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In December 1969 dance critic Nancy Goldner described a recent performance by The Alvin Ailey American Dance Theater. Goldner wrote that the performers “seem to ask the white audience if we dare enter into their world, to suffer in it or to enjoy it.” She suggested that the performance contained material that was foreign and exotic to white audience members. She felt that the dancers were finest “either in raw anguish or cynical knowingness.” These extreme emotions made the audience feel like outsiders.  As Goldner noted, the performers “seem to confront the audience with their gutsy passion, their problems, and their good looks”[footnoteRef:1] (emphasis mine).  This sense of confrontation reveals the “otherness” the performers represented.  [1:  Goldner, Nancy. "Ailey and Masekela in N.Y." Christian Science Monitor 12 Dec. 1969, in “Alvin Ailey” Clippings File, Jerome Robbins Dance Division, New York Public Library (hereafter Ailey Clippings).
] 

	Goldner was describing African-American dancers expressing themes of anguish, oppression, and passion while telling their stories. The same impulses that drive narrative works by the Ailey company have inspired Andalusian flamenco dancers for hundreds of years. Flamenco is used to explore these emotions and convey the Gypsy struggle. This shared idea of oppression gave flamenco choreographer Mario Maya an entry point into Alvin Ailey’s choreography because it was at the root of the dance form he was already versed in.
	Mario Maya belongs to a class of contemporary flamenco choreographers who are praised for their ability to remain true to flamenco while still producing something new and exciting. These choreographers complicate ideas surrounding what is traditional by continually updating what has previously been done or explored.  
It is nearly impossible to explain why some works are intrinsically flamenco and others are not, and where the line between modern dance and contemporary flamenco is drawn. Therefore this paper does not seek to answer what makes a dance with new choreographic influences identifiably flamenco, nor does it try to examine whether or not the specific works analyzed in this paper are flamenco. Furthermore, this paper does not explore whether these outside influences make the flamenco performed “less” authentic. Instead, this paper examines the possible influence of Alvin Ailey on choreography by Mario Maya and his students, Belen Maya and Israel Galván. 
The connections being examined are not strictly choreographic ones. With various influences,  Mario Maya was able to update his interpretation of flamenco. This updated approach was met with good reviews from the flamenco community both inside and outside Spain. His choreography reached large audiences and enjoyed commercial success. This paper proposes that one of the reasons for Maya’s success, and subsequently his students’ success, is the time he studied at the Alvin Ailey school in the early 1960s.[footnoteRef:2] Studying modern dance in New York gave him a more global perspective. Ailey and Maya’s choreography can be linked not only in cultural terms, but also in human ones. This shared understanding of intent allowed Ailey’s influence to be incorporated seamlessly into Maya’s work. A non-flamenco perspective can also be felt in the choreography of Mario Maya’s students, Belen Maya and Israel Galván.  [2:  Anna Kisselgoff. "Mario Maya, 71, Interpreter of Flamenco Style," The New York Times, 4 October 2008: C10.
] 

Literature and Methodology 
	This paper utilizes the connection between Alvin Ailey and Mario Maya as a way to see the effect of globalization on flamenco. It relies on performances, both live and recorded, as a means of analyzing choreography. From Alvin Ailey’s repertory I have focused on Blues Suite because it deals with the theme of African-American oppression and was created before Maya enrolled at the Alvin Ailey school.[footnoteRef:3] I watched the short segment that appears on the Alvin Ailey website under “Repertory”[footnoteRef:4] and a full recording at the New York Public Library’s Jerome Robbins Dance Division.[footnoteRef:5] Israel Galván is the only performer I have seen live; I witnessed him perform La Edad de Oro at the Joyce Theater.[footnoteRef:6] To analyze Belen Maya I have relied on an edited clip of Alegres para Personas Tristes, released before the work was performed live.[footnoteRef:7] I also watched her perform in the Carlos Saura film Flamenco, though I chose not to analyze the segment because the filmmaker does not make it clear if she is performing her own work.[footnoteRef:8] I analyzed Mario Maya’s choreography in the same film, focusing on his choreography for Martinete.[footnoteRef:9] I viewed the film in its entirety to understand its context and its relationship to the other works depicted.  [3:  Kisselgoff, C10.]  [4:  Alvin Ailey American Dance Theater Website. <http://www.alvinailey.org/>, (11 November 2012).]  [5:  Alvin Ailey American Dance Theater: Three by Three. Dir. Patricia Birch.1985. Videocassette.]  [6:  La Edad De Oro. Israel Galván. Joyce Theater, New York, 21 September 2011. ]  [7:  "Belen Maya DUOS BAILES ALEGRES PARA PERSONAS TRISTES.” 5min. , 6		 February 2010. <http://www.youtube.com/watch?v=8L6LTQP-yWI> (11 November 2012).]  [8:  Flamenco. Dir. Carlos Saura, 1 hr. 40min. , 1995, New Yorker Video, DVD.]  [9:  Flamenco, Saura.] 

I used movement analysis to establish similarities and differences of style and theme and to better understand the vision of the creators. I relied on my training in dance criticism to understand the reactions of audiences watching these performances and to discern subtle differences in the choreographers’ artistic choices. 
Reviews were used to understand the critical reception of these works and evidence of whether the latter were viewed as flamenco. Reviews were found both in online archives and in clippings files in the Jerome Robbins Dance Division.[footnoteRef:10]  [10:  “Alvin Ailey” Clippings File, Jerome Robbins Dance Division, New York Public Library ] 

