




















Bodega Mendaro, Lebrija. March 1981
Fiesta following Sebastian Pefa Snow’s
baptism.Sitting in front row: Pedro
Bacan, Inés Suarez, La Chacha Maria
Pefia, Tia Luisa and Inés la Ventera
(Fernanda’s sister). Standing: Ana la
Turronera, Fernanda de Utrera, Luis El
Zambo, Ines Bacan, Alfonso Eduardo
Pérez Orozco and Pedro Pefia.




CHARLES MULLEN USA 1937 - 1989
Chris Carnes y Robert Haynes, mejores amigos, al amanecer en la
Feria de Sevilla, ca. 1966.

DANIEL SEYMOUR USA 1945 - 1972
Jesus de la Chica al baile y Andorrano al cante. Morén de la Frontera,
ca. 1970.




PHIL SLIGHT Nueva Zelanda 1932. Manolito de la Maria, Anzonini del Puerto y Paco del Gastor. Madrid, 1964.
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La edad de platino

Ricardo Pachon
Sevilla, julio de 2009.

Tradicionalmente se viene denominando “Edad de Oro
del Flamenco” al periodo comprendido entre las primeras
grabaciones, en cilindros de cera, que se realizaron a
finales del siglo XIX, y la aparicion de los discos de vinilo,
a mediados del siglo XX. Realmente si pudo ser una edad
de oro ya que por ese medio siglo transitaron los genios
creadores que modelaron las formas actuales de los can-
tes basicos: Manuel Torre, La Nifa de los Peines, Tomas
Pavon, Ramon Montoya, Nifo Ricardo, El Gloria, etc.

Digo que este periodo pudo ser el mas importante en
la corta historia del arte flamenco, pero nadie puede
demostrarlo ya que los soportes de audio (Unico docu-
mento fehaciente para formar un criterio) fueron los dis-
cos de pizarra, que tenian una duracion maxima de tres
minutos por cara, tiempo evidentemente insuficiente
para desarrollar un cante. Los flamencos del primer ter-
cio del siglo XX tenian que grabar en Barcelona, Paris o
Berlin; hacer largos e incomodos viajes en tren, para can-
tar una solea o una seguiriya de jtres minutos! El resulta-
do no podia ser mas frustrante para un estilo musical que
no se basa en el patron de “cancion” sino en cantes a

DICK FRISELL Inglaterra 1936 - 2005
Retrato de D.E. Pohren; escritor, guitarrista y
aficionado al flamenco puro. Sin fecha.
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desarrollar a base de inspiracion, complicidad con los
mUsicos (guitarristas y palmeros) y un ambiente dificil de
conseguir en tres minutos de grabacion en estudio.

Por otro lado esta el tema de los contenidos. La lla-
mada Edad de Oro coincide, también, con la época mas
superficial del flamenco y con la invasion de estilos fol-
cloricos andaluces y americanos. En ese periodo del disco
de pizarra (1900-1950) el analisis de porcentajes de los
contenidos resulta abrumador. Sobre un total de 2.373
temas grabados, pertenecientes al archivo de la
Diputacion Provincial de Sevilla, 1.181 (50%) pertenecen
al folclore andaluz: fandangos, granainas, malaguenas,
verdiales, jaberas, fandanguillos, rondehas, tarantas,
cartageneras, mineras, murcianas y levantiscas.

Otros 223 temas (9%) pertenecen al folclore america-
no: guajiras, rumbas, milongas, colombianas y tangos. Por
el contrario, en el grupo de soleares y derivados (alegri-
as, cantinas, bulerias, jaleos y mirabras) se graban 386
temas (16%) y, por ultimo, de los cantes matrices (tonas,
debla, martinetes, carceleras, livianas y seguiriyas) se
registraron solamente 133 temas (6%).

Ante la evidencia de estas cifras, y si vamos acotando
lo esencialmente flamenco, la coleccion de registros
sonoros grabados por los aficionados norteamericanos, en
la década de los sesenta, bien se merece la calificacion
de la "Edad de Platino”.

A finales de los anos cincuenta del pasado siglo, una
serie de aficionados aparecen por la Baja Andalucia atraidos



por el flamenco y los gitanos. La mayoria residian en Sevilla,
pero los mas artistas, los de la aficion, descubrieron pronto
el cinturén gitano de Triana: Alcalda de Guadaira, Utrera,
Lebrija y Morén. Alquilaron viviendas y tomaron contacto
con las comunidades gitanas de esos pueblos, ganandose su
amistad y su confianza.

Hablaba antes del cinturén gitano de Triana porque en
este arrabal sevillano existio, durante cinco siglos, la gita-
neria mas importante del pais y, al parecer, la mas implica-
da en el nacimiento del arte flamenco. En 1749 tuvo lugar
una sangrienta persecucion y expulsion de los gitanos de
Triana, creandose nuevas gitanerias en los pueblos del
entorno. Muchas familias, tras suavizarse las leyes represi-
vas contra este pueblo, volvieron a Triana de donde fueron
expulsados “manu militari”, definitivamente, en 1957, en
razon de la mas miserable especulacion urbanistica.

Al comienzo de esta historia hay que situar a Diego del
Gastor, probablemente el poderoso iman que atrajo, prime-
ro a los aficionados americanos, y después, a lo largo de casi
dos décadas a decenas de aficionados extranjeros. En
Moron, en el Cortijo Espartero, convertido por el escritor
Donn Pohren en un auténtico conservatorio flamenco,
impartia sus lecciones Diego del Gastor. Periodicamente los
alumnos tomaban contacto con la realidad flamenca com-
partiendo vino y alegria con un punado de artistas, del
entorno de Diego: Fernanda y Bernarda de Utrera, Juan
Talega, Perrate, Joselero, Fernandillo, Amparo y Maria

Torre, Anzonini...
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DANIEL SEYMOUR USA 1945 - 1972
Danny Seymour y Rafael Molina, 1970.
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Las fiestas se multiplicaban en otras casas, tabernas y
ventas de los alrededores. Y la nomina de artistas se fue
ampliando: La Perrata, Paco Valdepenas, Miguel Funi, ELl
Chozas, El Borrico, etc.

Un grupo de aficionados extranjeros tomo plena con-
ciencia de que aquello habia que grabarlo y documentar-
lo graficamente, ya que disponian de la tecnologia ade-
cuada, que en Espana, practicamente, se desconocia.
Basicamente se utilizaron magnetofonos portatiles Uher
Repport (monofénicos de dos y cuatro pistas) y microfo-
nos dinamicos Senheisser, como los que aparecen en la
fotografia de Danny Seymour. Un equipo muy profesional,
del tamano de un ordenador portatil, que cabia en cual-
quier bolso. Los protagonistas principales de esta activi-
dad fueron Moreen Silver y Christopher Carnes. Moreen
Silver, “Maria la Marrurra” para los gitanos, realizo, per-
sonalmente, la mayoria de las grabaciones, pero también
se dedicd a copiar en su magnetofono las grabaciones de
otros aficionados, amén de realizar un trabajo fotografi-
co de gran importancia, como lo demuestran sus fotos en
esta exposicion.

El campo de accion de estos improvisados reporteros
se redujo a la parte norte del territorio flamenco: Sevilla,
Moron, Alcala, Utrera y Lebrija, omitiendo, casi por com-
pleto, la actividad flamenca de la mitad sur: Jerez, Arcos,
Chiclana, San Fernando, Cadiz y la Bahia de Algeciras. No
obstante la abundancia de grabaciones, y el seguimiento
del hilo conductor que supuso la narrativa de Juan Talega



(recordemos que Tomas el Nitri paso largas temporadas en

Alcala con el padre de Juan, Agustin Talega, al que trans-
mitio los cantes de El Fillo) hacen de este archivo el docu-
mento mas importante de la historia grabada del flamen-
co. Aqui estan todas las tonas, deblas y martinetes de los
Caganchos y Pelaos de Triana, en las versiones muy docu-
mentadas de Juan Talega; todas las variantes de la solea
de Alcala interpretadas por Enrique de la Paula (hijo de
Joaquin el de la Paula), Manolito el de Maria, o el propio
Juan Talega; todos los cantes de la Andonda y la Serneta
en las versiones de Fernanda de Utrera o el Perrate; todos
los cantes de Lebrija y Utrera (de Juaniquin a Pinini) en
las voces de Maria la Perrata, Bastian Bacan, el Legana, el
Funi o Juan el Lebrijano. Aqui se encuentran las mejores
grabaciones en directo de Antonio Mairena, Chocolate, el
Borrico o Rosalia de Triana. Y todas en ambientes de fies-
tas interminables transitadas por el duende.

Pero tanta musica carecia del poder evocador de la
imagen, y aqui, una vez mas, fueron los aficionados

extranjeros los que retrataron a los personajes miticos de

DANIEL SEYMOUR USA 1945 - 1972
Luis Torres "Joselero”. Morén de la Frontera,
ca. 1970.
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STEVE KAHN USA 1943

Diego del Gastor en Casa Pepe. Moron de la
Frontera, 1967.

Diego del Gastor in Casa Pepe. Moron de la
Frontera, 1967.

esta edad de platino: la postura de gentleman flamenco

de Diego del Gastor, apoyado en la barra de la taberna
Casa Pepe, recogida magistralmente por la camara de
Steve Kahn, y a la que no me resisto a poner un pie de
foto en los versos del siempre anorado Carlos Lencero:
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iSierra de Moron,...
de cal y marmol

el corazon!...

