endrounded
arm movemenls. Also lovely were Diana Vidal's “C&diz,” with its slow,
spiriling tams and coiling hands, and Rocio, gliding ecross the stage with
supple grace in the lyrical, introgpective “Cordoba.” Nice work, too, from
Melina Martinez, Rolando Sosa ind Homero Gonzalez in the love triangle,
“Leyenda del Beso.” The vibrant regional dence, Lagarteranss, from
Toledo, was done with irresistible spirit by Gabriela and Sosa,

The company*s Namenco still depends tno much on relentlessly ham-
meting zapateado and not enough on subtle conltrast, and i still seems more
about enlertaining an atdience then an outpouring of deep feeling.

-

A SPARKLING NIGHT OoF EFFERVESCENT SPANISH
DaNCE

[from San Anlonio Light, October 19, 1987, sent by Josiz Neal]

by Josie Neal

LaCompaiiia de Ane Espafiol 100k advantage of cool, fall evenings last
weekend 10 present its work at Arneson River Theater. Great idea, It's nice
10 see a performance in that attractive venue sans the sultriness of spmmer.
The series of four performances began Friday; two more will be presented
this weekend,

The pragram is nicely in keeping wilh Lhe carefree River Walk aunos-
phere, a night of Spanish gaiety rather than passion. Even the flamenco -
often a dark, brocding, intimate expression - was Light and 1easing.

As it happens, this light 1onch is one that allows us 10 see the company
at its best. Indeed, several of the sixleen shorler pieces presented Friday















PAGE 46

JALEO - VOLUME X, No. 3

audience in The Liule Chapel of Lawton into gypsy heaven Thursday, Every
pew was packed.

Radford’s music takes listeners inside another world, to a mystical land
where pathos and ecstasy merge.

Flamenco not only takes one into southern Spain, i1 leads to glimpses of
where it came from. Flamenco is exotic northem Indian sounds, chants of
Moslems and Jews, and loday even Cuban rhythms and jazz,

Radflerd, who grew up in Tulsa, didn't hear flamenco until his seven-
teerth summer. Amazingly thougk, he has a magical empathy, an insider's
grasp on this music. Speaking to the audience allemately with a friendly
Oklahoma liit or in Spanish, the gifted artist related the history and feeling
of flamenco. Butrmore than his lively narratives, it was the man’s music thar
carried the flamenco landscape into the heants of his fellow Oklahomans.

Flamenco offers a communal aspect. Radford explains the music is the
people and the peaple are the music. Clapping or wailing, celebrating or
saddened, Mamenco is shared feelings.

However shared, the music also holds personal elements. It is somehow
supermnalural.

“Listening is an ant,” he told his gudience. Faelings are only evoked by
aflamenco guitarist — the people who listen give us much from themselves.
The key is to listen with love, rather than analyzing, he said.

The intensity of Radford’s music leaves no choice but to listen with love,
Sounds of drums, ancient Eastem instruments, concertines, mandolins and
meny other instruments rise from Radfard’s guitar.

Radford, who spent part of his early career in Lawton while stationed in
the Army, dedicated his concert 1o the late Bill Crawford, [ine arts critic and
editor of the Lawion Constimution and Morning Press.

o

RoNaLD RADFORD; A REVIEW

[from Chickasha Daily Express; sent by Ronald Redford]
by Richard Underwood

*“Haw oftendo you get a chance to shout *6le'!” here in Chickasha?'* Mr.
Ronald Radford asked the audience which zlmost filled the US AQ Chapel
tr hear and see his flamenco guitar concen last Sumkay, the First of five Pro
Musica Series evenis. Since there is 8 scarcity of both bull fights and
flamenco in Chickasha, the question wes rhetorical; but the sudience soon
entered into the spirit of the powerful and emotional “gitanc” or gyps ymusic
which poured from Mr. Radford's talenled Fingers and brillient tones of his
Spanish guitar, By the end of the concert loud “6le's” followed each of the
numbers, and any member of the audience who listenied with eyes clased
cauld have sworn that they were at least two guitars and twenty fingers
needed 1o produce such a MNood of music... Flamenco music 15 unwritten; it
is learned by ear — even by a seventeen-year-old T ulsa youth who fell in
love with the music of Carios Montoya, the most famous flamenco guitarist
at the time, and set out (o learn o make such music himself. How well he
succeeded was amply demonstrated o those discriminating people who
heard his concert Sunday afrernoaon.

Since flamenco singing — “cante flamence’ — and dancing are really
ar the heart of gypsy music, the metamerphosis of the guitar from a mere
accompaniment 10 a solo instrument has been gradual and dependent upon
such arlists as Ramdm Monwya and his nephew Carlos, who was Ronald
Radford’s first teacher. Spontaneiry is the chief characteristic of lamenco,
and accarding 1o Mr Radford each concert or “juerga”™ - “jam session™ - is
mformal and loosely composed of many traditional phrases and eflects,
always allowing Lhe artist freedom w improvise, embellish, and arnament
the basic themes. In this spirit Mr. Radford had no printed programs for his
concert but instead introduced each number by ielling (he audience what
kind of music they were aboul to hear, its background, and its characteris-
tics, plus, quite often, a story of his own experiences wilh it in his travels
throughout Spain.

