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Dear Jaleo,

Thank you for publishing Suzanne Keyser's
articles (so far, Parts I and II, "Dance
Experiences in Spain," August and September,
1978). She is a sincere and compassionate
observer, and gives of herself, so that we
can see through her eyes; this makes her
work very useful source material. I hope
she will keep writing for you; she deserves
as much notice as her famous husband.

Thank you too, for your introduction to
my article "Diego del Gastor: Flamenco
Stories," September 1978. A minor correc-
tion: Manolito de Marfia was from Alcali
de Guadaira, and Juan Talegas from Dos
Hermanas; both are towns outside of (the
city of) Sevilla. Both visited Morén from
time to time. Their cante was much admired
there, and their traditions were closely
related to that of Morén, especially if
you care to think as far back as El Fillo
and Silverio, both of whom, according to
Pohren (Lives and Legends) lived there.

Sincerely,

Carol Whitney

Canada
P.S. Question for Michael Hauser: who is
the other singer besides Andorrano in La
Singla's company? I'm very curious!

-JALEO

The stylistic arguments you print are
gently amusing. They do of course indicate
strong personal investment in every position,
and that is good.

But-some of the worries seem to be saying
that only in flamenco is such violence of
position possible or important. But every
group in the arts does the same thing. The
accompaniment problems addressed by writers
in Jaleo are the same as those for any musi-
cal style. Similarly, improvisation, style,
etc, of the dance. Jazz musicians vent steam
over how long to hold or work on one chord; a
lead singer of worth never proceeds the
accompaniment; a modern dancer ought to lead
the accompaniment (not follow it); the pro-
blems of accuracy versus personality are
paramount.

As an art form, flamenco is little differ-
ant from any other type or style: it is not
born each time it is performed as if it were
born for the first time-~-it has been going on
for some time now--even though performers
must present the illusions of spontaneous
creation and, after practicing and perfecting
of a first experience. Flamenco suffers the
same problems as art forms do universally.
Without individual vitality which must in-.

clude individuality, no art form can continue
and prosper. Otherwise it is heartless
repetition.

The problem is: How many ways are there
to peel an egg? Answer: How many ways does
not matter that much. The point is: get the
shell off. Warning: Boil first.

Joseph Fischer
7525 Buckingham
St Louis, MO 63105

Dear Jaleistas:

Around 1967, I helped Morre and Estelle
Zatania with their flamenco newsletter, FISL,
in return for flamenco knowledge. 1In retro-
spect, I have found much of the technical
material of FISL invaluable, especially for
the "bread & butter'" work of flamenco. But,

because of lack of support and appreciation,
the Zatanias sold their hand-geared printing
press (they hand-printed all the issues),
put everything that they owned that would
fit into a Volkswagon camper and '"freighted"
themselves to Spain. They haven't been back
to the U.S. in 6 years.

I believe, as flamencos, we must help
Jaleo survive. Especially now, when we have
many more flamencos today than 10 years ago.
It's not likely that a newsletter of this
quality that takes SO much time and energy
can last on '"love'" alone. If anyone has
ideas on how to increase Jaleo membership so
that some or all of the staff can begin to
be compensated, please share them with Jaleo
in an open letter. La Vikinga and I are not
having much luck enticing people to be
members in NYC. '

Our most current project is to offer "fla-
mencos" a chance to video-tape a performance,
view, and evaluate the instant-replay at the
low cost of $5.00 per number....members of
JALEO: no charge. The notice was sent to
all studios in NYC where flamenco is taught
and rehearsed.

I would like to see more articles of per-
sonal experiences in Spain such as the most
recent ones of Suzanne Hauser, Carol Whitney,
and Suzanne Keyser. Not only are they (the
articles) excellent reading material but they
also give some clues on Spanish mannerisms to
the prospective traveler. Ole!

Sincerely,
Robert P. Reyes
New York

‘ LETTERS TO
i THE EDITOR ARE
J§ ALWAYS WELCOME .
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PUNTO DE VISTA

THE GUITAR SOLOIST IN FLAMENCO
by Bill Regan

It seems strange that many aficionados,
writers, and experts are quick to shoot down
the solo flamenco guitar. They point to Sa-
bicas, Mario Escudero, Serranito, Paco de
Lucfa, Manolo Sanludcar, Esteban Sanldcar,
Ramon Montoya, Nifio Ricardo, etc. as the lead
guys. Are these men so bad? Are they vil-
lians indeed? Or are they pointed to by

some critics for reasons not readily apparent,

Donn Pohren says he-prefers to listen to
guitar solos sandwiched between the real fla-
menco when hearing records. To Donn, a fal-
seta is indeed a sensory overload. Are we
to judge all soloists by their records only?
Are all soloists incapable of playing in
juergas? The answers are no, of course! If
you think the answer is yes, then judge Diego
del Gastor only by his 45 rpm and other solo
records, for a parallel judgement.