En la Taberna del Sueho
para Diego del Gastor;
habla solo,

bebe solo,

toca solo por amor.

Cinco japoneses corren
a locas por el bordon.
Diego les sonrie, comiendo

semillas de girasol.

El que hace el amor deprisa
no puede ser tocaor.
La guitarra es una nifa

que nunca mira el reloj.

Con la sonrisa en los labios
se va Diego del Gastor,
la guitarra en una mano

y en la guitarra, Moron.

Aqui ha quedado plasmado, para la eternidad, el aire
burlén de Joselero, recogido en el impagable triptico de
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Danny Seymour. La tristeza del hambre reflejada en la
cara de Manolito el de Maria en ese impresionante retra-
to con sombrero. La picardia de El Chozas, el rostro impe-
netrable de Juan Talega, el protagonismo indiscutible y
arrollador de Anzonini, la chaqueta bailaora de Paco
Valdepehas y el grito agridulce de Fernanda traducido por
nuestro poeta de guardia:

FERNANDA

“Canta para los hombres, solamente.
Y el dolor de su cante se convierte
en el dolor pasado,

en el dolor presente,

en el dolor que nadie ha imaginado.
En eso se convierte.

En eso y en amor desesperado.
Eterno.

Reluciente.

Fernanda es el futuro y el pasado

muriéndose de amor en el presente.”

En aquellas fiestas interminables solo habia vino de la
tierra, aceitunas y pan blanco. Con suerte se hacia algin
guiso para entonar los cuerpos. La motivacion era mas artis-
tica que mercantil. Por supuesto que “los americanos de la
aficion” reunian unas pesetas que se repartian entre los
cantaores y guitarristas pero, tanto en las fotos como en las



grabaciones sonoras, esta latente una carga de verdad, de

autenticidad, que dificilmente podriamos encontrar en un
espectaculo flamenco. “MUsica pagada no suena” dicen los
llaneros venezolanos, y algo de esto habia en todas las reu-
niones que reflejan estas fotos y estas cintas.

Pero quizas los documentos graficos con mas poder de
evocacion son las secuencias de fiestas en las casetas de
bunoleras en la Feria del Prado de San Sebastian, en
Sevilla. Asi transcurrian las noches de aquella Feria. Pura
voz y guitarra. Solo palmas y alguna pataita de baile. Aln
no habian llegado los tocadiscos a las casetas, y lo Unico
que podia distraer al duende de una reunion flamenca era
el sonido de un pianillo de manubrio. Ni siquiera el agres-
te tambor rociero habia invadido aquel espacio liturgico.

Al amanecer, cuando los trasnochadores sorteabamos
las mangueras de la limpieza, una llamada tellrica nos

ROBERT KLEIN Alemania 1949

Anzonini y La Fernanda. Lebrija, 1981.

Fiesta en un bar el dia después del bautizo de
Sebastian Pefia Snow.

Fiesta in bar the day after the baptism of
Sebastian Pefia Snow.
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STEVE KAHN USA 1943

Paco Valdepefias bailando en la puerta de una

cafeteria. Sevilla, 1967.

Paco Valdepefias dancing by the door of a café.

Sevilla, 1967.
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dirigia a la tapia trasera del Pabellon de Portugal. En

aquella calle estaban las casetas de las gitanas bufoleras.
Volvias una esquina y la luz del alba blanqueaba las cor-
tinas de encajes de un lechoso azulado que competia con
las palomitas de aguardiente sobre las mesas. Era el
momento de la verdad suprema: Caracol con los ojos
velados lo intentaba por seguiriyas. Lo mismo hacia
Chocolate, dos mesas mas adentro. Y Antonio Mairena. Y
Maria la Borrico. Y Pastora. Y Lola... Mientras un Camaron
adolescente, pero ya cantaor de cantaores, esperaba su
oportunidad en aquella liturgia de la verdad flamenca.

Las grabaciones de estos anos gloriosos, después de
medio siglo en peligro de desaparicion, debido a la cadu-
cidad de los soportes magnéticos, han sido digitalizadas
por la Junta de Andalucia para su conservacion y estudio
en el Centro Andaluz de Flamenco. Seguro que alli estan
esperando encontrarse con este tesoro fotografico que
hoy se expone al publico gracias a la generosidad de este
grupo de artistas.



Quisiera resaltar la certera punteria de estos aficiona-
dos venidos de tierras lejanas y que tuvieron la suerte de
aterrizar en el centro del territorio flamenco. Estuvieron
en el lugar exacto, en el tiempo de la madurez artistica
del flamenco y grabaron y fotografiaron a la nobleza de la
comunidad gitana. No se equivocaron de sitio ni de per-
sonas y este acierto se lo van a agradecer siempre las
familias flamencas de la Baja Andalucia, la aficion mun-
dial, en general, y la cultura de nuestro pais, en particu-
lar. El mas clarividente investigador del flamenco, el
poeta jerezano José Manuel Caballero Bonald, refrenda,
asi, mis modestas palabras:

“... Como es obvio, los primeros grandes forjado-
res del flamenco nacieron en la misma limitada region
gaditano-sevillana donde surgieron las muestras ini-
ciales del arte gitano-andaluz. Podemos establecer a
este respecto tres nucleos nativos bdsicos: Jerez,
Triana y Cddiz; en torno a ellos giran los restantes y
esenciales focos creadores del flamenco: Alcala,
Utrera, Lebrija, Mordn, Los Puertos y Arcos, situados,
con ligeras desviaciones en el camino real que unia
Cddiz con Sevilla. Todos los cantaores de fines del
siglo XVIIl y de buena parte del XIX que forman el
censo fundacional del flamenco, son oriundos, sin
excepcion, de alguna de las ciudades citadas, y todos
ellos, también sin excepcion, eran de raza gitana.”

CABALLERO BONALD, José Manuel
Luces y sombras del flamenco. Algaida Editores S. A., 1988, p.
125. Nueva edicion revisada.
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Para terminar, quiero manifestar mi mas emocionado
agradecimiento a este grupo de artistas que, en pleno
periodo franquista, cuando la radio oficial solo transmitia
“como flamenco” las coplas en falsete de los Valderrama,
Molina o Marchena salvaron para la posteridad la verdad
y la autenticidad de una musica y una forma de vivir que

los contemporaneos espafoles desconocian por completo.



Actividades sugeridas
DURANTE LA VISITA

1. La exposicion ofrece el testimonio de la fascinacion
por el flamenco de una serie de aficionados extranjeros.
Menciona los diferentes tipos de soportes presentes en la
muestra.

2. La fotografia, con todo, tiene un papel protagonis-
ta. Con independencia de los distintos autores sehala sus
principales caracteristicas, atendiendo a su caracter
documental y a sus rasgos estilisticos y expresivos. Puedes
considerar: el uso del blanco y negro, la eleccion de
encuadres, la composicion, la luz, realismo y expresionis-
mo, distancia e identificacion emocional, etc.

3. El retrato es el género mas representado. Analiza
tipo de retratos, individual y de grupo, por ejemplo, de
pose o de toma directa; en qué contexto aparecen y repa-
ra en las caracteristicas psicoldgicas y sociologicas de los
retratados.

4. El retrato no solo tiene un valor identificativo o tes-
timonial sino también expresivo y emocional. ;De qué
modo se subrayan estos rasgos en las imagenes?

5. Atendiendo a la presentacion de las fotografias,
individuales o montadas secuencialmente, establece una
relacion entre instantanea y secuencia, fragmento y
narracion para captar el arte flamenco, donde suelen
sucederse momentos magicos e irrepetibles

6. Flamenco Project aborda la representacion del fla-
menco como una experiencia completa no solo musical,
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sino como modo de vida. Las fotografias ofrecen informa-
cion de caracter colectivo y antropoldgico. Senala algunos
temas: espacios privados y pUblicos; mundo doméstico y
calle; espacio cotidiano y espectaculo; la familia y la
amistad; el paisaje, el campo y la ciudad; hombres y
mujeres; la presencia de los nifos; la representacion del
cuerpo.

DESPUES DE LA VISITA

1. Busca informacion sonora y escrita de los siguientes
artistas: Diego del Gastor, Joselero, Anzonini, Chocolate,
Fernanda de Utrera, Juan Talega, Aurora Vargas, Farruco,
Cristina Hoyos, la familia Pefa, Pedro Bacan, Miguel
Funi...

2. Elabora un mapa con los lugares donde se desarro-
lla Flamenco Project.

3. Desde el siglo XIX el flamenco ha despertado el
interés y la curiosidad de los viajeros extranjeros. ;Qué
puede haberles llamado la atencion y como puede influir
la mirada de los “otros” en el mismo? ;Son topicas estas
imagenes?