For example the “Sacia” is the story of the Holly Week procession in
Seville. Mr. Radford crossed (he two bass strings on his guitar and by

strumming them and by using his fingemails on the wood of his guitar he
simulated the approaching drums; then with the same hand he used the
higher-pitched strings w produce the sound of rumpets. As the procession
passes, the singing, chanting, praying, and all the other sounds of the
marching faithful were partrayed by the artist’s six strings and agile fingers,
unlil again the drurns receda into the silent dislance,

Except for two short “composed™* elassical guitar pieces, Mr, Radford’s
whole program consisted of flamenco: a “soleares” - a type of "cant
minero” - a lamem of the andalusian miners; an ancient “zambra” - going
back tomedievallimes; and the mast popular and best know ofhis repertoire,
the *Malagueiia con verdiales” - a lively dance piece from M4laga, His final
seleclion was a “rondefia” - a deep song, full of “soul" depicting Lhe First
moments of dawn.

It was a disappointment w Mr. Radford that mone of his hearers had
brought castanets nor were they proficient in the other traditianal accompa-
niment to flamence guitar, the as” - g sharp hand clapping in synco-
pated thythm. But he was able o involve the audience in one number in
which, despite his disclaimer of being no singer, he approximated” the
cante flamence and was accompanied between verses by a spirited hand
<lapping from oul front.

T1 was not necessary for anyone there to have ever heard flamenco guita
to appreciate the brilliant musicianship of their fellow Oklahoman. The
audience was enthusiastic in ils reception of his rendering of this most
passionate and highly sophisticated form of folk music - the Spanish gypsy
flamenco. Itis a mark of his own dedication to flamence that on Monday Mr..
Radford gave free cancerts 1o the Chickasha school children at Intermedi-.
ate, Lincoln, and Middle Schools, concerts made possible by Pro Musice

whn '

THE REYTHEMS OF SPaIN By DEL ConTE CoMPANY

[from The New York Times; sent by George Ryss] _
by Jack Andersan,

Because some of its forms make use of castanets and slampings, Spanish
dance can be an art of sound as well as sight. But sounds end sights wer .
occasionally blurred in the program that Andrea Del Cante and the America!
Spanish Dance Theater gave Thursday night at the Triplex Theater af
borough of Manhatian Community College.

Thepublic address system caused taped accompaniments o blare. It wes!
often hard o relate the dancers’ castanet playing and heel wark with the
recorded music in “La Vida Breve” and “Benamore,” two new dances
choreographed by Luis Montero, who was also a guest performer,

His most ambiricus choreography was for a new version of “El Amor:
Brujo,” a dramatic work dating from 1915 that i5 blessed with a marveious;
score by Manuel de Falla and cursed with a story that is notoriously diffieult
o tell. The plot concerns a widow who is prevented fram meeting the man:
she really loves by the cruel ghost of her slain husband. Mr. Montero!
complicated matters with his casting, Inslead of being crue] as the ghost, he.
seemed appealingly ardent, whereas Manolo Rivera, another guest artist,}
was stern as the lover and Ms. Del Conte had a lendency 1o pase toot
obviously as the widow.

Everyone looked better in a lamenco suite. Forone thing, these dances,
choreographed by Manolo Marin, Tomis de Madrid, La Cintia and Mr.
Monlero, had live music by Dominico Caro, vocalist, and Rafas] Caftizares
and Basilio Georges, guitarists.

Although excessively fond of pained facial expressions, Ms. Del Conie
nevertheless brought dignity to a™Siguiriyas™ with Mr. Montero. Mr. River
danced a forceful “Soleares.” Mr. Montero made his heel beats grow from
dry, castanel-like whirrings [0 sounds resembling hoofbeats in his “Far
ruca.” Andin a*Tientos™ filled with unison steps and passages in which the
dancers mirmored one another with their movemenis, Jacqueline Kalars and
Clara Mora effeclively emphasized the tension between the choreography's
stric mess of form and their own emolional intensity.
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ToucH OF ANDALUSIA IN HIALEAH

(from The Mjamj Herald, Apnil &, 1988; sent by H.E. Huttig]
by Lanrie Hom

In Seville it is called simply La Feria de Abril (The April fair).

Farnilies sct up booths called casetas a1 the fairgraunds, inviting friends
infora bit of dry sherry. Children, adults and the farnous Andalusian horses
are decked qut in finery — the horses” manes braided with litle tassels.
Riders and horse-drawn carriages parade through the fair, stopping al ane
casela and then another. The air fills with the distinctive rhythms of
Sevillanas - a couples dance that i$ a oousin to flamence. The dancing and
music continue unti} the wee hours af the moming.