Research for this paper employed the International Encyclopedia of Dance,[footnoteRef:11] Flamenco: Conflicting Histories of the Dance,[footnoteRef:12] and The History of Theatre in Spain[footnoteRef:13] for basic background information and for the historical context necessary to understand these contemporary artists. It is necessary to have an understanding of where flamenco originated and how it has changed in the past to understand the importance of its current shape, evolution, and relationship with outside influences. Official websites of the Alvin Ailey American Dance Company,[footnoteRef:14] Israel Galván,[footnoteRef:15] Belen Maya,[footnoteRef:16] and the Joyce Theater[footnoteRef:17] were also examined. Posted reviews and multiple languages on the websites helped inform me of the relationships of artists and audiences. [11:  Ninolchka Bennahum, Meira K. Goldberg, and Philippa Heale, International Encyclopedia of Dance.]  [12:  Michelle Heffner Hayes, Flamenco: Conflicting Histories of the Dance. (Jefferson, NC: McFarland &, 2009).]  [13:  Maria M. Delgado and David T. Gies, A History of Theatre in Spain. (Cambridge/New York: Cambridge University Press, 2012).]  [14:  Alvin Ailey American Dance Theater Website.]  [15:  Israel Galván Website. <http://www.israelgalvan.com/> (11 November 2012).  ]  [16:  Compañía Belén Maya Website.<http://www.belenmaya.com/>. (11 November 2012).]  [17:  Joyce Theater Website. <http://www.joyce.org/>. (11 November 2012).] 

Lastly, as a flamenco performer and enthusiast, I have used my personal relationship with the art form to inform this paper. I studied at the Garcia Dance Studio in Lompoc, California, for eight years under the direction of Laura Haas and participated in many local festivals and competitions, including Junior Spirit of Fiesta. I was trained in the use of castanets, trains, fans, and the flamenco drum, the cajón.[footnoteRef:18]  [18:  Garcia Dance Studio Website. <http://www.garciadancestudio.com/> (25 November 2012).] 

Recent live performances that are not discussed in this paper but helped educate my interpretation of the material include Battle of the Dance in Los Angeles,[footnoteRef:19] Carmen at the Metropolitan Opera House in New York,[footnoteRef:20] performances at Casa Patas in Madrid,[footnoteRef:21] Los Gallos in Seville,[footnoteRef:22] and Carmen at the Ballet Flamenco de Madrid.[footnoteRef:23] While in Spain I also took flamenco lessons at La Escuela Superior de Arte Flamenco in Granada. [19:  Battle of Dance, Anaheim, 16 June 2012. ]  [20:  Carmen, Metropolitan Opera House, New York City, 16 November 2010. ]  [21:  Flamenco en Vivo. Karen Lugo and Jose Maldonado. Casa Patas, Madrid. 29 May 2012. ]  [22:  Untitled Show. Los Gallos, Granada, 31 May 2012. ]  [23:  Carmen. Ballet Flamenco de Madrid, Teatro Nuevo Apolo, Madrid, 24 May 2012. ] 

Background
The origins of flamenco are unclear, but the golden age of flamenco is generally thought to have been the 1780s. Flamenco is the expression of Andalusian Gypsy pain resulting from a history of oppression. In the 1780s flamencos were known as dancers who were able to modify their performances by changing footwork segments on the spot or improvising with the musicians, highlighting a tradition of innovation as important, even intrinsic to this form.[footnoteRef:24] [24:  Hayes, 29.] 

Flamenco’s first twentieth-century international star was Antonia Mercé, known by her stage name, La Argentina. Mercé was born in 1890 in Argentina (hence her professional name), but both of her parents were Spaniards.[footnoteRef:25] Mercé toured all over the world, performing to original music by modern Spanish composers such as Enrique Granados and Isaac Albéniz as well as performing her own interpretation of Spain’s regional dances. La Argentina was trained as a classical Spanish dancer or bailarina:  she was “exotic” but simultaneously “dignified.”[footnoteRef:26] She is remembered for her contribution to castanet technique. [25:  Heale, Philippa, “Argentina, La," The International Encyclopedia of Dance.
]  [26:  Heale.] 

Flamenco’s next international star was Carmen Amaya. Just as Mercé’s choreography changed flamenco by being set to modern music and by her experiments with castanet technique, Amaya’s creations affected flamenco in dramatic ways, and her influence can be seen in the work of other dancers of her time, as well as in artists’ work today. Her stylistic changes are now fully incorporated into flamenco technique.[footnoteRef:27]			Amaya came from a long line of Gypsy performers and started dancing professionally at age four. Marketed in the United States as “ A Package of Primitive Passions,”[footnoteRef:28] Amaya, unlike La Argentina, was not a bailarina, but rather a “fiery, powerful, indomitable” Gypsy, a stereotype that has stuck with flamenco throughout the twentieth century.[footnoteRef:29] [27:  Goldberg, Meira K, “Amaya, Carmen," The International Encyclopedia of Dance.]  [28:  Goldberg.]  [29:  Goldberg.] 

Amaya’s most celebrated contribution to flamenco tradition was the introduction of cross-dressing in her signature alegrías. For this solo, she drew from both traditional male and female styles to create a dance that was uniquely her own.[footnoteRef:30] By practicing the technique of both men and women of her day, and freely combining the two, she was able to master footwork at speeds until then only performed by men. Because of her exploration of gender differences in flamenco technique, today both male and female dancers are capable of performing intricate footwork at staggering speeds. [30:  Goldberg.] 

Internationally renowned artists like La Argentina and Carmen Amaya popularized this renaissance of flamenco. Flamenco evolved as the venues for performances grew and dancers needed to adapted their acts for growing audiences. Steps and armwork grew bigger so as to be visible from greater distances while diminishing the earlier emphasis on footwork in dances performed in small spaces. Performers merged “traditional flamenco” with “Spanish classical dance” and “folk dances from various regions of Spain” for spectators unfamiliar with Gypsy culture.[footnoteRef:31] Touring companies composed of “neoclassical performers” helped further expose international audiences to flamenco. “Neoclassical” performers were inspired by flamenco that had been done in the past but they also increased the range of flamenco performance by adding castanets to the music, and thus presenting flamenco in an entirely new way. [footnoteRef:32] [31:  Goldberg.]  [32:  Goldberg.] 