4. Relaciona la practica documental de estos autores
con nombres y tendencias de fotografia en la misma
época.



Resenas biograficas de fotdgrafos y
cineastas participantes

CHRISTOPHER CARNES
(California, 1942 - Eureka,
California, 2000)

Es conocido como uno de los
mas importantes guitarristas ame-
ricanos de flamenco gitano al esti-
lo de pueblo. Siendo un joven mdsi-
co, viajo a Méjico en 1960. Alli
conocié a Carmen Amaya y final-
mente se mudé a Espana, donde
estudid con Perico el del Lunar,
Juan Maya "El Marote" y Diego del
Gastor en Moron de la Frontera.
Diego lo consideraba un hijo adop-
tivo y fue integrado en su modo de
vida flamenco en los sesenta y
comienzos de los setenta. Alli fue
donde perfecciond su toque acom-
painando a artistas como Luis Torres
"Joselero”, La Fernanda de Utrera y
Anzonini del Puerto. También estu-
dio el estilo de Lebrija con Pedro
Pena y fue influenciado por sus
amigos Pedro Bacan y Miguel Funi.
Reconocido y aceptado como un
serio acompanador del cante, a
Chris se le incluyé en muchas
bodas, fiestas y ferias en Lebrija,
Moron, y otros pueblos del “trian-
gulo del flamenco” de Andalucia.
Trabajo en “La Cuadra”, un tablao
flamenco de Sevilla, donde toco
para artistas como Tia Juana La
Pipa, La Chicharrona de Jerez,
Antonio Mairena, Miguel Funi, ELl
Chocolate, El Farruco, El Terremo-
to, El Perrate de Utrera y otros
muchos. Con su mujer Maria Silver,
a la que estuvo unido muchos afos,
fotografio y grabo innumerable
fiestas y a los artistas flamencos de

su gran circulo de amigos y conoci-
dos. De salud delicada a causa de
una enfermedad de corazon duran-
te la mayor parte de su vida adul-
ta, Chris vivio sus ultimos afos en
el norte de California afectado por
su falta de salud, y alli murié con
solo 58 anos.

WILLIAM DAVIDSON

(Washington D.C., 1938)

Iniciado en el flamenco en sus
anos de universitario en 1957, estu-
di6 guitarra con Pepe de Badajoz
en Madrid durante 1961. Se paso el
ano 1969 ensehando en un instituto
de idiomas en Sevilla y durante
este tiempo realizo frecuentes visi-
tas a Moron de la Frontera, donde
tuvo un laboratorio fotografico y
comenzd a crear imagenes de los
artistas de flamenco locales. Volvio
a Florida en 1970 y alli ejercio
como maestro y propietario de una
compania de construccion. Después
de muchos anos de repetidas visitas
a Espana, en 2004 inaugur6 un
video club especializado en fla-
menco, “Vistas Flamencas”.

RUTH A. FRAZIER

(Sacramento, California, 1936)

Siendo estudiante de guitarra,
llegd a la “Finca Espartero” de
Donn Pohren en 1968 con la inten-
cion de pasar unas breves vacacio-
nes, pero decidio pedir un permiso
de un afo y quedarse. Residio en el
mismo Moron y abrié un bar de fla-
menco llamado “Bar Gastor”, junto
a su futuro marido, Pepe Gomez
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Amaya, hermano de Paco y Juan
del Gastor. Regreso a California en
1973, tras la muerte de Diego del
Gastor, y ejercio la profesion de
logopeda. Al igual que su clan fami-
liar espafol, el flamenco ha jugado
un papel esencial en su vida.

DICK FRISELL

(Suecia 1936 - Torre del Mar,

Malaga, 2005)

De padre sueco y madre inglesa,
fue educado en la Gordestone Public
School de Inglaterra. En 1952 vino a
Espana, se establecio en Barcelona y
acabd comprando una parcela cerca
de Torre del Mar (Malaga), donde
construyo su finca ELl Pendn en 1972.
Durante los afos sesenta se dedico
seriamente a fotografiar sus dos
pasiones, el jazz y la vida, tal y
como los experimentaba en su pais
adoptivo, lo que produjo fotografias
tomadas en Moron de la Frontera
durante los afnos sesenta y setenta
que fueron publicadas en los libros
de D.E. Pohren, The Art of Flamen-
co (1970) y A Way of Life (1980).
También ilustré el libro de Pohren,
Adventures in Taste, The Wine &
Folk Food of Spain (1972).

IRA GAVRIN

(New Rochelle, New York,

1938)

Recibié un BA en Colgate Uni-
versity en 1960. En 1968 acompano a
su mujer, estudiante por aquel
entonces de baile flamenco, a la
”Finca Espartero” de Donn Pohren,
en las afueras de Morén de la Fron-
tera. Durante aquella visita, hizo las
fotografias que ahora figuran en Fla-
menco Project. Vive en Vermont,
donde ejerce como fotdgrafo artisti-
co semi-jubilado.

DAVID GEORGE

(Wisconsin, 1930 - Sacramento,

California, 2003)

Criado en Wisconsin, completd
sus estudios avanzados en Indiana
(MA,) California (MA) y Florida
(Ph.D.), mientras dividia su tiempo
entre Europa y los Estados Unidos.
Al poeta y escritor de Sacramento
David George se le recordara por su
contribucion esencial al campo de
la poesia y sus fundamentales
investigaciones y publicaciones
sobre el flamenco y la cultura gita-
na. Con innumerables publicacio-
nes en Europa y América, David
paso 25 afos en la Europa Occiden-
tal, Africa y Oriente préximo,
habiendo residido mayormente en
Espana pero también en Marruecos,
Egipto y Turquia. Ensefid arte y
antropologia en diversas universi-
dades europeas y americanas y
exhibio sus cuadros y fotografias en
Londres, Munich, Madrid, Venecia y
otros lugares. Poeta laureado y
escritor prolifico, su trabajo se ha
publicado en mas de un centenar
de revistas literarias y antologias.
Su libro The Flamenco Guitar
(1969) fue una de las muchas obras
de los anos que paso entre los gita-
nos de Andalucia y es ampliamente
conocido como un trabajo pionero
acerca de un campo desconocido
en su época.

PACO GRANDE

(Madrid, 1943)

Crecio en los Estados Unidos,
recibiendo un BA en Historia del
Arte de The University of Minneso-
ta. Siempre le han cautivado el fla-
menco y la fotografia. Llegd a
Nueva York con su mujer Jessica
Lange y se sumergio profundamen-



te en la escena artistica de los afios
sesenta. Era amigo intimo de Danny
Seymour y coprodujo Flamencolo-
gia, que generosamente ha presta-
do a Flamenco Project para su pro-
grama de exposiciones. En la
actualidad Paco vive en las afueras
de Cuzco, Per(.

JANE GROSSENBACHER

(Tulsa, Oklahoma, 1951 - San

Francisco, California, 2008)

Comenzd con clases de baile
flamenco mientras era estudiante
de fotografia en el San Francisco
Art Institute. La Spaghetti Factory
en North Beach la inspird para foto-
grafiar artistas durante actuaciones
de baile, tanto en estudios como en
las calles. En 1978 se trasladd a
Santa Fe, New Mexico, para conti-
nuar sus estudios de danza. Des-
pués de un grave accidente de
coche y una larga convalecencia se
mudé a Sevilla durante 1980-81
para estudiar con Manolo Marin y
Manuela Carrasco. Sigui6 haciendo
fotografias en las calles en Sevilla y
otras ciudades y pueblos andalu-
ces. Su Ultima visita a Espafa, para
fotografiar la Semana Santa y la
Feria, tuvo lugar en 1984. Sus foto-
grafias sobre el flamenco han sido
expuestas muchas veces aunque no
se hayan publicado hasta ahora.
Jane desarrolld felizmente una
fecunda carrera de fotografa artis-
tica.

MARK JOHNSON

(Berkeley, California, 1947)

Estudio fotografia en San Fran-
cisco State University. Sin ser un
fotografo profesional, siempre
mantenia un laboratorio alla donde
vivia. En 1971 viajo a Espaia por

primera vez con su compafera
Micaela Grana, siendo Mordn de la
Frontera su primera parada en un
viaje por Europa largamente plane-
ado. Sin embargo, nunca pasaron de
Mordn, donde se quedaron durante
ano y medio. A pesar de ser solo un
aficionado, Mark siempre llevaba su
camara durante su profunda inmer-
sion en el modo de vida y musica
del flamenco. Durante los Ultimos
30 anos Mark ha trabajado en tec-
nologia de ordenadores y en la
actualidad vive en Olympia, Was-
hington, donde ejerce como direc-
tor de tecnologia en una compaiia
mayorista de torrefaccion de café.
Sigue conectado con el flamenco a
través de amigos en el area de la
Bahia de San Francisco

STEVE KAHN

(Los Angeles, California, 1943)

Creci6 en Los Angeles y recibio
un BA de Reed College, con titula-
cion en matematicas y fisica.
Durante su adolescencia explord el
campo de la fotografia y a partir de
los 16 anos estudio guitarra clasica
y flamenca. De un compafiero de
universidad y guitarrista que acaba-
ba de volver de un afio en el extran-
jero, escucho el flamenco de Moron
por primera vez. Pasd 1967 y 1968
en Mordn de la Frontera, disfrutan-
do de la vida y estudiando flamen-
co. Regreso a California y se hizo
fotografo editorial, desarrollando
su profesion en la fotografia artisti-
ca y comercial primero, en Los
Angeles y desde 1986 al 2009 en
Nueva York. Sus fotografias han sido
exhibidas y coleccionadas en todo
el mundo y durante toda su vida ha
seguido tocando y disfrutando el
flamenco al estilo de Morodn.
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Comenzo a organizar Flamenco Pro-
ject en 2003. En la actualidad vive
en Brooklyn, Nueva York.