Fairs like the one in Seville erupt all over Andalusia all summer. South
Flarida's first Andalusian-style fair will be this weckend in the gardens at
Hialeah Race Track, complete with the waditional riders and harse-drawn
camages. Incorporaled now as a nonprafit festival, the fair is the labor of
lave of organizers Ilda Fernandez -Shaw, wife of Spanish cansul Carlos Fer-
nandez-Shaw, and Maria-Cristina Sufrez

*“If yau think of Andalusia, you think of happiness,” Sufrez said amid
stacks af papers and picture-baaks of Spain in the gracious Coral Gables
home of the Spanish consul.

At Hialeah, private corporations inslead of families will sponsor the
casclas, Sufirez said. Amongp the sponsors are Bacardi, Bamen Bank and
Banco de Bilbao.

“Each caseta is going ko have entertainment But there will also be a
separate slage,” Sufrez said.

Musicians and dancers are coming both from Spain and from the Miami
area, Sudrez said.

“A group of Andalusians that live here have recorded a cassetie” of
Sevillanas with lyrics about Miami, she said. Catled "De Miami a Sevilla”,
it includes sevillanas titled “Calle Ocho de Miami™ and “Los Barrios de
Miami™.

The musicians ere Juan de Alba, Antonio Serranc, Pedro Cortez Jr. and
Amparo Heredia, wha perform under the name, Los Andaluces. Other
parformers scheduled to be a1 the fair include the duet Los Espaficlisimos;
Luces de Sevilla, a choir; the Sevillanas group Los Taranios and flamenca
performers from local lablaos including flamenco dancers Ls Repompa,
Parra and Luisita Sevilla. Spanish singing ido! Lota Flores has also been
invited, although she is not officially scheduled o perform.

Tonight has been setaside as 4 galaevening, with dckersat 875 and tapas
catered by Casta Vasca, But Salurday and Sunday admission is §3. Gates
open at noon and aclivities are expected to continue ai least until midnight.

LT

A SPANISH ARCHETYFE

ifrom The New Yark Times, spring 1988; sent by George Ryss]
by Jack Anderson

Pilar Rioja is a great Spanish dancer and a great dancing actress. Her
pragram Tuesday night at Repertoria Espaficl’s Gramcercy Arts Theater (138
Fast 27" Sireet) included re ined Escucla Bolero dances and tempestuous
flarmenco solas, Yet hersensibility resembled that of our century s piongers
of modemn dance, who sought 1o give chareagraphic form in inner experi-
ence. Whereas the specific form Miss Rioja employed was Spanish dance,
ber themes werc universal cxperiences of joy and somrow.

Often, she appeared lo creale imaginary characters, even in plotless
dances. Her graciousness in “Sconata™ suggested that of an aristocrat ata
formal party. Wearing an elegant gawn designed by Guitlermo Barclay, she
was joyous in “La Jota Navama,” which was [illed with jumping steps. Yet
she always preserved her dignity amid her merriment. Anotherlight-hearied
solo was “La Cachucha,” a tribute 1o a Spanish dance beloved by 19%-

cenmry ballerinas. Gliding and whirling in softslippers, Miss Rioja seemed
entranced by the chatier of her awn castaners,

“Las Alegr{as™ was a dance of pride in which heels stamped vigorausly.
But when Miss Riaja let her feet simply brush the (loor, she could have been
whispering secrets. In* Albaicin,” anather proud solo, she lether skirts swirl
and rajsed her arms assertively. And her hand claps bothrang out intriumph
and rasped with agilatian.

She portrayed a specific character in “Doiia Rosita the Spinster,” based
on Federico Garcia Lorea's play about a woman wailing in vain for her
absent N1anc€. With only a few movements, Miss Rioja traced the course of
alife, wrapping herself wistfully in a wedding veil and then withering away.

She stalked about the stage in “Tangos.” Equally ready Lo curse or hless
or shrivel anyone she encounlered with her scom, she often made beckoning
gestures. But who waould dare approach such a ferpcious woman?

Miss Riaja’s New York season continues through May 8 with perform-
ances scheduled at boththe Gramercy Arts Theater and the Equitable Tower
Auditorium. She is well wonth seeing.

Rk

RIOJA DANCES FROM LIFE, TCUCHES THE SOUL
BEETHOVEN HALL RECITAL A FEAST OF PaSsIoN,
ARTISTRY

[from San Antonjo Light, July 20, 1987, sent by Josie Neal]
by Josie Neal

There are occasions in the theater when we are moved 1o the point of
lears. It can happen as a tragedy unfolds upon the slage - an opera, or a play.
There are rarer occasions when it is no grand opera or epic drama that stirs
us, but a salitary figure, dancing - dancing about life and love and jay and
pain.

Pilar Rioja's recilal Sunday at Beethoven Hall, sponsored by the Mexi-
can Culural Instirle and Radio Festival, was one such occasion. Midway
through her opening dance, 1 stopped taking notes. The words just were not
there. WhatI was seeing went far deeper than easily described virmosity and
prettiness. Riaja’s artisane of great and profound beanty; itlouches the soul.

There is music in Rioja’s hands - rarely have I heard such clarity and
nuance of 1ane in castanat work.