Does Pepe Martfnez really 'have no cojo-
nes''? Does Escudero ''need a refresher
course somewhere deep in Andalucia'"? Does
Paco de Lucia '"wade through an oil slick of
notes'? Again the answers are no.

The solo guitar in flamenco can be a very
valid form of expression. I'm tired of .
accepting such criticisms as: '"You play too
cerebral "; "too complicated'; "too musical"
"too technical," '"too guitaristie'. Will I
have to please you or myself in the final
analysis? Should I have a daily supply of
sodium pentathol to assure that I play the
"true flamenco?" Or can't I simply have fun
the way I choose, Donn, without having to
worry if I am right or wrong, good or bad,
gypsy or payo, if I please your taste or my
own? If I am to sacrifice my own happiness
for your approval, Donn,then I am truly
misguided.

To appreciate solo guitar is not to
hate cante and baile. Mature solo playing
can be a groove. Any dancers or singers who
put it down must be jealous. The guitarist
has historically been bossed around and been
made to feel of lesser importance. Now the
pendulum has swung. This is the age of the
guitar. Let us not be so narrow-minded as
to treat dance and song as inferior to the
guitar, however.

Areas to be appreciated in solo flamenco
guitar are not techniques alone, Technique
is necessary as we express ourselves through
it. Those who play without technique always
hear it more than those who have it and are

used to it. Sometimes guitarists who hurt
their hands become fans of a more simple,
but beautiful style in flamenco. Why can't
they see beauty in simple styles before -
their unfortunate accidents?

Another area to be appreciated is compo-
sition. Ideas are the life of music, of
which flamenco is no exception. The creative
guitarist is alive; at times breaking the
rules and confines of tradition, but always
returning to it for form. The creative
guitarist is a DOER, who doesn't need to
check with self-appointed critics for
approval. .

Finally to answer the question of compas,
many flamenco guitar students are pre-occu-
pied with compas. Compas is essential, but
not the only area to develop. Flamenco .com-
pas is necessary when playing solo or with
cante and baile. To be "on the money" is a
must, but not to the point of becoming a
drum. Tone, creativity, projection, dynamics
knowledge of what's been done, technique,
are as important as compdg. Also knowledge
of the cante and baile as well as a good
knowledge of the Spanish language will be
main contributors to the complete solo
guitarist in flamenco. This is my punto de
vista!l

(Bill is a flamenco guitarist living in
Denver, Cplorado.)

CORRECTION ’

Carol Whitney writes that two paragraphs
in Part II of her article "Diego del Gastor:
Flamenco Stories" (October, 1978) were
transposed, affecting coherence. Sorry,
Carol--that was a layout problem.

Carol says: 'The displacement causes one
awkward transition and one short-circuit in
a contrast I had intended. The two para-
graphs at the bottom of the second column on
page 15, beginning 'He also liked to be
reasonably comfortable' (and your editorial
note) belong near the top of the second col-
umn on page 17, after the line 'so he became
at ease and happy in his work.' If you make
this change mentally, you'll see that co-
herence is much improved. From pages 15 to
16, the idea of care~taking remains intact.
Perhaps more important, the examples of
Diego's liking for reasonable comfort and
reasonable payment supplement the one of
his enjoyment of fame (if it didn't threaten
his integrity), and they contrast with the
'flamenco story' of his 'total indifference
to fame and fortune.' The observation that
follows, that I didn't find Diego's priori-
ties eccentric, then takes on meaning."
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Senores, When?

By Antonio

(This article by Antonio, who is now
appearing in his farewell tour, appeared in
Madrid's ABC on March 2, 1978. We thank La
Vikinga for sending it to us.)

Translated by Paco Sevilla

There is an historical phrase that says:
"Whenever there is a Borbon on the throne,
one can expect an interest in the rebirth
(Renaissance) of the arts." I have faith
in this phrase.