Artists from other disciplines such as the poet Federico García Lorca and the composer Manuel de Falla felt that many performances of flamenco were becoming distorted and no longer were true representations of Andalusia culture. Falla undertook the restoration of flamenco rooted in Gypsy culture with El Amor Brujo in 1915, a work that sought to evoke traditional Gypsy dance.[footnoteRef:33] The revitalization of authentic flamenco continued in 1922 when Lorca, Falla, and Andrés Segovia, a classical guitarist, held a Concurso de Cante Jondo (Singing Competition). The competition focused on “cante primitivo andaluz” or “primitive Andalusian song,” as all three artists claimed Andalusia as their homes.  The very title indicated the artists’ belief that “pure” flamenco was a lost art that needed to be salvaged from the commercial flamenco to which it had been debased. These enthusiasts wanted to both to honor to flamenco’s past and to move it out of the popular realm; they wanted flamenco to be understood and acknowledged by artists, intellectuals, and connoisseurs as a “high art.”[footnoteRef:34] The contest’s goal was to create a means by which a popular tradition could move into the future and be made acceptable for a sophisticated, modern audience. [33:  Bennahum, Ninolchka, "Flamenco Dance," International Encyclopedia of Dance.
]  [34:  Delgado, 374.] 

The 1922 Cante Jondo competition was about more than dance. It was about the question of what flamenco truly was. Only cante jondo was allowed to compete, because unlike cante flamenco, which was popular in Europe on the music hall stage, it was deemed to be authentically Spanish.[footnoteRef:35] Though the Concurso was not effective in diminishing flamenco’s popularity in its more commercial forms, it did elevate flamenco’s artistic status and started a movement that included festivals and contests that continues to help preserve it today. Meanwhile, an “andalucista” movement was calling for flamenco’s recognition not as a Gypsy dance but as a “multiethnic” discipline. Followers of this line of thought believed that flamenco was a response to the oppression experienced by Andalusia thoughout its long history. [footnoteRef:36] [35:  Delgado, 378.]  [36:  Delgado, 375.] 

Debates about flamenco also reflected national politics. In 1936 “Generalissimo” Francisco Franco Bahamonde led the Nationalist forces in a rebellion against the Spanish Republic.  After a bloody civil war, the Nationalist forces came to power in 1939, and Franco ruled Spain until his death in 1975. Franco used flamenco as a cultural entity of export value and as a symbol of a Spain united under his rule. His Falangist party accomplished this by instituting the Ministry of Culture and Tourism. This ministry both controlled how Spaniards were exposed to cultures from other countries and how other countries accessed Spanish culture. The ministry created tablaos, cafes that exposed tourists to what some called “superficial” flamenco coupled with stereotypes of Spanish culture. In this use of flamenco, Franco did not feel threatened by Gypsies, probably because they were not politically organized.[footnoteRef:37] To some extent he protected them for their cultural value.[footnoteRef:38] [37:  Delgado, 381.]  [38:  Delgado, 382.] 

Franco wanted to present flamenco as a uniform phenomenon and tried to minimize geographic differences. Flamenco served as an instrument of Spanish diplomacy, an illustration of Spanish culture, and a distraction for tourists so that outsiders could not see the true effects of Franco’s rule over Spain. Nationalists purposefully utilized flamenco as a sign of peace after the civil war. The consequence was the emergence of artificial and imitation forms. As Franco attempted to commodify a diluted artistic form, others viewed flamenco as a way to show pride in one’s region of Spain. These dancers sought to highlight the differences in regional versions of the dance as a means of political expression. Many of these artists spent time in prison. [footnoteRef:39] [39:  Delgado, 382.] 

The most notable group that sought to dissociate flamenco from tablao performances was La Cuadra de Seville. Salvador Ta’vora, who founded La Cuadra, produced dances that used flamenco to express Andalusian nationalism and resentment against the government based in Madrid. The company’s main goal was to do away with pretty “tourist” flamenco and instead perform genuine, “authentic” flamenco. This “authenticity” came from expressing frustration with the policies Franco had imposed on Spain. La Cuadra was very successful both in Spain and abroad, and gave audiences a chance to see a version of flamenco other than the official one supported by the regime. La Cuadra, and other anti-Franco dance companies, showed that flamenco dancers began to regain control of their art in the 1970s. These artists revealed the durability of flamenco during Franco’s reign.  This also gave international audiences a window into the truth of Spainish politics and Spaniards a chance to share their art on their terms. [footnoteRef:40] [40:  Delgado, 383.] 

Israel  Galván
In the fall of 2011 the flamenco dancer and choreographer Israel Galván, along with his guitarist Alfredo Largos and singer David Largos, brought La Edad de Oro (The Golden Age) to the Joyce Theater in Manhattan.  On the second evening of the five-day run, the performance was broken up into different segments, totaling a 90-minute intermission-less show. Much of the choreography was repetitive. Galván incorporated steps of fast split weight, as seen in tap-dancing. He also integrated feminine arm stylings. He wore a simple, black, button-down shirt and tight black pants. Before complicated footwork segments, Galván would often quickly pull up on his pant legs as if they were hindering his ability to move. He also used his shirt as if it were a skirt, making sweeping motions with its small tails and even raising it high above his hips to exaggerate his movements. Galván incorporated ballet port de bras, which took the audience’s focus away from his footwork. He also performed gestures of reaching around his head and pulling on his eyelid or mouth and flicking his lips.[footnoteRef:41] [41:  La Edad De Oro. Israel Galván. Joyce Theater, New York, 21 September 2011. ] 

	The Largos brothers performed with intensity, David Largos singing with a smoky voice and Alfredo Largos playing the guitar with strong dynamics. Galván also contributed to the sound of the pieces with footwork and vocal sound effects. His aptitude for footwork allowed him to do rare and complicated combinations. Galván is the only dancer who can perform many of the arrangements in La Edad de Oro because of their virtuosity and idiosyncratic combination of movements.[footnoteRef:42] [42:  La Edad de Oro.] 