In the opening “Sonata,” ane of Lhree sparkling examples of the Escuela
Bolera style, castanets irilled out delicare lirtle cascades of melody that
caressed us with their sweemess; in " Arabesques,” they seduced us, weaving
exotic traceries of sound around the music of Debussy; in “La Cachuchs,”
Rioja's recreation of the Spanish folk dance made famous by nineticth
century Romanuc ballerina Fanny Elssler, they teased us with their spar-
kling chatter; in "Zapateada,” they threatened 1o engulf us with their rushing
torrents of sound,

There is music in Rioja’s fect a8 well: gentle counly patter thal evokes
the pastimes of royal folk of bygone times; subtle melodies of the Orient that
whisper 1o us; thundering marches that shoul their rinmph.

Rarely have I seen such purity of line, such brilliance employed with
suchrestraint - here is technique at the service of ertistry. Ricja's flamenco
gives meaning to the word duende, the spirit that drives the gypsy lo dance
ard sing and play. Her “Alegrias” is a jubilan| expression of thatspirit and
it's a compelling one, indeed; pravocauve eycs wease us from behind a flut-
tering fan; curling amms and discreetly snaking hips promise erolic delights.
But insisicnt feet that crupt inlo Furious stamping let us knaw that althaugh
she may win us, we will never enuirely win her. This gypsy is very much the
mistress of her own heart.

The spirit is more intense and sober in “La Cafia" and “Tangos.” Here
Rioja is truly driven, in private communion with dark forces -— perhaps the
very forces of life and death. There is passion in every gesture, every line
of her body, but it is held severely in check and succumbed (o only brielly.
Stllness amd composure are as much a part of these brooding dances as
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Lempestuous movement, and Rioja’s stillnesses speak volumes.

Rarely have [ seen suchchoreography. “Three Dances,’” aneo-classical
work set to musie of twenteth century Cataldn composer Carlos Surinach,
is & seamless blending of disparate forms: escuela bolero flamenco and
modemdance, Asitbegins, Rioja, dressed in along, simple purple dress and
sitting with her feet widely planted o the sides, evokes the image of Martha
Graham in “Lamentations,” or perhaps one of Lorca’s tragic heroines,

There is yeaming in the sinuous coils of her arms; poetry and dreams in
her warns; stermn, wormanly pride in the set of her spine; authority in the stamp
af her feet.

The artistry of Rioja was beautifully malched by that of c antaor Enrique
Iglesias, whose vibrant jonda voice was fullof decp, profound emation, and
of pianist Jesus Maria Figueroa, whose effervescent rendition of the jota,
“¥iva Navarra,” was a delight, and she was ably scrved by the accompani-
ment of gujtarists José and Gerardo Negrete.

Rioja, when asked earlierin an interview what advice she would give 1o
young students of Spanish dance, had said the usual things about diseipline
and work and patience — not wanting it all oo quickly. And then she said,
quietly: "Life teaches you.™ Life, ther, is the best teacher of Spanishdance.

Rioja has leamned its lessons well.
LED

A Tar-FLaMENCO UNION

[from The New York Times, May 28, 1988; sent by George Ryss]

by Jennifer Dunning
»Especticulo Flamenco Tap-Dance,” presenied by Casa de Espafla on
Thursday night at the Cathedral of St. John the Divine, certainly was spec-
tacular. It would have been enough to mesent either Cristébal Reyes, a
member of Cumbre Flamenco of Spain and a gypsy dancer of great fire and
originality, or Harold Nicholas, who danced as one of the Nichotas Brothers
with his brother, Fay ard, in movie musicals of the 1940°s. Butthis was arare
caming together of the two very different but complementary dance forms
- and a he artwarming and dazzling dance spectacle that will likely be long
lalked aboul by those who witnessed it, cheering and coaxing Lhe dancers
along.

The program opened with sets from each end ended with a “'challenge”
that pitted Mr. Nicholas and Mr. Reyes against each other in a tap compe-
tition very like Lhe closing event in a tap-dance program. Fascinaling simi-
larities and dilTerences between the two forms were revealed as the twomen
performed together, dancing tango and bulerfas riythms in & final number
with fusiltades of rapid-fire footwork that skimmed the stage and echoed like
thunder in the dark and cavemnous cathedral. Both dance farms require ar-
ticulated fect for the heel, half-ine and whole-foot beats and a gift for Lhe
imaginative and virtuosic interpretation of set rhythms. The use of the arms
and torso and Lhe expression of passion wend o be differentin the two forms.

This was a battle 1o the finish, with warm hugs and laughter at the end.
There was no hiding the professional inleresiof each in the olver, Mr. Reyes
walched intently as Mr. Nicholas danced. Mr. Nicholas' left foot pawed the
Moor, like the bullsreferred to in [lamenco gesture, as he watched Mr. Reyes.
And (hen the musicians and singers look over for Lheir own star < ance turns,
with LaTobala as impassionad in her dancing as in her exciting singing,, and
amusing solos from Diego Losada, Tito Losada and Chiqui, the guitarisis.
Yeye de Cadiz, a singer, compieted the group,

Mr. Nicholas was accompanied on the piano by the genial and gifted
Michacl Renzi.