ROBERT KLEIN

(Mosbach, Alemania, 1949)

Estudio trabajo social desde
1970 a 1974 en Freiburg y hasta
1977 ejerci6 como trabajador
social con nifos y personas jove-
nes. Desde entonces, se ha mante-
nido tocando mdsica en las calles,
cantando principalmente antiguas
canciones alemanas y tocando la
guitarra. En 1978 llegd a Malaga
para comprar una guitarra flamen-
ca y durante tres meses y medio
viajo por toda Andalucia. Pasa los
meses de invierno en Sevilla y en
verano se gana la vida tocando
mUsica por las calles de Alemania,
usando el autostop para desplazar-
se. Aprendi6 carpinteria en Sevilla
y acudi6 al conservatorio para estu-
diar guitarra clasica. Su compariera
durante 18 anos, Evelin Crone,
estaba muy metida en el flamenco,
teniendo una muy buena amistad
con artistas como Fernanda y Ber-
narda de Utrera, Anzonini del Puer-
to, Diego del Gastor, Pedro Bacan,
Juan del Gastor y Miguel Funi. La
asociacion con estos artistas duran-
te el periodo que pasaron juntos
ofreci6 a Robert la oportunidad de
vivir y fotografiar la vida flamenca.

GEORGE KRAUSE

(Filadelfia, Pensilvania, 1937)

Educado en el Philadelphia
College of Art, recibi6 una beca Ful-
bright/Hays en 1963, la primera
concedida a un fotdgrafo, que le
permitio vivir en Sevilla durante un
ano. En dicha ciudad conocié a su
compatriota David George. Otros

premios profesionales importantes
incluyen el Prix de Rome, becas
Guggenheim y tres de The National
Endowment for the Arts. Las foto-
grafias de Krause estan en coleccio-
nes importantes que incluyen The
Museum of Modern Art de New York,
The Museum of Fine Arts en Hous-
ton, The Philadelphia Museum of
Art, y La Bibliotheque Nationale de
Paris. Jubilado recientemente de
The University of Houston, donde
creo el programa de fotografia, vive
ahora en Wimberley, Texas.

CHARLES MULLEN

(Sacramento, California, 1937 -

San Francisco, California, 1989)

Sin ser un profesional, Mullen
fue un buen aficionado a la guitarra
y excelente fotografo. Vivio en
Madrid entre 1963 y 1964 vy realizd
frecuentes visitas a Moron y Sevilla
en los afnos sesenta y setenta. Enta-
blé amistad con Paco de Lucia, al
que tuvo de huésped durante sus
muchos viajes a California. Fue
gerente de hoteles de lujo en San
Francisco, donde se caso con la bai-
laora flamenca Rosa Montoya en
1966 y donde tuvieron su residencia
mientras vivieron juntos.

TAO RUSPOLI

(Tailandia, 1975)

Criado en Roma y en Los Ange-
les. En 1988 recibié un BA en filo-
sofia de The University of Califor-
nia en Berkeley. Es cineasta inde-
pendiente, fotografo y guitarrista
flamenco, y también el fundador
de LAFCO (Los Angeles Filmmakers
Cooperative), un colectivo de artis-
tas y cineastas dedicados a la crea-
cion de trabajos no comerciales en
el cine y la musica. Con LAFCO ha



producido docenas de documenta-
les y trabajos experimentales inclu-
yendo un largometraje. Estudio
guitarra flamenca con Juan del
Gastor en Sevilla, y alli filmé Fla-
menco: a Personal Journey. Vive
con su mujer, Olivia Wilde, in Veni-
ce, California.

DANIEL SEYMOUR

(Chicago, Illinois, 1945 - El

Caribe, 1972)

Durante su juventud en Minne-
apolis, se hizo amigo intimo de Paco
Grande, otro fotografo y primer
marido de la actriz Jessica Lange.
Después de unos anos en Nueva
York, los dos viajaron a Espana al
final de los afos sesenta para visitar
a la hermana de Danny, Rosa Van
Kirk, que se hallaba profundamente
sumergida en el mundo del flamen-
co y en aquel tiempo vivia en Sete-
nil de las Bodegas con el gran feste-
ro Anzonini del Puerto. Con la
ayuda de Rosa, Danny fotografio
algunas fiestas e hizo una pelicula
de 16mm del guitarrista gitano
Diego del Gastor y de otros flamen-
cos en Moron de la Frontera, que se
ha convertido en un clasico de
culto. Su pelicula, Flamencologia,
estuvo perdida durante treinta
anos, al igual que sus negativos
fotograficos, aunque recientemen-
te han reaparecido. La pelicula se
descubrié en Cuzco, Perd, en pose-
sion del co-productor Paco Grande.
A los 27 afos, este joven carismati-
co, una figura fantasmal y persis-
tente en la escena artistica de
Nueva York, acababa de publicar su
primer libro de fotografia en blanco
y negro intensamente personal (A
Loud Song). También habia vencido
su adiccion a la heroina y tenia

salud y fortuna que disfrutar. En
1972 compré un velero y navego
hacia El Caribe. El velero se encon-
tré a la deriva en las costas de
Colombia sin nadie a bordo. A
Danny nunca se le encontro.

MARIA SILVER,

MOREEN SILVER,

“MARIA LA MARRURRA”

(Jacksonville, Florida,1942)

Estudid en The University of
Georgia, en cuya biblioteca leyo el
libro de D.E. Pohren. Previamente
habia estado interesada en la musi-
ca country, y en Jacksonville cono-
ci6 y fotografio a Elvis Presley y
Johnny Cash.

En 1960, tras graduarse en The
University of the Americas, conocio
al guitarrista Christopher Carnes en
un tablao flamenco de Ciudad de
Méjico y juntos se trasladaron a
Espafa, donde contrajeron matri-
monio y donde Maria ha vivido
desde entonces. Durante su estan-
cia en Morén de la Frontera y otros
pueblos del “triangulo del flamen-
co”, Chris y ella grabaron numero-
sas fiestas y actuaciones privadas
de muchos de los mas grandes
artistas del flamenco.

Aprendi6 guitarra para acom-
pafar el cante con Melchor de Mar-
chena, Parrilla de Jerez, los Morai-
tos de Jerez, Diego del Gastor y
otros varios. Estudio cante y grabd
a Juan Talega, que fue su mentor
durante muchos afos. También
estudié con Antonio Mairena y se
vio animada a grabar horas de
cante e historia del flamenco, lo
que produjo una importante colec-
cion de cintas y documentos inédi-
tos. La Fernanda de Utrera era otra
cantaora que le encantaba y se
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llevo horas escuchandola y toman-
do notas sobre el modo en que
usaba la voz para improvisar e
interpretar su cante.

Maria hizo carrera como foto-
grafo en Madrid, establecio Silver
Press y ejercié como consejera de
ministerios yemenies y espaioles.
Tiene numerosas grabaciones en CD
de su propia musica y ha actuado
en television en los Estados Unidos
y en Espafa, habiendo sido incluida
en la serie documental Rito y Geo-
grafia del Cante.

PHIL SLIGHT

(Nueva Zelanda, 1932)

Estudio Bellas Artes, lo que le
condujo a la ensefanza universita-
ria en Inglaterra a partir de 1968.
En 1961 se estableci6 en Malaga
durante tres afos, aprendiendo
guitarra con Rafael de Antequera y
Antonio Heredia de Vargas e ini-
ciandose en el modo de vida del
mundo flamenco. El escritor neo-
yorquino Paul Hecht (The Wind
Cried) lo introdujo en la red fla-
menca de la Peha Juan Breva en
Malaga y en el flamenco de Morén
de la Frontera. Su amistad con
Donn Pohren le abri6 las puertas a
una larga asociacion con muchos de
los flamencos de Moron, especial-
mente el guitarrista Paco del Gas-
tor. En 1964, Phil compartié pen-
sion en Madrid con Manolito de la
Maria, Anzonini y Paco del Gastor,
que formaban parte del cuadro fla-
menco de la Pefa Los Gabrieles de
Pohren. En lo referente a la foto-
grafia, para él fue una época
fecunda. Su investigacion para la
universidad inglesa estaba basada
en Espana, lo que le llevo a organi-
zar varias grabaciones de CD para

Nimbus Record, incluyendo Cante
Flamenco, Cante Gitano y el solo
de Paco del Gastor Flamenco de la
Frontera. Su trabajo fotografico ha
sido reproducido en la revista
“Candil” y en los libros de D. E.
Pohren, Lives and Legends and A
Way of Life.
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English texts

A Journey to Flamenco, and
back again...

My name is Steve Kahn. | am
a photographer. | play flamenco
guitar and live in Brooklyn, NY. |
was 23 when | stepped off the bus
in Moron de la Frontera for the
first time. That was May, 1967 and
the beginning of a new life
adventure for me. | carried a small
suitcase and guitar case and was
wearing black pants, beige
corduroy jacket, white shirt and a
tie. | wore sunglasses. No one
could mistake me for a hippie.

A couple of years earlier | had
heard, quite by accident, the
emotionally raw, compas-driven
flamenco of maestro Diego Amaya
Flores, del Gastor, an obscure
middle-aged gypsy guitarist living
in and rarely leaving his adopted
home in Moron. Already a student
of both classical and flamenco
guitar, | had heard most of the
commercial recordings of flamenco
available at that time, but the
experience of hearing Diego play
was something entirely different.
It didn't just speak to me; it took
hold of my soul and screamed at
me, and this | could not ignore.