	 Galván is clearly trying to push the boundaries of flamenco.  By rejecting the form’s traditional masculine arms, he shows that he is trying to give  the dance a modern twist.  By presenting such a provocative form of flamenco through the use of movements associated with other dance styles, and by greatly increasing the “western” attributes of his dance he is attempting to blur the line between what is and isn’t flamenco.  Costuming was important to this endeavor. The use of his shirttails to make skirt-like motions is almost a reverse homage to the cross-dressing performances of Carmen Amaya. Sometimes Galván purposefully does not match his movement movement with the passionate music. Instead, he creates a dynamic contrast by doing a soft, ballet-like gesture while the music rises to a crescendo or performs butterfly hands up the side of his face like a female dancer. This challenges conventional ideas of how men should dance as well as introducing movements associated with dances of other countries. Throughout this he still remains well within the boundaries of what is considered unequivocally flamenco. He distorts his face by pulling on it and executes steps that appear to have a frontal nature, but performs them facing away from the audience.[footnoteRef:43] Galván is not alone in this approach, but belongs to a tradition of male performers who assert a different perception of the male role in flamenco by intentionally working against gender norms. [footnoteRef:44] [43:  La Edad de Oro.]  [44:  Delgado, 388.] 

During the encore, the musicians offered a critique of Galván’s innovative choreography. Galván took on the role of the singer, and David Largos became the guitarist. The star of the encore was the guitarist Alfredo Largos, who danced. Not only did he perform real steps and complicated patterns, he also openly mocked Galván’s choreography. He lifted his shirt and shook his hips at the audience, did an exaggerated version of Galván’s lip-flicking gesture, and imitated several of Galván’s signature lunge positions while making faces or winking at the audience.[footnoteRef:45] As this show ran for multiple nights in New York, and Galván did not storm off the stage, it is clear that he accepts and even encourages this critique of his dancing by Largos, so as to point out important elements in his choreography. By permitting this satire of his added arm work and gestures, Galván informs the audience that they are intentional.    [45:  La Edad de Oro.] 

	The advertising of the show as flamenco indicates that Galván considers himself a flamenco dancer, and the theater acknowledges the same. The Joyce is a New York theater founded in 1982 “by dancers for dance” that prides itself on presenting dance from the “time-honored to the untried.” [footnoteRef:46] The billing of this show as flamenco was intentional. The encore exhibited the intentionality of Galván’s artistic decisions. By mocking the special features of his performance, the encore highlights the originality of his choreography.  [46:  Joyce Theater Website.] 

	In 2005 Galván was awarded a National Dance Prize from the Culture Department of the Spanish Government in the category “Creation” based on two pieces of choreography: Arena and La Edad de Oro. He received this award “for his capacity to generate new creation in an art such as flamenco without forgetting the real roots that have sustained it to the present day and that make of it an universal gender.” [footnoteRef:47] On October 15, 2012 Galván won a Bessie for “outstanding production of a work that stretches the boundaries of a culturally specific form,” again for La Edad De Oro.[footnoteRef:48] The award was earned for “astonishing audiences with idiosyncratic kineticism, rigorous intellectualism, and thrilling use of boundary-breaking movement elements, in a stark and startling dialogue between Flamenco’s golden age and its many possible futures.” [footnoteRef:49] These awards symbolize the importance of Galván’s ability to move flamenco forward by incorporating outside influences. The fact that the Bessie has a category that rewards “stretch[ing] the boundaries of a culturally specific form,” an event open to dance forms other than flamenco, emphasizes the current trend of “culturally specific” dances to evolve.[footnoteRef:50] [47:  Israel Galván Website.]  [48:  "Dance Report: Paul Taylor, Alice Tierstein, Israel Galvan, Yvonne Meier Bag			 Bessie Awards," In the Theater of One World, 16 October 2012. <http://theaterofoneworld.org/2012/10/16/dance-report-paul-taylor-alice-tierstein-israel-galvan-yvonne-meier-bag-bessie-awards/> (11 November 2012).]  [49:  "Dance Report: Paul Taylor, Alice Tierstein, Israel Galvan, Yvonne Meier Bag Bessie Awards." ]  [50:  "Dance Report: Paul Taylor, Alice Tierstein, Israel Galvan, Yvonne Meier Bag Bessie Awards." ] 

The New York Times dance critic Alastair Macaulay reviewed the show, claiming that Galván gives “the impression that traditional flamenco is too small to contain all he needs to do in terms of rhythm and drama.”[footnoteRef:51] By comparing what was presented to “traditional flamenco,” Macaulay identifies what is new and untraditional in Galván’s choreography while still being flamenco.[footnoteRef:52]  “As with many of the greatest flamenco dancers,” Macaulay writes,  “the intensity with which he presents himself is always on the cusp of absurdity,” but that is “enjoyable” and “witty.”[footnoteRef:53] He feels Galván avoids formulaic flamenco and performed with mastery. Macaulay continues by explaining the title La Edad de Oro. According to the program notes, there is a belief that flamenco reached the peak of its glory in the late 1800s and early 1900s. This title plays into the idea that a “new golden age” is here in flamenco.[footnoteRef:54] [51:  Alastair Macaulay, "Showing His Mastery Just By Standing Still," The New York Times, 22 September 2012: C4. ]  [52:  Macaulay, C4.]  [53:  Macaulay, C4.]  [54:  Macaulay, C4.] 