P T

GROUP AIMS TO PRESERVE AND PROMOTE FLAMENCO

[from the Los Angeles Times, July 13, 1988; sent by Scou Alley.]
by Susan Linnee
JerezdelaFrontera, Spain{AP)-Matilde Nufiez gripped the edge of her
wouden chair and strained 1o watch the litlle girl as she grubbed her rulTled
skiris and sashayed ocross Lhe stage.  “Thal's i, Bonita, that's the way (o

do it,"wailed the proud aunt of the seven-year-old Manueta Nufiez, whose
dancing stole the show at an outdoor performance about Spanish Gypsy life.
*That’s the way 10 kecp it alive.”

Keeping flamenco alive is what both the new Andalucian Flamenco
Foundarion and Matilde Nuiicz want o do.

She and her gypsy family and neighbors in Jerez's Santiago neighbor-
hood don't have much time for lectures on Lthe evolution of the cante hondy
—— the snng from the depth of the soul — or arguing aboul the origin of the
word flamenco.

But they do turn out in force, complete with botiles of sherry, ham
sandwiches and habies, for “This Way of Life,” a show that tell s the story of
Spanish gypsics through dancing, singing, guitar playing and hand-clapping
in a style thal has come to charaeterize the rhyihm of southern Spain.

The show by author Toméis Rexdriguez-Pantoja and director Manuel
Morao feature s many Jerez gy psies and was the highlight of a conference in
June, *Two Centuries of Flamenco,” sponsored by the found ation — its [irst
official activirty since inauguration in May.

To canserve the memory of [lamenco, to promote research into the art,.
and to make contemporary [lamenco known to as wide a publie as possible
are the principal aims of the foundation, according o director Joaguin
Carrera.

The foundation, housed in & refurbished 18th-Century mansion in the
heart of the Sanliago neighborhood — the shrine of flamenco for many —-
has arecord, video and book library as well as adance hall. It has a $350,000
budget.

"Flamenco itseif is a world af confliet,” Carrerasaid. “Flamencologists
have a tendency o expostulate, not 1o ask questions, and we thought this
might Lake up w0 much time, especially for the foreigners who were
atending.”

When a Mexican conference anendee asked about the meaning of the
ward [lamenco, there was an embarrassed silence, as though somecne had
asked about the origin of the word Christian in a church.

But Bemard Leblon, professor of gypsy and Andalucian culture at the
French University of Perpignan, offered the explanation that the term
referrcd to the Gypsics who had been foreed into military service in (he fife
and drum corps of the Spanish regiments fighting in Flanders in the Low °
Counlries in the 17th Century. Flamenco isthe Spanish word a Fleming or
a native of Flanders. )

Another theory has it that the word derives from the Arabic felamengh,
or immigrant peasant, and that many of Lthe cantesor styles of [lamenco songs
were influenced by Moors whao occupied most of Spain for eight centuries,

Although opinion varies over the current health of [lamenco, most
“flamencologisis” concur that the art form was first pulled from near
oblivionby 8 panish composer and musician “Manuel de Fallain June, 1922,
when he orgenized a cante hondo contest in Granada.

Afler fierce suppression alter the 1936-39 Spanish Civil War, lamenco
was appropriated by the anthorilaran regime uf Gen Francisco Franco.,

The publication of “Flamencologia™ by Anselmo Conzalez Climent in
1957 markeid Lthe acceptance, once again, by the intelligentsia of flamenco
as a basic element in Spanish culture.

But many studerus of the art point out that flamenco is not universally
popular in Spain.

Criuc Angel Alverez Caballero said flamenco has serious box office
problems. In acounty where about one hundred [lamenco festivals are held
each summer, half lose money and few would be possible withour the
support of Loeal city or provincial councils,

Many aficionados have taken refuge in pefigs, private flamenco clubs
that invile arlist 1o perform regularly, perpetuating (he essentially intimate
nature of the art,

i
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UPDATES
RENE HEREDIA NOW PLAYTNG AT THE TAYERN
DENVER, CO: in the Café Promenade Larimer Square
FLAMENCD AT DON AUBERTO'S RESTAURANT
BROOKLYN, NY: Now appearing: Liliana Morales, Luis ¥V argas & Anuro
Martinez
FLAMENCO AT THE GCLDEN PALACE
NEW YORK,NY: Naw appearing: Josa[ina, Barbara, Paco Oniz & Roberta
Reyes
FLAMENCO AT CAFE FELIPE - BI-MONTHLY
SEATTLE,W A: Featuring La Romera, Gerardo Alcald, José Lara, Angel
Juarez and guest artists such as Roberto Zamora, Teo Morca & Oscar Nielo
MICHAEL & ANTHONY HAUSER AT THE FUJT-YA RESTAURANT
MINNEAPOLILS, MN: Thur-5at. For reservations call 339-2226.