The Spanish dance technique took its true
form at the end of the eighteenth century.
Lola Valencia was the first Spanish dancer
to initiate our technique in France. In the
Opera Theatre of Paris, the Spanish dancer
from Andalucia, Dolores Segal, became fa-
mous at the beginning of the nineteenth cen-
tury for her interpretation of '"La Cachucha'
in which passion, elegance, and subtle volup-
tuosity (characteristics of the Spanish tech-
nique) stood out. Fanny Essler learned the
Spanish technique in her time with Lola
Valencia and caused a sensation with her
Spanish dances accompanied by castanets in
the same Paris Opera Theater, La Taglioni,
who was in those times the queen of that
theater, likewise adopted the Spanish tech-
nique and in 1838, she danced "La Gitana" in
St. Petersburg with a clamorous success.
With all these famous dancers and some others
our technique spread all through central
Europe, reaching even to imperial Russia.

In Russia, the leading figure in this
movement was Marius Petipa, a French dancer
who visited us in 1842 and who, in 1843,

ARCORIO
andhls

ONLY NEW YORK APPEARANCES

_ Spanish Ballet

The tarewell tour of this brilliant and dynamic
Flamenco artist.

'Friday, November 17 at8 P M.

teamed with Mary Guy Stephen in "El Teatro
Circo" in Madrid. He learned our technique
and loved Spain very much; he loved it so
much that he tried to establish himself in
Madrid and to open a school of dance; he
offered his services to the authorities.
Upon being rejected, Petipa established him-
self in Russa, working in the Imperial Rus-
sian Ballet and immediately making himself
the standout among the choreographers of
that company. There he created '"ballets"
primarily of Spanish inspiration and tech-
niques.

Meanwhile, in Madrid, the theater dedica-
ted to opera and "ballet'" was being invaded
by foreign companies and was in the hands of
Domenico Rossi, who with his enormous, bril-
liant and costly '"ballet", had carried the
opera theater (subsidized by the State) to
an economic crisis, It had to close because
of severe criticism by the people of Madrid
because of the waste of maintaining foreign
companies, while forgetting the Spanish
artists.

Thus, the Spanish dance technique faded
in Spain and the zarzuela was born, a theat-
rical generally less costly and more popular;
the popular and regional dances were reborn
in the theater and in Spanish artistic life.
Qur dance declined in Spain to the point of
hiding in taverns, tablaos, festivals, etc.,
while the Spanish technique was reaching a
peak of splendor outside of our borders.

In face of such a neglect of the Spanish
art in our country, groups of dancers, big
or small, classical as well as regional,
popular or flamenco, adopted the name
"Ballet Espanol" and, with this error, the
"ballet' has been distorted to such a point
that today a company of dancers with the
name ""Ballet Nacional Espafiol" is going
around the world
executing dances,
but lacking in
what is needed to
be called a '"ballet
Exhibiting itself
with this name, it
has given rise to
foreign criticism
damaging to the

FOUR PERFORMANCES

urday November 18 at 8 P M.
Sunday, November 19 at 7 P.M. and 10 P. M.

Spanish art.
A "ballet", to

Seats now at the box office 57th & 7th Ave . or call CHARGIT (212) 239-7177

By arrangement with Me! Howard -
Tickets, sach performance: First Tier Boxes and Porquet $12.50;
Second Tier Boxes $10.00; Dress Circle S8.00; Balcony (front) $7.00, (rear) $6.00

Just Part Of The Excitement at Garnegie Hall

be considered as
such, needs a plot,a

libretto. It is a
story to which a
composer puts music
so that it can
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be danced and interpreted. Besides, a
"ballet'" needs a group of dancers who have
been taught and directed for a long time in
this difficult technique,

Today, unfortunately, a dancer who passes
through any dance academy and learns a few
steps, considers him or herself a dancer,
when in reality he or she has not passed
being an apprentice or a small child in the
art, But all of this bears a good part of
the blame for the non-existance in Spain of
a well organized National School of Ballet--
because certainly, in Spain, the '"ballet" is
ripe for organization.

A '"ballet" company, properly organized,
should consist of the following elements:

Main body composed of 24 dancers of both
sexes (12 and 12).
Four soloists of both sexes (two and two).
Four first dancers of both sexes (two and
two) .
Two artists invited according to the spe-
cialty to be interpreted.
Technical Core:

A secretary.
A coordinating director.
A choreagrapher.
A stage director.
A head electrician.
A head tailor (plus the seamstresses
needed).
A chief machinist,
A chief of "atrezzo".