	Galván first premiered his work in ¡Mira!/ Los Zapatos Rojos in 1998. Critics hailed the performance as “effectively a revolution in the entire conception of flamenco shows.” Ángel Álvarez Caballero, a dance critic featured on Galván’s website, wrote in 2004 that “ he is ahead of his time because no-one else has ever danced in that way.” [footnoteRef:55] He comments on another one of Galván’s works, Arena, which depicts a bullfight without commenting on the morality of the event. One section is performed in a rocking chair. Referring to this, Caballero asks, “Can we call that dance? This question returns several times during the course of his interpretation.”[footnoteRef:56] Galván reproduces this review on his official website, suggesting that he wants these questions to be associated with his performances and takes pride in the ambiguity of the kind of dance he is performing. He is purposefully complicating the definition of flamenco in his performances, attempting to keep his choreography identifiably flamenco and identifiably his.  [55:  Caballero, Ángel Álvarez. "Audacity." El País, 10 May 2004, translated on Israel Galván’s Website.
56  Caballero.
]  [56: ] 

Many flamenco critics feel the dance is currently trapped between its past and future, trying to freeze well-loved images while also allowing room for new explorations, like the ones Galván presents.[footnoteRef:57] Today’s flamenco dancers are forced to decide what flamenco they will perform and what they want to communicate about it to the dance community as authentic and value. Galván’s awards, one from the United States and one from Spain, show that something about his choreography has managed to move the form forward, while maintaining an aesthetic that allows it still to be classified as flamenco. [57:  Delgado, 388.] 

Belen Maya
Belen Maya is another artist who has altered the way flamenco is performed and viewed. Maya, again, is known for innovation, and manages to remain identifiably within the flamenco tradition. Maya performed with three other female artists in the New York Flamenco Festival in 2008. In a review for the New York Times, critic Jennifer Dunning wrote that the four women, including Maya, who starred in Mujeres (“Women”), offered “stunning proof that the old art lives on most vitally in committed new interpreters.” [footnoteRef:58]Among the innovations she singled out was the costumes made of “body-hugging stretch gray fabrics.”[footnoteRef:59]  “Everyone knows,” she claimed, that “flamenco is an art of fiery passion,” adding that something about the way these performers danced “did not look like traditional flamenco.”[footnoteRef:60] In Dunning’s view, Maya’s duet with Rocio Molina, another one of the performers, could have “been performed on a modern-dance program.”[footnoteRef:61] [58:  Jennifer Dunning, “Women of Flamenco Expand the Edges of Passionate Tradition," The New York Times, 18 February 2008,E.5. ]  [59:  Dunning, E5.]  [60:  Dunning, E5.]  [61:  Dunning, E5.] 

At the same time, Dunning explains, “the body lines, the reach of the voice, and the pushing, seething impulse to action immediately identified the three pieces as flamenco.”[footnoteRef:62] Dunning also comments that this departure from tradition allowed the performers also to abandon clichés. Dunning noted in her review of Maya modern flamenco artists are distancing themselves from what flamenco looked like in the past. They are actively seeking to set their choreography apart, but also to remain sufficiently true to flamenco’s roots so they are still identified with the genre. According to Dunning, Maya and Molina are challenging gender stereotypes—both those seen in flamenco and those in society. [footnoteRef:63] [62:  Dunning, E5.]  [63:  Dunning, E5.] 

This examination of gender roles can be seen in Maya’s collaborative piece with Olga Pericet, Bailes Alegres para Personas Tristes (Cheerful Dances for Sad Personas).[footnoteRef:64] Maya conceived this work out of her frustration with the “individualism prevailing in flamenco dancing.”[footnoteRef:65] When discussing her work, Maya is quoted as saying, “We flamenco dancers are like islands; each one working in his own territory, isolated and alone, without sharing anything with others.”[footnoteRef:66] Maya is a strong believer in collaboration, and presented two pieces in the Festival de Jérez with cantaora Mayte Martín before beginning this collaborative piece with Pericet.[footnoteRef:67] [64:  "Belen Maya DUOS BAILES ALEGRES PARA PERSONAS TRISTES.” 5min. , 6 February 2010. <http://www.youtube.com/watch?v=8L6LTQP-yWI> (11 November 2012).]  [65:  "Belen Maya Teams up with Olga Pericet in Bailes Alegres Para Personas Tristes," Flamenco-World, March 2010. <http://www.flamencoworld.com/artists/pericet_belen_maya10/pericetbelenmaya07062010.htm> ( 11 November 2012).]  [66:  "Belen Maya Teams up with Olga Pericet in Bailes Alegres Para Personas Tristes.”]  [67:  "Belen Maya Teams up with Olga Pericet in Bailes Alegres Para Personas Tristes.] 

Bailes Alegres contains many references to lesbianism. When Pericet stands in front of Maya, Maya caresses her head. Pericet seems to give in and wraps her right arm around Maya until Maya rests her head on Pericet’s back. Later, in a tender moment that conjures up images of the fear and uncertainty associated with romantic relationships, the dancers both hold their own trains and, standing back to back, begin to trade them, but then quickly, as if afraid, snap back to not facing each other, as if they are frightened of giving up their skirts. On the second try, Maya successfully gives her skirt to Pericet. Another moment of sensitivity occurs when Pericet holds Maya’s train to her cheek as she looks tortured at Maya, who is dancing as if Pericet were not there. Pericet then quickly turns to look away, still holding on to Maya’s train and begins to shake her right leg like a dog. This forces Maya to look at Pericet.[footnoteRef:68] [68:  "Belen Maya DUOS BAILES ALEGRES PARA PERSONAS TRISTES.”] 

There are several moments that decidedly break with the stereotype of beautiful women. At different points both dancers perform a turn where they hunch over, and, holding their hands like claws, spin around themselves. Pericet also uses these claw-like hands to make a motion gesture of ripping out her lower abdomen, a clear gesture to the site of her ovaries. As she abruptly opens her arms, she throws back her head as if in pain. [footnoteRef:69] [69:  "Belen Maya DUOS BAILES ALEGRES PARA PERSONAS TRISTES.”] 