Why it affected me so
strongly, | don't know. The music was
formally elegant and emotionally
profound, conversational and
inviting. It felt deeply rooted in
the human condition and spoke
volumes in a single note; intensely
personal yet unpretentiously
universal. It was the Blues and

Jazz wrapped in an Indian Raga. |
had no musical tradition of my
own and | embraced this as if it
were mine. | was hooked.

| took a 3-month leave-of-
absence from a New York
University doctoral program in
physics to find Diego and learn
from him. Although | was studying
science at the time, and my
career choice had been made, my
heart belonged to flamenco. My
life was about to change. Three
months grew into two years. When
| returned to the States, | left
academia and dedicated myself to
photojournalism. | had no
intention of becoming a professional
musician, and | had always been
fascinated with photography.
Moreover, the thought of spending
the rest of my days as a physicist
was no longer very appealing. My
experience in Moron had exposed
me to flamenco as a creative and
emotional way of life and that
changed everything...for the better.

| was not the first foreigner to
make the pilgrimage to Diego, nor
the last. The 1960s and 1970s
witnessed the notorious “foreign
invasion” of non-Spaniards
venturing forth from their home
countries to the pueblos of
Andalusia to experience Flamenco
at its heart and core. It was an
extraordinary period of cultural
exchange, and many of those
foreigners who went to the
Spanish pueblos documented their
experiences with personal
photographs, audio recordings and
even film.

43




44

As a photographer, | preserve
fleeting moments of life. As a
guitarist, | create them. Forty
years after my experience in
Moron, | decided to develop a
project that would bring both of
these passions of mine together
while at the same time assembling
a body of work that would give
others a sense of what life was
like for us then.

| started looking for other
non-Spaniards who had been in
Moron, hoping to gather evidence
and give witness to our life there.
The photographs we made were
mostly amateur photographs, like
one would take on vacation of
family and friends. Many of these
images were extraordinary in
content as well as in their own
artfulness, yet their technical
quality varied widely, and not all
have survived to this day. Little by
little my network grew, as did the
collection of images and stories.
During my seven years of research
| rescued hundreds of personal
photos, digitized the negatives
and made master prints that
brought the era back to life.
Finding the people, hearing their
stories and looking at their photos
has been a fascinating adventure
in itself.

Some of the work surfaced in
bizarre places, like David George’s
steamer-trunk full of moldy
negatives, paintings and poetry,
which lay untouched for 26 years
in a friend’s closet in Zaragoza.
David was a North American artist
who lived many years in Spain. He
wrote about, painted, photogra-
phed and recorded the flamencos
in the 60s, and it was all in a

suitcase he had left behind before
he died in California, 2003. Then
there is NY filmmaker Daniel
Seymour’s rough documentary “Fla-
mencologia” made in 1970 in Morén,
lost for 35 years, which miraculously
turned up in Cuzco, Peru.

The Flamenco Project
presents evidence of a rich, crea-
tive, cultural and personal
exchange that affected the lives
of everyone involved. The
foreigners were students of guitar
and cante, ethnomusicologists,
artists, self-proclaimed aficionados
or social partners just along for
the ride. For those attuned to the
power and integrity of the music
and the aire of Andalusia, there
was no better place to be. They
returned to their home countries
with experiences that would
change their lives, memories they
would never forget and friendships
that would be sorely missed. They
also spread awareness of pueblo
flamenco around the world.

The Flamenco Project
presents a modern, multimedia
quilt of visual images and audio
recordings culled from the
personal archives of those non-
Spanish visitors to the pueblos of
flamenco from 1960 to 1985. It
adds not only more documentation
to the history of flamenco, but
also an outsider’s perspective as
seen from a uniquely insider’s
point of view.

Steve Kahn
Brooklyn, NY, USA. May 20, 2009.



José Luis Ortiz Nuevo

Hey, listen! Even before you
start having a look at the exhibit
-this exhibit of photographs by the
foreigners that in those years were
students of Diego el del Gastor— |
beg you to let me tell you about
some of the images you might
find. This is what there is:

There are games
There is dancing
There is beat

There is seduction
There is flirtation
There are olive trees

There is whitewashing lime
There are smiles and no tears
There are screams

There are arms and legs
There are berets

There are sunrises

There are doors

There are parties and more parties
[and more

There is mystery

There are glances

There are bodies

There is music

There are guitars

There are some very white shirts

There is wailing and many lit
[cigarettes

There is self-satisfaction

There are hats and painted wall-

[skirting
There is drunkenness

There are taverns bars and
[handkerchiefs
There is innocence rather than
[naivety
There is self-confidence
There are buttoned buttons

There are columns
There is trust

There is a Betis football-team
[badge

There are fireplaces hills and

[window grilles without flower-pots

There is enjoyment

There is class

There is mastery

There are oil lamps

There is deep knowledge

There is wisdom

There is challenge

There are small paper flags and

[paper chains hanging from ceilings

There are moustaches thin or not-
so-thin but always-black

[moustaches
There are 20-duro notes

There are bottles devices
[flashlights and cups
There is long hair flowing in the
[wind
There is clamour
There are teeth
There are wrinkles life-scars
There are glassy eyes from alcohol
[and ruin

There is balance
There is generosity
There is tenderness
There is goodness
There is teaching
There is example

There is self-assurance

There is pronouncement

There is posturing

There are paintings

There are earrings and paper
[lanterns

There is lace

There are moments of exultation

There are traces of magic

There are shadows of light

There is contemplation

There are spheres and
[circumferences

There is truncated daydreaming

There is attention

There is intimacy

There is respect

There are mouths in voices and
[mouths in silence

There is movement

There is stillness

There are ties

There are carnations
There is formal wear
There are gestures
There are declarations
There is honour

There are religious cards
There is accompaniment
There is distinction
There is predominance
There is poise

There are judgements

There are guitar capos and necks
[and eyes
There are laments
There is majesty
There is complicity
There are olés and racket
There are hallelujahs cheers and
[wishes
There are fingers marking
[positions and frequencies
There are serious warnings
There are singing gypsy women
[and enthusiastic guys
There are circles of talent
There are moments that must
[have been unforgettable
There are glasses of absinthe
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There are caps motorbike helmets
[and soldier hats

There are hair buns and flowers in

[the hair

There is lack of inhibition

There is mocking

There are wristwatches

There is clowning around

There is enthusiasm

There are flights

There are fists and holding of
[hands

There are hair bangs

There is loud whistling

There is screaming

There are also passers-by who
[stood still

There are large families

There are tremendous chiaroscuros:

an eye gives you a withering look

[while the other is absolutely dark

There is commotion in rising
[sequence towards escape

There are striped awnings

There is Feria de Abril

There are cobblestones and empty
[tables after revelry
There is partying

There are famous artists both men
[and women
There is smug arrogance with even
[a tinge of bragging

There are tracks and glitters of
[glorious instants

There is someone looking at the

camera asking take a picture of
[me with him

There are more open smiles
There is grimacing with
[concentration
There are profiles that have been
[lit by joy
There are coats and handbags and
loads of people who enjoy
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[watching others dance
There is sonorous handclapping
[silence gypsy-metal bells
There are goodbyes

There are confidences

There is naturalness

There are fireside reflections

There are those who are observing

others and also the ones who are

[being observed

There is some white hair

There are some handsome men
[and also some twits

There is savour

There is caution and even restraint

There are fountains flags flagpoles
[and pennants

There are tree corners

There is time gone-by

There is self-engrossment

There are jackets of different
[kinds

There are sunglasses

There is parsimony

There is meditation

There are empty beer bottles

There are tablecloths

There are men dressed up as
[drunken women
There are drunk women who seem
[pretty happy
There are light patterned dresses
There are dedications
There are volumes of plenty and
[void
There is supreme singing

There are compositions

There are swelling neck veins

There are roads and mountains
[and clouds in the sky

There is fooling around

There are three men looking at

the same point in space at the

[same time
There are lace curtains paintings
[and calendars

There are gypsy children

There are bare feet posing

There are scraps

There are sequences of pain
There are wine cellars vats and patios
There are rooms

There are turtleneck sweaters

There are venerable faces

There is complacency

There are branches of vines

There are generations of very
[different ages

There are vestiges

There are ruffles shawls and polka
[dots
There are true gypsies
There are streetlamps counters
[and electricity meters
There is merrymaking
There is a great mood and
[infectious empathy
There is bursting pleasure and
[bundled up songs of pain

There are vibrant strings

There are shelves and tins of
[preserves

There is joy

There is brilliantine

There are countenances

There are high doses of delight

There are chairs with cattail seats
[metal chairs and folding chairs
There is Our Father Thou who
hears every little thing and sees
[every little thing
There are throats
There are street urchins trying to
[scrape by
There are sewing pins
There are natural lessons



There are wall tiles and
[bullfighting posters

There is a starving greyhound

There is stimulation to joy

There are cars

There are shiny shoes

There are fluorescent demijohns
[sausages and scarves

There is boiling coffee and a
[sleeping old man

There are arpeggios tremolos and
[strumming

There are more men than women
[a lot more

There are ceremonies and rituals

There are possessed people

There is sweat

There are signs of the end of things
There are magnificent human circles
There are wonderful fits of
[courage and vanquished fear
There are bulerias soleares and
[tangos
There are burning-hot light-bulbs
There is the bustle of busy very
[happy people

There are lips blackheads blurred
[towers and forelocks
There is worship of the vertical line
There are impressive heads
There are curses
There are windows with thick
[wooden latticework
There are coat racks and
[blackboards advertising Mirinda

There is pity

There is feeling
There is power
There is helplessness
There is ecstasy
There is gooseflesh
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The platinum age

Traditionally, the term “the
Golden Age of Flamenco” refers to
the period running from the birth
of the first wax-cylinder
recordings in the final years of the
19th century to the appearance of
vinyl records half way through the
20th century. Actually, it might
have been a golden age because
the creative geniuses that gave
form to the basic kinds of songs of
the present did in fact live and
work during that half century:
Manuel Torre, La Nifa de los
Peines, Tomas Pavon, Ramon
Montoya, Nifio Ricardo, El Gloria,
etc.

| say that that period may have
been the most important one in
the short history of flamenco art,
and yet no one can prove such a
fact: the audio medium (the only
reliable document that can
support a criterion) was the slate
records, which at the most lasted
three minutes on each side. Such
duration was clearly insufficient to
develop a flamenco song. The
singers from the first third of the
20th century were forced to
record in Barcelona, Paris or
Berlin. They had to undertake
long, uncomfortable train trips to
sing a solea or siguiriya that would
last three minutes! The result
could not be more frustrating for a
musical style that is not based on
a typical "song” pattern but on
singing that is developed
according to personal inspiration
and complicity with the musicians
(guitarists and palm clappers) in

48

an atmosphere that is difficult to
create in three minutes of studio
recording.