CONCERTS AND WORKSHOPS
RENE HEREDIA IN CONCERT
NEW YCRK CITY, NY: Carncpic Recital Hall. Mar 19, 1988.
PACO PENA CONCERT AND MASTER CLASSES
ACRON, OH: Ap 15 & 16 al Guzzetta Recial Hall.
CARLOTA SANTANA FLAMENCO IN CONCERT
NEW YORK, NY: Ap15&16 at Louis Abroms Ans For Living Center.
ANDA JALEOQ PRESENTS TW() CONCERTS IN BERKELEY, CALIF,
MAY 27: with Sara Qlivar, Monique, Juan Mora, Migue] Ruiz with guest
artists Agustin Rios and Isa Mura,
JUN 24: with Agusun Ries, Sara Olivar, Emesto Hemandez, Robero
Zamora, Keni “El Lebrijano™ & Juan Mero, Presenled by Peiricia Inez “La
Rutia™ al La Pefia Cultural Center.
DINNER FIESTA FLAMENCO SHOW AT EL CID RESTAURANT
HOLLYWQD, CA: May 22-23 with featured artisis: Roberlo Amaral,
Angelita, Gino D"Auri, Chinin de Triana, Pepita Sevilla, Juan Tulavera,
Linda Vega. ;
CARMENRURIO CDNCERTS AT THE CURTAIN UP RESTAURANT
NEW YORK,NY: with singer Paco Oniz and guitarist Arturo Martinez,
May 27 o June 11.
JUAN MARTIN LS. DEBUT - CONCERT & WORKSHOP
SANTA CLARA, CA: July 9-10, O’Connor Hall, S.C.L.
ENSEME LE ESPAN *RESENTS SPANISH DANC YAL
CHICAGO, ILL: Concerls and workshops, Jul §-20, N LU, Auditorium,
guest artists Luis Montero, “La Cordobesa™, Paco Alonso, Pedro Cotles
Hijo, Luis Primitivo, William Sehutr, Phyllis Hurt.
8TH ENCUENTRO FLAMENCO WORKSHOP IN CORDOBA, SPAIN
At the Centro Flamenco Paco Peiia, Jul 4-15 with guitar instruzction by Paca
Pefia, Juan Scirano, Ricardo Mendeville and danee instruction by Matiano
Torres, Milagros Menjibar & Roeio Casuilla.
TEODORO MORCA WORKSHOPS:
RUSSELL, OH: Fairmount Center for Creative and Performing Arls. jun
1310 25, 1948,
BELLINGHAM,W A: Morca Academy, Aug 15-27, 1988,
DENNIS KOSTER TO TEACH IN GUITAR SUMMER WORKSHOP
NEW MILFORD, CT: Jun 27 - Jul 1, For inf, call 301/ 243-8193.
ANGELITA CONCIERTO FLAMENCO
LA MIRADA, CA: Oct 2nd, 3:00pm at La Mirada Civic Theater. Singer
Chininde Triang, guitarist Gino D’ Auri, guest artist Timo Lozano. Advance
sale $15.00 check ot money order Lo Angelita, 10918 Telechron Ave., Whit-
ter, CA 90605 {or S17.00 at the door).
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CLASSIFIED MEXICO
DANCE INSTRUCTION
GUITARIST NEEDED for established flamenco dance company, 0w  Magdalena Cardoso (Mexicali) (011-52-65) 54-0373
booking. Rehearsal & performance musician, also dance class guitarists.  GUITAR INSTRUCTION
Call Viviana Orbeck 503/636-5940 or write cfo Reynosa Studios, 64155 W.  Eduardo Aguero (Merida, Yucatan)
Macadamn, Portland, OR $7201.
NEW SHIPMENT FROM SPAIN: Galliano castanets, maple or albar - $79, SPAIN
black fiber - 598, black granadillo - $125. Also professional granadillo and HUELVA
fiber castanets from $30 to 345, sizes 5-8. Students wood caslanets $11.  yqo w0 Cruz{e/ Nocola Orta)
Mantoneillos $20-$22. Large plastic earings $15 10$18 - many colors. MADRID
Cordobes hats $75. Send SASE for price sheet and erder form or call: THE FLAMENCO ENTERTAINMENT
SEA - N. Harbor Blvd, San Pedro, CA 90731. (213) 8311694 Cafe el ];I::rrem (Calle Arrieta 7, Metro-Opera)
NEW RECORDING RE . EAS E:. GYPS,Y A ) Arco de los Cuchilleros(Cuchilleros 7, Near Plaza Mayor)
Cassetre. $8.95. Angelita Agujetas (cante) sister of Manuel Agujelas, Cafe de Chinitas  (Torija 7, Metro-Santo Domingo) 248-5135
Luana Moreno (dancer), Eemedios Flores {(cante), Rodrigo (guitar), Send o Cafe de Silvrio  (Calle M‘alas ana 20, Metro Bilbzo)
Sounds-Vision Music, P.O. Box 3692, La Mesa, CA 92044,  For free Los Canasteros  (Barbiere. 10, Mel:r(':—Chucca) 2118163