	Maya and Pericet each have moments when they seem to gain control of the relationship between them. Pericet lifts Maya off of the ground and places her on the other side of her, demonstrating a strength in partnering that is generally associated with male dancers. Later, Maya places her hands on Pericet, one on her back and one on her chest, right above Pericet’s breasts. She proceeds to move Pericet’s torso in circles while Pericet looks forward and clenches her fists.[footnoteRef:70] These references challenge the strongly differentiated male and female roles prevalent before Carmen Amaya’s time.  In her works Belen Maya is reacting to current social issues, such as changing views of sexuality and what is socially acceptable for a female to do or convey. [70:  "Belen Maya DUOS BAILES ALEGRES PARA PERSONAS TRISTES.”] 

	The strain of masculinity notably absent is the footwork. There are random stomps, but no long combinations or sections that match or play with the music’s rhythms. As footwork is one of the main features of flamenco, the statement by Dunning must be revisited. What about this performance makes it undeniably flamenco?
	The dancers are wearing traditional trains, which are long and ruffled, but they use them in untraditional ways, by picking them off of the ground, shaking them with their hands, and holding the other’s, allowing them to twist into a knot. There are moments of feminine arm work, but there are also sections where the dancers move their arms and hands quickly, without affecting their upright torso, that could come straight out of a modern dance piece.[footnoteRef:71] [71:  "Belen Maya DUOS BAILES ALEGRES PARA PERSONAS TRISTES.”] 

	With these modern influences, Belen Maya and Israel Galván have been hailed in the New York Times as “the most brilliant experimental flamenco dancers of today.”[footnoteRef:72] Something about their choreography is able to speak both to Spanish and to international audiences. They do this by using the medium of flamenco, but drawing on themes that audiences can relate to.[footnoteRef:73] [72:  Kisselgoff, C10. ]  [73:  Kisselgoff, C10.] 

Mario Maya
Both Belen Maya and Israel Galván  studies with Belen Maya’s father, Mario Maya. Galván joined the Compañía Andaluza de Danza in 1994, under the direction of Mario Maya. Maya had lived in New York City in the early 1960s and studied modern dance at the Alvin Ailey school.[footnoteRef:74] This led to the incorporation of modern influences into his work and new ways of dealing with flamenco’s traditional themes, which can still be seen in the work of his students Belen Maya and Galván.  [74:  Kisselgoff, C10. ] 

	Returning to Spain, Mario Maya choreographed and performed Martinete in Carlos Saura’s film Flamenco.[footnoteRef:75]  Maya begins the piece sitting on a stool, snapping a complex rhythm while opening his hands above his head and down to his waist. He then snaps into lunge positions while utilizing the chair for support. Martinete slowly builds with footwork until the two background dancers attack Maya, viciously grabbing his hands and holding them behind him.  Maya tries to use footwork to escape, but ends up remaining bound while he does footwork horizontally across the stage, painstakingly dragging the other dancers with him. Finally, he reaches a moment of exasperation, accompanied by an audible breath and followed by less structured footwork, which gives the impression of struggle. This is followed by softer-sounding footwork, with many brushes using the tip of the toe. The footwork is full of foreboding, as if Maya is being paraded to an executioner. The march ends with Maya caught between the two men. They begin to dance around him without letting go of his arms, as if wringing him out, while his face expresses distress. Finally he breaks free and reaches toward the camera as if looking for compassion, which he never finds. The piece ends with him dropping to the ground with a defeated look on his face. This struggle causes him to expend more energy because he has to move them with him, which adds to the pervasive sense of exasperation and frustration.[footnoteRef:76]  [75:  Flamenco, Saura.]  [76:  Flamenco, Saura] 

Another one of Mario Maya’s famous choreographies is called 3 Movimentos Flamencos (Three Flamenco Movements), which premiered in Seville in 1991 and won a National Award of Dance from Spain’s Ministry of Culture in 1992.[footnoteRef:77]  A review published in Diario 16 called him “a genius who is rebellious by taste and temperament, but still traditional and classical.”[footnoteRef:78] In November 1994 the piece was brought to the Joyce Theater.[footnoteRef:79] The press release described him as “a Gypsy from the caves of Sacromonte in Granada.”[footnoteRef:80] [77:  Audrey Ross, “Mario Maya Flamenco Dance Company in the U.S. Premiere of ‘3 Movimentos Flamencos.’ ” Press Release 1993. ]  [78:  Ross.]  [79:  Ross.]  [80:  Ross.] 

The work contains three sections. The second, called “Ah! Pon Tu Cuerpo A Tierra” (Oh, Put Your Body to Earth), is specifically meant to speak about oppression in a general sense.[footnoteRef:81]  Susanna Sloat explains in her review that the show successfully makes flamenco accessible and effortlessly incorporates other dance styles. She writes, “the dancing of the corps de flamenco combines flamenco feet and hands—stomps and claps—with more fluid movements of the arms and feet—turns, glides, lunges, rocks. Whether the latter are derived from Spanish dance, ballet, modern, jazz— forms closely associated with Ailey — or other sources, they fuse with flamenco elements to form a complete hybrid form, without seams.”[footnoteRef:82] Sloat went on to identify Maya’s use of other influences to make statements, such as the fact that the musicians play drums similar to the ones made by Cuban slaves. This subtle stylistic touch helps elevate the theme of Andalusian oppression to a global scale.[footnoteRef:83] By using other dance styles and drums from another culture, Maya is making his piece about the human experience in general. Oppression is expressed by using the dynamics of the group to highlight an outsider and by the use of facial expression and body movement to convey physical pain. The expression of physical pain is both a literal representation and metaphorical symbol for emotional pain. [81:  Susanna Sloat, "Mario Maya's Flamenco Dance Company: 3 Movimientos Flamencos," Attitude 10,	No. 1 (1994). ]  [82:  Sloat.]  [83:  Sloat.] 