On the other hand, there is the
matter of content. The so-called
Golden Age also happens to
coincide with the most superficial
period in flamenco and with the
invasion by Andalusian and
American folk styles. The analysis
of content percentage during the
slate-record period (1900-1950)
turns out to be overwhelming. Out
of a total of 2,373 recorded
themes on file in the Diputacion
Provincial de Sevilla, 1,181 (50%)
belong to Andalusian folklore:
fandangos, granainas, malaguenas,
verdiales, jaberas, fandanguillos,
rondenas, tarantas, cartageneras,
mineras, murcianas and
levantiscas. Another 223 themes
(9 %) belong to American folklore:
guajiras, rumbas, milongas,
colombianas y tangos. On the
contrary, in the category of
soleares and related singing
(alegrias, cantifias, bulerias, jaleos
y mirabras) there are 386 recorded
themes (16%). Lastly, as far as the
seminal cantes (tonas, deblas,
martinetes, carceleras, livianas y
siguiriyas) are concerned, only 133
themes (6%) were recorded.

Against the evidence provided by
such data -especially in reference
to that singing which is essentially
flamenco—the collection of sound
recordings produced by the foreign
aficionados during the Sixties fully
deserves the name “The Platinum
Age”.

A number of foreign aficionados,
who had been lured by flamenco

and the gypsy world, started
arriving in Lower Andalusia at the
end of the Nineteen Fifties. Most
of them lived in Seville, but the
ones who were more sensitive to
flamenco art, the true
aficionados, soon discovered the
Triana neighbourhood gypsy belt:
Alcald de Guadaira, Utrera,
Lebrija y Morén. They rented
living quarters and contacted the
gypsy communities in those
villages, which befriended and
trusted them.

If I mentioned the Triana gypsy
belt it was because for five
centuries, the most important
gypsy group in Spain --and
apparently the one that was most
deeply involved in the birth of
flamenco art-- dwelt in this poor
quarter of Seville’s. In 1749, they
suffered a bloody persecution and
expulsion, and thus new gypsy
settlements were started in
neighbouring villages. Many gypsy
families gradually came back to
Triana once the repressive laws
against their people became more
lenient. However, in 1957 they
were definitively expelled, manu
militari, in the name of the most
cynical kind of town planning.

Diego del Gastor must be placed
at the beginning of this story. He
was probably the powerful magnet
that attracted the Americans first
and then, for nearly two decades,
scores of other foreign
aficionados. In Moron’s Cortijo
Espartero, which writer Donn
Pohren turned into a real flamenco
conservatory, Diego del Gastor
taught his lessons. The students
contacted the flamenco reality



periodically, while sharing wine
and joy with a handful of artists of
Diego’s circle: Fernanda and
Bernarda de Utrera, Juan Talega,
Perrate, Joselero, Fernandillo,
Amparo and Maria Torre, Anzonini,
and others. The parties multiplied
in other houses, taverns and
roadside inns, and the artist roster
became longer: La Perrata, Paco
Valdepenas, Miguel Funi, El
Chozas, El Borrico, etc.

A group of foreign aficionados
became fully aware of the fact
that the experience was worth
recording and should as well be
documented graphically. The
appropriate sort of technology,
which in Spain was virtually
inexistent, was in fact available to
them. They basically used Uher
Repport portable tape-recorders
(monophonic, two and four tracks)
and dynamic Senheisser
microphones, like the ones that
are shown in Danny Seymour’s
photograph. The equipment was
very professional. It was the size
of a laptop and fit in any kind of
handbag. The main protagonists of
this documenting activity were
Moreen Silver and Christopher
Carnes. Moreen Silver, “Maria la
Marrurra” for the gypsies, did
most of the recording although she
transferred to her own tape-
recorder other people’s
recordings. She also did relevant
photographic work, and those
photographs of hers that are
exhibited here are proof of this.

These impromptu reporters

focused on the northern section of
the territory of flamenco (Seville,
Moron, Alcala, Utrera and Lebrija)

and paid little attention to the
activity that was being developed
in the southern half: Jerez, Arcos,
Chiclana, San Fernando, Cadiz and
the Bay of Algeciras. Nevertheless,
the abundance of recorded
material and the conductive
narrative by Juan Talega (whose
father, Agustin Talega, learned El
Fillo’s style from Tomas el Nitri
during their long time together in
Alcala) make these files the most
important set of documents in the
recorded history of flamenco.
Here one can find, in Juan
Talega’s very well documented
versions, all the tonas, deblas and
martinetes of the Caganchos and
Pelaos from Triana. Here are all
the variations of the Alcala solea,
as interpreted by Enrique de la
Paula (the son of Joaquin el de la
Paula), Manolito el de Maria or
Juan Talega himself. All of La
Andonda’s and La Serneta’s singing
is present, in Fernanda de Utrera’s
and ELl Perrate’s voices, as well as
the Lebrija and Utrera cantes
(from Juaniquin to Pinini), which
are sung by Maria la Perrata,
Bastian Bacan, El Legaia, El Funi
and Juan el Lebrijano. Last but
not least, here are the best live
recordings of Antonio Mairena,
Chocolate, El Borrico and Rosalia
de Triana. Furthermore,
everything takes place in an
atmosphere of endless parties that
seem wrapped in magic.

So much music lacked the
evocative power of images.
However, once again, the foreign
aficionados played the important
role of portraying the mythical
characters of this Platinum Age.

Steve Kahn’s camera masterfully
registered Diego del Gastor’s pose
of flamenco gentleman leaning
against the bar of Casa Pepe -and |
cannot resist the idea of using a
poem by much-missed Carlos
Landero as a caption:

The Moron Sierra.
A heart
of lime and marble!

Diego del Gastor spends his time
in The Tavern of Dreams.

There he speaks to himself,
drinks on his own

and plays alone for love.

Five Japanese men run absurdly
along the bass string.

Diego smiles at them

while eating sunflower seeds.

If you make love in a hurry
you can’t be a guitar player:
the guitar is a girl

who never looks at the clock.

With a smile on his lips,

Diego leaves.

He is carrying his guitar in one
hand,

and Moron is inside.

But there are other portraits as
well. In Danny Seymour’s
invaluable triptic, Joselero’s
mocking countenance has been
captured and rendered to eternity.
Manolito el de la Maria’s
impressive portrait with a hat on
(g_krause) will always be a
statement about the sadness of
starvation. In addition, there is El
Chozas’ craftiness, Juan Talega’s
inscrutable face, and Anzonini’s
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undisputable, overwhelming
capacity for being centre stage.
Besides, one can find Paco
Valdepeias’ dancing jacket and
hear Fernanda’s sweet-sour
scream as translated by our poet
on duty:

FERNANDA

She sings for men, just for them.
And the pain in her singing turns
into past pain,

present pain,

and pain no one has ever
imagined.

That’s what it turns into

-into that and also into desperate
love,

eternal,

radiant.

Fernanda is the future and the
past,

dying of love in the present.

At those never-ending parties,
there was only local wine, olives
and white bread. With a bit of
luck, perhaps someone would cook
something to tone up the bodies.
The motivation was artistic rather
than mercantile. Of course, the
“Americans of the flamenco
fancy” would gather a few pesetas
to share among guitarists and
singers, but both the photographs
and the sound recordings contain a
latent charge of truth and
authenticity that would be very
difficult to find in a commercial
flamenco show. The cattle herders
in the Venezuelan llanos say:
“Paid-for music can’t sound.”
There were echoes of that saying
in the gatherings where these
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photos were taken and these tapes
recorded.

The graphic documents with the
greatest evocative power might be
the sequences of parties by the
fritter makers’ stalls at the Fair of
the Prado de San Sebastian in
Seville. That was the way the
nights of that Fair were: pure
voice and guitar; rhythmic hand
clapping and a little unpretentious
dancing. The record players hadn’t
made their appearance at the fair-
stands yet, and the only thing that
could interfere with the magic of
a flamenco reunion was the sound
of a player piano. Not even the
rustic rociero drum had invaded
that liturgical space.

At dawn, when those of us who
were wee-hour revellers had to
dodge the cleaning crews’ water
hoses, a telluric call summoned
from the back wall of the Pavilion
of Portugal. In that street were
the stalls of the gypsy fritter
sellers. You turned a corner and
the light of dawn bleached the
lace curtains to a bluish milky
white that rivalled the colour of
the watered-down absinthe on the
tables. It was the moment of
absolute truth: with foggy eyes
Caracol would try to sing
seguiriyas. It was the same thing
Chocolate was doing a couple of
tables inside. So was Antonio
Mairena. And Maria la Borrico. And
Pastora. And Lola. Meanwhile,
Camaron, still a teenager, waited
for his chance to join that liturgy
of the truth of flamenco.