catalogue of other records, cassette s and videos of singer Manuel Agujelas, Coral de 1a Moreria(Morerfa 17, Metro-Opern) 265-8484
guitarist Rodrigo and singer Remedios Flores send SASE. Corral de 1a Pacheca(Juan Ramén Jiménez 26) 458-1113
GUITAR MUSIC AV{\ILABLE: Musu: of many top axtists, both modemn Peiia Flamenca La Carcelera (Moneleon 10, Metro-Sotano)  200-9459
and old style, wanscribed by Peler Baime, 1100 W, River Park Lane, Tomes Bermejas  (Mesonero Romanos 11, Callao) 132332
Milwaukec, WI 53209, .
PANADERQS FLAMENCOS by Esteban Delgado recorded by Paco de EL“! V] I":m;{;:s' IG;E' m(AQde Iﬂ' de Burgos 214) 776-6060
Lucia, accurately notated sheet music; 52.75 in US A, $4.50 foreign. South- . . . . X
west Waterloo Publishing Co., 4501 Twisted Tree Cove, Austin, TX 78735. E;ﬁzz gﬁ;i; D(lgil(l‘:r:gc(:; ?{05;;223231 aIQIgIZ)—Hd? ;??;-38693
ECR SALE: Music by Marioc Escudero and Sabicas, plus complele line of Estudios Libertad (Calle Libertad 1‘5 Metro- Chﬁeca} 2)2.8440
guitar supplies (strings 1/2 price). THE BLUE GUITAR (See ad for Estudios Medrid  (Calle Ballesta 6. idcl:m-Callao)
location.) - Mercedes and Alban(Plaza Tirso de Molina 20 bajo 203.5102
BACK ISSUES OF JALED AVAILABLE. Sce inside cover for current g 1lmE(Sanu. Isabela 9, Anton Ma.rLirjl)) 27-3218
rates. . - FLAMENCO COSTUMES AND ACCESSORIES
JALEO CORRESFUNDENTS (isted on the inside coverof FALEQYmake - py ) (Carrera de San Jeronimo 2, Sol) 221-2549
am‘nvaluablc conl:n!)uuon to the (lamence community. If you would fike to Menkes {Mesonero Romanos 14, Caflao) 2121036
assist JALEQ by acling as a correspondent for your area, please contact our Pirueta (Amor de Dids 14, Anton Marti) 468-5459
PO box and let us know. We need updales on {lamenco performances, FLAMENCO SHOES
teachers, etc.. Gallardo (Cabestreros 10) 227-0100
Menkes {Mescnero Romanos 14, Callao) 232-1036
25 246-5506
RECTORY Yictor Galiano (Lanuza 25) -
DI
FLAMENCO ENTERTATNMENT
E1 Arenal {Rodo 7) 11-64-92
AUSTRALIA Las Gatles (Plaza de Santa Cruz) 21-69-81
Patiao Sevillano  (Pasea de Colon) 21-41-20
w La Trocha {Rondo de Capuchinos 23) 315.50-28 0r35-12-72
Yerdnica Vargas{Adelaide) (08)336-6931 DANCE INSTRUCTION
CANADA Adelita (Alameda de Hercules 92) 38.29.05
Casado Algremi  (¢/ Fortaleza 6) 2719244
DANCE INSTRUCTION Rios Amaya (c/ Castellar 29) 383172
Maximiliano (Toraonto) 463-8%48  ppinla Calvo (San Diego, 5/n) 43.51-11
ELAMENCO HOSFITALITY Caracolillo (Fortaleza 6) 27-92.05
Richard Mois (Calgary, AL) (03) 308-7619  wjlches Ciscares  (c/Virgen de la Consolacion 24, Utrera)  86-13-04
JAPAN Menigar de la Cruz(c/ . San Gebrielbl 23) 33.55.92
Maya Fagardo  (c/ Albaida 33) 41-52-09
ELAMENCO ENTERTAINMENT Redondo Femdndez(c/ Alameda de Hercules, 92) 38-29-05
Casa Antista (Tokyo) ) (03)308-7619  Montoya Flores  {c/ Jesus del Gran Poder 35) 38-35.59
Albaicin (Tokyo) (042) 22117045 or (03) 806-5817  Manuela Carrasco (26 Bis Los Remedios § D) 27-28-61
El Flamenco (Tokyo) (@3)354-7756  Maiilde Coral (C/ Caslille 82, Barrio Triana) 331.97.31
Flamenco Palio (Tokye) (03)464-8476  pirado Garcia (Albaida 33) 13-97-31
Nana's Bar (Tokyo) (03) 200-1877  Renshaw Gonzdlez{c/p. Damien 1) 4571713
El Parallo (Osaka) (06)341-1388  Montiel Guliérrez (Pl Martinete s/n) 52-83-54
FLAMENCO HOSPITALITY Cracia Turado {c/ Sta. Maria Reyes b] 6) 16-90-01
Sadhana (Tokyo) (03)310-9067  Manolo Marin {Rodrigo de Triana 30-32, Barrio Triana)
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Mario Maya (Pasajc Mallol 20, BArrio San Julian) 41.52.09