The review once again pointed out that Mario Maya is innovative in his flamenco choreography without taking it too far: “Perhaps it is his thorough immersion in the flamenco tradition that allows him to be so bold in transcending it.”[footnoteRef:84]  Sloat speculates he has definitely introduced something new into the flamenco genre, but this new content does not contradict the ideas that flamenco was built on—the themes intrinsic to its storytelling such as an unjust cultural history. The review ends with an assertion: “For anyone who loves flamenco, who enjoys seeing it successfully transformed into something new as well as retaining all its old passionate glories, that was satisfying.”[footnoteRef:85] Mario Maya died on September 27, 2008.[footnoteRef:86]  In an obituary by Anna Kisselgoff in the New York Times, he was described as revolutionary.[footnoteRef:87]  He believed, she wrote, that “flamenco could be radically renewed and yet remain true to its essence.”[footnoteRef:88] His ability to bring himself personally into his dances helped make them accessible audiences. [84:  Sloat.]  [85:  Sloat.]  [86:  Kisselgoff, C10. ]  [87:  Kisselgoff, C10. ]  [88:  Kisselgoff, C10.] 

In an interview with Don Oscar Becque, Ailey confessed, “ Being a Negro, my compositions come out of my very personal feelings about my themata.”[footnoteRef:89] Blues Suite, a multi-section dance set to blues music about the trials of African-Americans, was originally performed in March 1958. This was only three years after Rosa Parks refused to give up her seat on a Montgomery bus and one year after Eisenhower used federal troops to integrate Little Rock High School.[footnoteRef:90]  Storylines of Blues Suite range from the tribulations of jobs to love triangles to seduction. The note from the 1959 “Jacob’s Pillow Dance Festival” program read: “The musical heritage of the Southern negro remains a profound influence on the music of the world. The first blues sprang full bloom from the field, levees, saloons and bawdy houses; indeed from the very souls of their creators.”[footnoteRef:91] One review in the Washington Post went so far as to say, “the blues have been around for a long time and they speak for people who perhaps have no other voice half so telling.”[footnoteRef:92] This highlights the music’s function to of expressing the feeling of people whose story might be left untold. Ailey’s use of this music is another attempt at sharing their story. [89:  Don Oscar Becque, "Dance Conversations," Ailey Clippings.]  [90:  Naima Prevots, Dance for Export: Cultural Diplomacy and the Cold War. (Hanover, NH: Wesleyan University Press, 2001), 96-97. ]  [91:  Blues Suite Performance Program, Jacob's Pillow Dance Festival, 1959, Ailey Clippings.]  [92:  Paul Hume, "Dance Festival Opens Stand at Amphitheater." The Washington Post, n.d., Ailey Clippings ] 

In the film Alvin Ailey American Dance Theater: Three by Three Ailey explains that the inspiration for Blues Suite were his “blood memories” from growing up in Texas in the 1930s.[footnoteRef:93]  The work is violent. It opens with dancers fighting each other and using shawls to strangle one another. This violence moves into a faster all male section. The men appear to be workers and perform various virtuosic jumps and turns. One segment includes fast horizontal arm work where the torso remains stationary, evocative of a section from Belen Maya’s Bailes Alegres para Personas Tristes. Next the women dance. They are dressed in all white and convey their sadness by convulsing at the end of movement segments, as if they are sobbing. They also perform a stabbing gesture, which references their ovaries, using the destruction of a female organ to make a statement about gender the same way Belen Maya now employs this imagery in her work.  [93:  Alvin Ailey American Dance Theater: Three by Three.] 

	The work then becomes a duet for a man and a woman. The woman attempts to shoo away the man with her shawl, which prompts him to grab her by the wrists, exercising his physical dominance over her.[footnoteRef:94] This is the same use of corporeal restraint that can be seen in Marinete. The woman goes on to shake her shawl in frustration, the same way Belen Maya shakes her train.  [94:  Alvin Ailey American Dance Theater: Three by Three.] 

	The exploration of what is and is not appropriate sexually is also explored. In a long sequence of partner dancing a male dancer in green chases the female dancers as they weave in and out of the other couples. The other dancers only act annoyed at his antics until he accidentally cuddles up to another male dancer. This is not acceptable and the other dancers begin to beat him to the ground. For the rest of the dance this dancer is treated as an outsider while the rest of the dancers perform in unison. The work ends with bells tolling in the background while the “outsider” has a breakdown sitting on a stool downstage of the rest of the ensemble.[footnoteRef:95] [95:  Alvin Ailey American Dance Theater: Three by Three.] 

	This piece represents various forms of oppression. Subjugation based on gender within a subculture is the theme most deeply explored. The all-male number is upbeat, whereas the all female-number is sad with many self-destructive gestures. In the duet, even though the female dancer attempts to exhibit authority over her assumed lover, she is at the mercy of his every whim. He throws her around causing her to beat her chest with her fists in frustration. Gender inequality is seen again when the male dancer in green accidentally dances a in a homosexual manner and is exiled for the rest of the piece. Perhaps this treatment refer’s to the segregation of African-Americans in American society or the exclusion Ailey felt as a closeted homosexual. Blues Suite includes “strutting,” but the choreography is more meaningful than that.[footnoteRef:96]  A Dance Magazine article states that it reaches as far as the “hopeless world from which came the blues.”[footnoteRef:97] [96:  "Alvin Ailey and Company," Dance Magazine, May 1958, Ailey Clippings.]  [97:  "Alvin Ailey and Company."] 