After half a century in danger of
extinction because of the damage

time causes to magnetic media,
the recordings from those glorious
years have now been digitized by
the Junta de Andalucia for their
conservation and study in the
Centro Andaluz de Flamenco.
There, they are waiting to meet
this photographic treasure that is
today exhibited thanks to the
generosity of this group of artists.

I would like to stress the perfect
timing on the part of these
aficionados who came from
faraway lands and were fortunate
to land in the centre itself of the
flamenco territory. They arrived at
the exact point at the time of
artistic maturity of flamenco and
recorded and photographed the
nobility of the gypsy community.
They mistook neither the place
nor the people, and the flamenco
families from Lower Andalusia,
interested people worldwide and
Spanish culture in particular will
always be grateful to them for
such accuracy. The poet from
Jerez José Manuel Caballero
Bonald, the most perceptive
researcher into flamenco,
expresses some of these facts in
the following way:

“Obviously, the first great
creators of flamenco came from
the same limited area of Cadiz
and Seville where the initial
samples of this gypsy-Andalusian
art were born. With regards to
this, we can state that there were
three basic native centres: Jerez,
Triana and Cadiz. It was around
these that the other essential
creative focuses of flamenco
turned , Alcald, Utrera, Lebrija,
Moron, Los Puertos and Arcos --all



of them situated, with slight
variations, along the royal road
that connected Cadiz and Seville.
Without any exceptions, all the
singers from the final years of the
18th century and from most part
of the 19th century who are
included in the foundational
census of flamenco came from the
mentioned towns. All of them,
without any exceptions, were of
the gypsy race.”

CABALLERO BONALD, José Manuel,
Luces y sombras del flamenco,
Algaida Editores S.A., 1988, p.

125. New revised edition.

Finally, | would like to express my
deepest gratitude to this group of
artists. In the midst of the Franco
years, when the official radio
stations only broadcasted, as
flamenco, the falsetto songs of
Valderrama, Molina or Marchena,
they saved for posterity the truth
and authenticity of a music and
lifestyle that were utterly
unknown to the Spaniards of the
time.

Ricardo Pachon
Seville, July 2009

Suggested Activities
During the visit:

1. The exhibit presents the
testimony of the fascination for
flamenco of a number of foreign
aficionados. Enumerate the
different kinds of media that are
present in the exhibit.

2. Photography plays one of the
main roles. No matter which
author you focus on, point out its
main features by paying attention
to its documentary aspects and
stylistic and expressive
characteristics. You may consider:
the use of black and white, frame-
shot techniques, composition,
light, realism and expressionism,
distance, emotional identification,
etc.

3. The portrait is the most widely
represented genre. Analyze the
type of portrait (individual and
group portrait, pose or hip shot,
for example) and the context in
which the portrait has been taken
and consider the psychological and
sociological characteristics of the
subjects.

4. Together with an identifying
testimonial value, portraits also
have an expressive, emotional
value. How is this highlighted in
the images?

5. Focusing on whether the
photographs are presented
individually or in sequence, find a
relationship between snapshot and
sequence (fragment and narrative)
in order to capture flamenco art,
where magical, unique moments
often occur.

6. Flamenco Project tackles the
representation of flamenco as a
whole experience which is not
only a musical form but also a way
of life. The photographs offer
information of a collective,
anthropological nature. Identify
some of the themes: private and
public spaces, home life and
street life, everyday activity and
spectacle, family and friendship,
landscape, the country and the
city, men and women, the
presence of children and the
representation of the body.

After the visit:

1. Look for audio and written
information about the following
artists: Diego del Gastor, Joselero,
Anzonini, Chocolate, Fernanda de
Utrera, Juan Talega, Aurora
Vargas, Farruco, Cristina Hoyos,
the Pefna family, Pedro Bacan,
Miguel Funi, etc.

2. Design a map of the places
where Flamenco Project is being
carried out.

3. Since the nineteenth century
flamenco has attracted the
interest and curiosity of foreign
travellers. What is it that has
caught their attention? How can
the insight of the “others”
influence flamenco? Are these
images stereotypical?

4. Relate the documentary
practices of these authors to
names and trends in the field of
photography during the same
period.
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Biographies of Participating Photographers and Filmmakers

CHRISTOPHER CARNES

(California, 1942 - Eureka, CA,

2000)
Was well known as one of the
foremost American guitarists of
the pueblo style of gypsy
Flamenco. As a young musician,
travelled to Mexico in 1960, met
Carmen Amaya and eventually
moved to Spain, where he studied
with Perico el del Lunar and Juan
Maya "El Marote" and Diego del
Gastor in Mordn de la Frontera.
Chris was regarded as an adopted
son by Diego and was absorbed
into his flamenco lifestyle
throughout the 60s and early 70s.
It was there that he honed his skill
as an accompanist with artists
such as Luis Torres "Joselero", La
Fernanda de Utrera, and Anzonini
del Puerto. Also studied the
Lebrija style under Pedro Pena and
was influenced by his friends
Pedro Bacan and Miguel Funi.
Recognized and accepted as a
serious accompanist of cante,
Chris was included in many
weddings, fiestas and fairs in
Lebrija, Moron, and other pueblos
in the "flamenco triangle" of
Andalusia. Was employed at the
“La Cuadra”, a flamenco nightclub
in Sevilla, where he played for
artists such as Tia Juana La Pipa,
La Chicharrona de Jerez, Antonio
Mairena, Miguel Funi, El
Chocolate, El Farruco, El
Terremoto, El Perrate de Utrera
and many more. He and his wife
of many years Maria Silver
photographed and recorded
innumerable fiestas and flamenco
artists in their extended sphere of
friends and acquaintances.
Plagued by heart disease for most

52

of his adult life, Chris lived out his
last years of declining health in
Northern CA, where he died at a
young 58.

WILLIAM DAVIDSON

(Washington D.C., 1938 )
Introduced to flamenco in 1957 at
his university. In 1961 studied
guitar with Pepe de Badajoz in
Madrid. Spent 1969 teaching at a
language institute in Seville,
during which time frequently
visited Moron de la Frontera. Set
up a photographic darkroom in
Moroén and started making images
of the local flamenco artists.
Returned to Florida in1970 to
pursue careers as a classroom
teacher and proprietor of a
building construction company.
After many years of frequent visits
to Spain, in 2004 launched the
flamenco video club “Vistas
Flamencas”.

RUTH A. FRAZIER

(Sacramento, CA, 1936)
Came to Donn Pohren’s “Finca
Espartero” as a guitar student in
1968 intent on a brief vacation,
but took a year’s leave of absence
to stay on. Lived in Mordn proper
and opened a flamenco bar named
“Bar Gastor” with her husband-to-
be Pepe Gomez Amaya, Paco and
Juan del Gastor’s brother.
Returned to California in 1973
after the death of Diego del
Gastor and pursued a career as a
speech/language pathologist.
Flamenco has played a major role
in her life, as has her extended
family in Spain.

DICK FRISELL

(Sweden 1936 - Torre del Mar,

Malaga, 2005)
Swedish father and English mother.
Educated in England at Gordestone
Public School. Came to Spain in
1952, settled in Barcelona and
eventually bought a tract of land
near Torre del Mar (Malaga),
where in 1972 he built his finca
“El Pefion”. During the 1960s he
was seriously photographing his
two passions, Jazz and life, as he
lived them in his adopted country.
That included photographs taken
in Mordn de la Frontera in the 60s
& 70s which were published in
D.E. Pohren’s books The Art Of
Flamenco (1970) and A Way of Life
(1980). He also illustrated Pohren’s
book, Adventures in Taste, The
Wine & Folk Food of Spain (1972).

IRA GAVRIN

(New Rochelle, NY, 1938)
Received BA at Colgate University
in 1960. In 1968 accompanied his
wife, then a student of flamenco
dance, to Donn Pohren’s “Finca
Espartero” outside of Moron de la
Frontera. During that visit he
made the photos which are now in
the Flamenco Project. Lives in
Vermont as a semi-retired, fine art
photographer.

DAVID GEORGE

(Wisconsin, 1930 - Sacramento,

CA, 2003)
Raised in Wisconsin, completed
advanced degrees in Indiana (MA),
California (MA) and Florida
(Ph.D.), while dividing his time
between Europe and the United
States. Sacramento poet and
writer David George will be



remembered for enormous
contributions in the field of
poetry, seminal research and
publication on Flamenco and
Gypsy culture. Widely published in
Europe and America, David spent
25 years in Western Europe, Africa
and the Middle East, residing
mostly in Spain but also in
Morocco, Egypt and Turkey. He
lectured at various European and
American universities on art and
anthropology, and exhibited his
paintings and photographs in
London, Munich, Madrid, Venice
and elsewhere. An award-winning
poet and prolific writer, David
George's work has been published
in over one hundred literary
magazines and anthologies. His
1969 book The Flamenco Guitar
was one of the many products of
his years living among the gypsies
in Andalusia and is widely
regarded as a ground-breaking
work in what was at the time a
non-existent field.