" Musical Team:
A director of the orchestra.
A pianist.
Two guitarists.

Considering the complete lack of that
which I have listed above, we who have not
wanted to admit to a mediocrity in our artis-
tic capacity have gone to other countries
where we learned the techniques of the '"bal-
let" in order to later--with great effort--
organize our private companies following the
standards set down by the great Antonia
Mercé (La Argentina) in the 1930's. Such
private companies emerge with limitations of
all kinds; for example, when I formed my own,
I had to bring a teacher of the dance, Anna
Ivanova, who learned in the School of Dance
of the Russian Imperial Theater. 1 also
contracted as teachers, Goubet, Zaraspe,
Truyel, Perugini, and others, all of whom
helped to form over a period of years the
dancers involved with my "ballet" company;
all without any kind of help; all at my
expense.,

In order to create this private company,

I had to involve myself as first dancer,
choreographer, stage and lighting director,
and a long etcetera of artistic work. Also,
on many occasions, I had to choose "ballets'"
that were completely acceptable to foreign
audiences in order to insure long tours out-
side of Spain that would enable me to main-
tain the company. Apart from all this work,
I had to struggle constantly with the dan-
cers; just when they had begun to learn some-
thing, they would abandon their serious work
and go out to the salas de fiesta, cabarets,
etc.,, and in exchange for a greater economic
renumeration, generally lose some part of
their technique and, of course, prostitute
their dance. Today it is completely impos-
sible to maintain a private 'ballet' company
without adequate economic help.

Since my return to Spain in 1949, I have
been insisting to the authorities that they
look with more love and reality on the need
to create in Spain a National School of
Dance as well as in which the dancers, as in
other countries, once formed, can live and
dedicate themselves completely to the dance,:
performing in "ballets'.

During my long navigation through the
world of the dance, I have given life to
many ''ballets". But others, which I would
also have liked to bring to the stage be-
cause of their importance, have remained in
my portfolios; the circumstances just ex-
posed prevented me from realizing them in
Spain.

I believe I have demonstrated, as much in
my own country as outside of it, my capacity,
not only as a dancer, but as a choreographer
and director with my "ballet" company foun-
ded in 1953. Also, independently, I was
called by the Opera Theaters of Milan,
Buenos Aires, London, Paris, New York, and
Lisbon, to direct and mount my choreograph-
.ies such as, for example, "El Amor Brujo",
and "El Sombrero de Tres Picos" as well as a
new version of '"La Vida Breve', these being
from Manuel de Falla; and also ""Fantasfia
Galaica' of Ernesto Halfter, Falla's favo-
rite disciple, which has been incorporated
into the repertory of La Scala.

To finish, I would like to return to re-
membering the phrase with which this writing
began, this historic phrase that I hope will
become reality for the good of the Spanish
dance: "Whenever there is a Borbdn on the
throne, one can expect an interest in the
rebirth (renaissance) of the arts".

=S
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... sobre el haile

CHOREOGRAPHY AND FLAMENCO DANCE
PART I

One of the most exciting part of any
performing art is not only the performance
itself, but the creative process behind the
performance. In dance, it is the choreo-
graphy, the making of the dance that is ex-
citing in its technique, moving in its feel-
ing and sincere in its execution. Choreo-
graphy to flamenco rhythms is a very special
type of dance development and it is
approached in many different ways. I would
like to discuss some of the ways used by
different artists and also my own suggestion
in regards to the actual choreographic
.approach.

In flamenco, you will see some people
work from so called "pure improvisation",
and at the other extreme, people setting and
counting each and every compas. The most ex-
citing artists that I have seen, such as
Carmen Amaya, used a method in between the
two extremes. I wassurprised to find that
La Chunga, "Gitana Pura', when we worked to-
gether in the café de Chinitas in Madrid,
insisted on setting a fixed 'routine", in-
cluding the set falsetas and the number of
compases for each part of the dance actually
countad out. Anyone that thinks the practice
of the Spaniard in Spain is one of improvi-
sation would get a surprise awakening on the
subject. I feel that, unfortunately, the
exact setting of routines has become the
rule rather than the exception, even among
the best of artists. At the other extreme,
it is very hard to rely on "pure improvisa-
tion'", especially on a performing stage. We
are not machines and our emotions are just
not consistent. In an actual juerga, it is
very exciting and stimulating to try for as
much improvisation as possible, letting the
"feeling of the moment" guide the dance. On
a performing stage, whether nightly tablao
gig or concert stage, pure improvisation is
not the answer for artistic consistency. I
am not talking about a few desplantes for
bulerfas or a rumbita which should be left
for the moment, but I am talking about the
many heavier flamenco rhythms in the
repertoire.