Though there are some choreographic similarities, the real connection between Ailey and Mario Maya can be seen in the way both choreographers use dance to express themes important to their societies. They do this not only to inform the audience but also to convey the experiences of oppression they themselves have experienced. As Ailey wrote in his autobiography, “In the 1940s and 1950s the American dance world practiced a pervasive racism. For a variety of reasons: Our feet weren't shaped right, our butts were too big, our legs wouldn't turn out correctly.... The people who ran the major and minor ballet and modern dance companies coldly rejected, and broke the hearts of, many aspiring young black dancers."[footnoteRef:98]  African-Americans were told that their bodies were wrong for modern or ballet. Ailey invented steps that not only told their stories, but that he and his dancers could perform with authenticity.[footnoteRef:99]  [98:  Becque.]  [99:  Prevots, 97. ] 

In August 1959, Ailey’s company was invited to perform Blues Suite at the World Dance Festival in New York. The New York Times critic John Martin reported that Ailey’s was the least “authentic” piece on the program, questioning its categorization as a world dance, although he acknowledged Ailey’s use of “traditional material” to create a dance that expressed cultural issues.[footnoteRef:100]  Walter Sorell, writing in the Providence Sunday Journal, explained that the week-long festival was in Central Park included performances by the Haitian company of Léon Destiné and Fred Berk’s Hebraica Dancers.[footnoteRef:101]  [100:  John Martin, "Dance Festival Offers 5 Groups," The New York Times, 4 August 1959, Ailey Clippings]  [101:  Walter Sorell, "World Dance Festival," The Providence Sunday Journal, 9 August 1959, Ailey Clippings ] 

In the Washington Post, Paul Hume observed that the narrative thread in Blues Suite was two brothers in love with the same woman, and that a flamenco number by, two unidentified male performers had the same storyline treated in a completely different way.[footnoteRef:102] “Here,” wrote Hume,  “we have a dramatic illustration of the power of dance to tell a story in many different ways. For few things are more widely separated in technique and impact than the rapid fire beat of the flamenco heels is from the anguished lament and movement of the Blues Suite.”[footnoteRef:103]  Mario Maya was able to bridge these different choreographic worlds, and in doing so created a flamenco dance that satisfied traditionalists, excited fanatics, and communicated with an international audience.  [102:  Hume.]  [103:  Hume.] 

In 1961 the Ailey Company was selected by the American National Theatre Association (ANTA) in conjunction with the U.S. Department of State to represent American dance in a tour of Asia.[footnoteRef:104]  Dance Magazine explained that they served as “ambassadors of American Folklore.”[footnoteRef:105] Ailey’s dances of oppression were utilized for cultural exportation, just as Franco had used flamenco. Later, Ailey spoke about his frustration with the government being more concerned with the representation of American culture outside of the United States than for its own citizens.[footnoteRef:106] [104:  "Dance Briefs." New York Herald Tribune, 17 June 1962, Ailey Clippings.]  [105:  "Export to Orient," Dance Magazine, February 1962, Ailey Clippings. ]  [106:  Prevots, 96.] 

The company asked to tour as representatives of the United States in Africa in 1958 and again in 1959.[footnoteRef:107] Both times the dance selection committee did not feel the company was ready to tour, but rather wanted “a Negro dance company for Spoleto next summer” of  better known artists.[footnoteRef:108]  A year later no new company had been invented, and sending the Ailey company abroad was revisited. The panel felt “ that this Dance Company was not of the caliber to bear any designation as the official representatives from the United States,” so again they were turned down.[footnoteRef:109]  Finally in 1961 the panel “enthusiastically” agreed the company was ready to tour for the U.S.A.[footnoteRef:110] The panel felt that Blues Suite was not suitable for touring.[footnoteRef:111] [107:  "Export to Orient."]  [108:  "Export to Orient."]  [109:  "Export to Orient."]  [110:  "Export to Orient."]  [111:  Prevots, 96-97.] 

Conclusion
	It can never be determined exactly how much of an effect studying with Alvin Ailey had on Mario Maya’s choreography, and how much of this influence can be seen in Belen Maya and Israel Galván’s choreography. What is clear is that all of these choreographers use dance to express the stories of oppressed persons. This connection allows their aesthetics to sit easily with one another. Mario Maya’s choreography has been able to stay true to flamenco because he was influenced by a dance style that did not question his motives for dancing or choreographing, but rather exposed him to other means through which he could tell his story. By keeping the emotional content consistent, he was able to change the choreographic content without changing the meaning of flamenco or the feeling it produced in an audience.
	Furthermore, both Ailey and Maya were successful because they were able to make works based on personal experiences but framed in a way that audiences could accept them. By tapping into themes that could be understood globally, their dances were able to transcend national boundaries. This is demonstrated by the fact that the works of  Ailey and Maya were well received in their countries of origin and abroad.
	Now Belen Maya and Israel Galván have continued what Mario Maya started. They explore different ideas regarding oppression, such as gender expression, but still project themes associated with flamenco in order to do so. Their works are also able to transcend borders, allowing flamenco to globalize successfully.
	This relationship between Alvin Ailey and Mario Maya represents a larger movement in the dance community. “Cultural dances” are no longer frozen in time or place. As artists cross national lines, they learn new techniques and, at the same time, take their dance forms with them. As travel is made easier by modern technology, the sharing of inspiration and artistic expression is also becoming effortless. Globalization affects not only material goods, but also of culture. This exciting new chapter in dance will allow the boundaries of many forms to be explored and will make dance a medium for understanding the shared human experience. 
	In “Dance Out of Pride,” an article published in May 1965, Ailey explained how meaningful he found making and performing his dances and how he shared this pride with his dancers: “Look what you’ve made! Look how beautiful it is. It’s yours. You did it out of adversity. Don’t you feel a little dignity about yourself? Be proud of it.”[footnoteRef:112] Just as the review by Nancy Goldner could have as easily been describing flamenco as it was describing Alvin Ailey’s work, his exhortations to his dancers could also express the emotions of flamenco dancers in sharing their culture and taking pride in using hardship as a source of artistic inspiration.  [112:  "Dance Out of Pride," Time, Ailey Clippings.
] 
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