Morilla Mendes  (Jeses del Gran Poder, 35)

38.35.39

Alonso Pévon (¢/ Manucl Arcllano 20, Bda. Sat. Ana)  34.16-87
Seviltanas Classes (N. 5 Placentines. Next to the Giralda) 225527

FLAMENCO COSTUMES & ACCESSORIES

Ann Fitzgerald (Apanado 388) 42.32.98
Feliciano Foronda (Alverez Quintero 52, near cathedral 22-86-79
Juan Forenda (Plaza virgen de las Reyes 3) 21-18-56
Lina {c/ Sierpes, also Palza de Santa Cruz 12)  21-24-23
Pardales (Cuna23) 213709
Casa Rubio (Sierpes 56) 22.68-72
FLAMENCO SHOES

Pepe’s (Cuna 50 Pasaje, near cf Sicrpes)

STANETS

Filigrana Castanet Factory (Cereza 9, Barrida del Carmen) 373782

US.A.

[EW
ELAMENCO ENTERTAINMENT
The Ballroom
El Casleliano (QQueens)
Golden Palace
Don Albert’s {(Qucens)
Frente Unido Flamenco
La Mancha (Brooklin)
Mesa de Espaiia
Mesan Asturias (Quecns)
El Parral
Pance de Leon Spanish Restaurant
Restaurant Espana
Rincon de Espafia
DANCE INSTRUCTION
Maria Aiba
Batlet Hispanico School of Dance
Loretta Celitan{Long Island)
Mariquita Flores
Yicwrio Korjhan
Esteban de Leon
Bobby Lorca
Melinda Marquez
Jerane Michel
José Molina
Liliana Morales
Estrella Moreno
Jorge Navarro
Carmen Rubio
Carlota Santana
NEW JERSEY
DANCE INSTRUCTION
Yolanda Femnandez (201) 861-8318
PENNSYLVANIA
CE RUCTION
Camila Erice (Harrisburg) Y.M.C.A
Julia Lopez
Meira
GUITAR INSTRUCTION
Carlos Rubio

(212) 244.3005

(2123 670-2263
(212) 4469154
(212)921-945
(212) 483 5708
(212) 344.5228
{212) 344.5228

(212) 586-0928
(212) 3626710
(516) 7246638
(212) 5823350
(212) 927-7220
(217) 7244513
(212) 666-5107
(212) 2637654
(212) 2224937
(212) 2459504
(212) 472-1354
(212) 245-9504
(212) 478-7292
(212) 563-0186
(212) 4734605

(215)925.1889
(215) 735.7659

(215) 732-9610

(804) 4676212

DANCE INSTRUCTION

Maria (Virginia Beach/Norfolk)

Ana Martinez

Ranuel Pefia {Spanish Dance Center)
GUITAR INSTRUCTION

Paco de Malaga (Arlington)
Fernanda Sirvent (Spanish Dance Center)
WASHINGTON D.C. AREA
FLAMENCO ENTERTAINMENT
El Bodegon

JUERGAS

Charles Moeser

GUITAR INSTRUCTION

Michael E. Fisher (University Park, M)
Mariquita Martorell(301) 9924732
Paco de Malaga (Arlington, YA)
Torcauto Zamora (Silversprings, MD)
DANCE INS ON

Marina Keet (George Washington U.)
Ana Martinez (Arlinglon, VA)
Raquel Pefia (Spanish Danee Center)
FL QO COSTUMES

Maria Carmen Ramos

CEQRGIA

DANCE INSTRUCTION

Marta Cid

FLORIDA

FLAMENCQ ENTERTAINMENT
El Cid (Miami)

Bodegon Castilla

Columbia Restanrant {Tampa)

Costa ¥Yasca (Miami)

Marbella Restaurant {SW 8th St. & 31s1 Av)

DANCE INSTRUCTION
Mharia Andreu

La Chiquitina

Roberto Lorca

Josita Molina

Rosila Segovia

Luisits Sevilla

FLAMENCO ENTERTATNMENT
5t. Paul Hotwel

GUITAR INSTRUCTION

Michacl Hauser (Minneapolis)
Michael Ziegahn

DANCE INSTRUCTION

Suzanne Hauser

FLAMENCO COSTUMES

Jo Ann Weber

MONTANA

DANCE INSTRUCTION

Elenita Brown

ILLINGIS

FLAMENCO ENTERTAINMENT
Toledo Restaurant (Chicagn)

86 Club (Chicago) (312) 388-1212
DANCE INSTRUCTION
Ridgeville Park District {(Evanstion)
Teresa (Wilmette) (312) 2560749

(B04) 467-1509
(703)921-0324
(703) 527-3454

(703)931-0324
(703)527-3454

(301) 6574799
(301) 864-1543
(703) 931-0324
(202) 364-0700
(703) 931-0324

(703) 5273454

(703) 524-5083

(404) $93-3062

(305) 642-2452
(305) 6430863
(813) 248-4961
(305) 261-2394

(305) 6421790
(305) 4421668
(305) 5764536
(305) 576-4536
(305) 642-0671
(305) 576-4536

(612) 333-8269
(612) 8252952

(612) 333-8269

612) 291 2889

(406) T17-5956

(312) 266-2065

(312) 863 -5640