PACO GRANDE

(Madrid, 1943)
Grew up in the US, receiving a BA
in art history from the University
of Minnesota. He has always loved
flamenco and photography. Came
to New York with his wife Jessica
Lange and became deeply
immersed in the art scene of the
60s. Was a close friend of Danny
Seymour and co-produced
Flamencologia, which he has
generously lent to the Flamenco
Project for its schedule of
exhibitions. Currently Paco lives
outside of Cuzco, Peru.

JANE GROSSENBACHER

(Tulsa, OK, 1951 - San

Francisco, CA, 2008)
Started flamenco dance classes
while a photography student at
the San Francisco Art Institute.
The Spaghetti Factory in the North
Beach inspired her to photograph

dancers in performance, in studios
and on the street. In 1978 moved
to Santa Fe, New Mexico, and
continued dance studies. In 1980-
81 after a serious car accident and
long convalescence, moved to
Sevilla to study with Manolo Marin
and Manuela Carrasco. Continued
shooting street photography in
Sevilla and other Andalusian cities
and villages. Last visited Spain in
1984 to photograph Semana Santa
and Feria. Her flamenco
photographs have been in many
exhibits but have not been
published until now. Jane enjoyed
a rich career as a fine art
photographer.

MARK JOHNSON

(Berkeley, CA, 1947)
Studied photography at San
Francisco State University. While
not a professional photographer,
he always maintained a darkroom
of some kind wherever he lived.
In 1971 traveled to Spain for the
first time with his partner, Micaela
Grana, with Moron de la Frontera
as their first stop on a long-
planned European trip. They never
made it past Moron and stayed for
a year and a half. Although only
an aficionado, Mark always carried
his camera as they became fully
immersed in the flamenco lifestyle
and music. Mark has worked in
computer technology for the last
thirty years. Currently lives in
Olympia, Washington, where he is
a technology director with a
wholesale coffee roaster. He
continues to stay involved with
flamenco through friends in the
San Francisco Bay area.

STEVE KAHN

(Los Angeles, CA, 1943)
Grew up in Los Angeles. Received
a BA from Reed College where he
majored in math/physics. Studied
classical and flamenco guitar from
the age of 16 and explored

photography as a kid. First heard
Moron flamenco from a college
friend and guitarist who had just
returned from a year abroad.
Spent 1967-8 in Moron de la
Frontera studying flamenco and
living the life. Returned to
California and became an editorial
photographer. That led to a
lifelong career in fine art and
commercial photography, first in
Los Angeles, and from 1986-2009
in New York. His photographs
have been exhibited and collected
worldwide. Throughout his life he
has continued to play and enjoy
Moron style flamenco. Started
organizing the Flamenco Project in
2003. Currently lives in Brooklyn, NY.

ROBERT KLEIN

(Mosbach, Germany, 1949)
Studied social work from 1970 to
1974 in Freiburg. Worked as a
social worker with children and
young people until 1977. Since
then has survived by performing
street music, singing mostly old
German songs and playing guitar.
In 1978 went to Malaga to buy a
flamenco guitar and travelled
through Andalusia for 3 months.
Now spends the winter months in
Sevilla and during the summer
earns his living by hitchhiking
through Germany performing
street music. Learned carpentry in
Sevilla and went to the
conservatory of music for classic
guitar. His partner of 18 years,
Evelin Crone was very involved in
flamenco and good friends of such
flamenco artists as Fernanda y
Bernarda de Utrera, Anzonini del
Puerto, Diego del Gastor, Pedro
Bacan, Juan del Gastor and Miguel
Funi. Her associations during their
time together gave Robert the
opportunity to experience and
photograph the flamenco life.
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GEORGE KRAUSE

(Philadelphia, PA, 1937)
Trained at the Philadelphia College
of Art. Received a Fulbright/Hays
grant in 1963, the first ever
awarded to a photographer, that
allowed him to spend a year living
in Sevilla, where he met fellow
North American David George.
Other major career awards include
the Prix de Rome, two
Guggenheim fellowships and three
grants from the National
Endowment for the Arts. Krause's
photographs are in major museum
collections including the Museum
of Modern Art in New York, the
Museum of Fine Arts, Houston, The
Philadelphia Museum of Art, and
the Bibliotheque Nationale in
Paris. Recently retired from the
University of Houston, where he
created the photography program.,
he currently lives in Wimberley,
Texas.

CHARLES MULLEN

(Sacramento, CA, 1937 - San

Francisco, CA, 1989)
Although never a professional,
Mullen was a guitar aficionado and
excellent photographer. Lived in
Madrid 1963-64 and was a
frequent visitor to Moron de la
Frontera and Sevilla in the 1960s
and 70s. Became friends with Paco
de Lucia and hosted him on his
many trips to California. His day
job was to manage luxury hotels in
San Francisco, where in 1966 he
married flamenco dancer Rosa
Montoya and where they lived
during their life together.

TAO RUSPOLI

(Thailand, 1975)
Raised in Rome and Los Angeles.
Received his BA in philosophy at
UC Berkeley in 1998. He is an
independent filmmaker,
photographer and flamenco guitar
player. He is also the founder of
LAFCO (The Los Angeles
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Filmmakers Cooperative), a
collective of artists and
filmmakers dedicated to creating
authentic non-commercially driven
work in film and music. With
LAFCO he has produced dozens of
documentaries and experimental
films, including one feature film.
Studied flamenco guitar with Juan
del Gastor in Sevilla where he
filmed Flamenco: a Personal
Journey. He lives with his wife,
Olivia Wilde, in Venice, California.

DANIEL SEYMOUR

(Chicago, IL, 1945 - Caribbean

Sea, 1972)
While growing up in Minneapolis,
MN, Danny became best friends
with Paco Grande, another
photographer and first husband of
the actress Jessica Lange. After a
number of years living in New
York, the two of them travelled to
Spain in the late 1960s to visit
Danny's sister Rosa Van Kirk, who
was deeply involved in the
flamenco world and at the time
was living in Setenil de las
Bodegas with the great festero
Anzonini del Puerto. With Rosa's
help Danny photographed several
fiestas and shot a 16mm film of
gypsy guitarist Diego del Gastor
and other flamencos in Morén de
la Frontera that has become a cult
classic. His film, Flamencologia,
was lost for thirty years, as were
his photographic negatives, and
both have only recently re-
surfaced. The film was discovered
in Cuzco, Peru in the possession of
co-producer Paco Grande. As a
charismatic young man of 27,
already a ghostly, pervasive figura
in the NY art scene, he had just
published his first book of
intensely personal b/w
photographs (A Loud Song), kicked
his heroin addiction and had
health and fortune to look forward
to. In 1972 Danny bought a
sailboat and sailed into the

Caribbean. The sailboat was found
drifting off the coast of Colombia,
with no one on board. Danny
himself was never found.

MARIA SILVER,

MOREEN SILVER,

“MARIA LA MARRURRA”

(Jacksonville, Fl, 1942)
Studied at University of Georgia
where she read D.E. Pohren's
book at the University library.
Previously was involved with
country music in Jacksonville
where she met and photographed
both Elvis Presley and Johnny Cash.
Met guitarist Christopher Carnes in
a Mexico City tablao flamenco in
1960 after graduating from
University of the Americas and
moved to Spain where they were
married and where she has lived
ever since. While living in Moron
de la Frontera and other towns in
the flamenco triangle, she and
Chris recorded numerous fiestas
and private performances of many
of flamenco’s greatest artists.
Learned to play guitar to
accompany cante with Melchor de
Marchena, Parrilla de Jerez, the
Moraitos de Jerez, Diego del
Gastor and others. Studied cante
and recorded Juan Talega, who
was her mentor for many years.
She also studied with Antonio
Mairena and was encouraged to
record hours of song and flamenco
history, resulting in a significant
collection of unedited tapes and
documents. La Fernanda de Utrera
was another singer she loved and
spent hours listening to and taking
notes on how she used her voice
to improvise and interpret her
cante. Maria pursued a career as a
photographer in Madrid,
established Silver Press and
became an advisor to ministries of
Yemen and Spain. She has
numerous CD recordings of her
own music, has performed on TV



in the USA and Spain and was
included in the Rito y Geografia
del Cante film series.

PHIL SLIGHT

(New Zealand, 1932)
Studied Fine Arts in school, which
led to university teaching from
1968 forward in England. In 1961
he settled in Malaga for three
years, studied guitar with Rafael
de Antequera and Antonio Heredia
Vargas and was initiated into the
flamenco way of life. He was
introduced by New York writer
Paul Hecht (The Wind Cried) to
the flamenco network of the Pefa
Juan Breva in Malaga and to the
flamencos of Mordn de la
Frontera. His friendship with Donn
Pohren opened the door to a long
association with many of the
flamencos in Moron, especially
guitarist Paco del Gastor. In 1964,
Phil shared a pension in Madrid,
with Manolito de la Maria,
Anzonini and Paco del Gastor, who
were resident performers at
Pohren's pefia in “Los Gabrieles”.
It was a photographically rich time
for him. Phil’s English university
research was located in Spain,
which led to the organization of
several CD recordings for Nimbus
Records, including Cante
Flamenco, Cante Gitano and Paco
del Gastor's solo Flamenco de la
Frontera. His photography has
been reproduced in the journal
"Candil” and in D.E. Pohren’s
books, Lives and Legends and A
Way of Life.
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La X Convocatoria Cultural Internacional, correspondiente a la

XLIX edicion del Festival Internacional del Cante de las Minas (2009),
ha concedido el Premio de Artes Plasticas, en la modalidad de fotografia,
a FLAMENCO PROJECT.