When one really has his technique and
understanding of the flamenco rhythms under

control, then the approach to choreography
should be one of developing what I call a
frame. Simply speaking, know your beginning,
know your llamadas and desplantes, and know
your ending. This was Carmen Amaya's secret
and I saw her night after night create magic
with a balance of structure and improvisation.
Within the different llamadas and cierres
and q§sp1antes, trust yourself, do not count
compas, but be sensitive to the different
situations - for example, with a different
singer, singing longer or shorter letras.
Tell the guitarist a general frame and know
your music in such a way that you know pica-
do is for a certain feeling, as is thumb,
tremolo, arpeggio, rasgueado, etc. The
guitarist should be sensitive to this too,
and not stick in a falseta just because it
fits rhytmically. A soft tremolo obviously
does not go with strong heelwork. I will
write a separate article on how I feel that
singer, guitarist, and dancer relate, both to
each other and to the rhythms themselves and
the interplay between these three aspects of
flamenco.

I like to practice many individual steps
and movements within the different rhythms,
all with their own feeling, so that I will
have a storehouse to draw from when I feel
like improvising. I never set a rhythm by
the count of compd%. First of all, who wants
to count when trying to get into the dance.
Secondly, rhythm is only a part of flamenco
and it is too easy a trap to fall into.

It is the interpretation "between' the
rhythmical accents that is the essence of the
dance; the ability to get into the flow of
the rhythm, its sound, its melody, and the
totality of the music should be thought of
when choreographing.

When artists work together on a steady
basis, 1like Gary Hayes and myself, we work
together with generalities and basic feelings
as it is too easy to fall into "routine", so
I may say, for example, "I am setting a slow
soleares. The singer will sing one letra,
then I will do a paseo followed by a develop-
ment of footwork, then a second letra, etc.,
etc." 1In other words, we leave much room for
both to be satisfied; I do not tell him what
falsetas to play, as he is sensitive to the
feeling that we are trying to find and I
leave room to improvise within the set
structure,

A very good method of practicing so that
you can develop choreographies that look
completely different from each other, (it is
a bore to see a dancer do alegrias, soleares
and farruca and they all look alike), is by
taking any step, whether movement or foot-
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would come then? We don't want to limit our-
selves, we want the whole world to come and
see us."

--People who know say that the decadence
of flamenco starts when it is taken to the
theater stage. What do you think about
that?--

"The blame for the decadence of flamenco
falls on the recording companies and the ta-
blaos, who do not present the true flamenco
and who devote themselves to singers who have
nothing to do with authentie flamenco. The
public is being deceived and it accepts what
it is offered."

--Nevertheless, flamenco is being spread
out even at the university level, in the ma-
jor colleges, with Gerena, Menese, etc.--

"We are beginning to realize that flamen-
co is a wealth that must be respected and
spread. Until recently flamenco was limited
to the sehorito, the guy who had money and
could call a couple of gypsies, and for a
hundred duros ($6.00), a roast chicken and a
bottle of wine, he would have them singing
in his house until dawn. Luckily, that is
being lost."

--To what do you aspire with your dedica-
tion to flamenco?--

"Aspire? Nothing, this is our work, our
way of living. We do not want to deceive
anybody."

~-=And who do you think your audience is?--

"You have seen them in the theater: gyp-
sies, payos, young and old...'".

--Did you know that the gypsy congressman,
Juan de Dids (see article this 1ssue) had a
brilliant appearance in the "Cortés', defen-
ding the gypsies, and was greatly acclaimed,
and...?~-

"We don't know anything about politics.
Besides, gypsies don't have to defend them-
selves from anything because we haven't done
anything. What that congressman is doing,
that he takes care of our problems, seems
all right to me. We gypsies have a bad re-
putation, and we are people who don't mess
around with anybody. If somebody steals a
chicken, it is to feed his children. Be-
sides, there are payos who steal millions
upon millions of pesetas."

--You don't understand about politics,
but what do you think about the growing po-
liticazion of flamenco?--

"Hombre! I admire those who made social
and political criticisms when it could not
be done. But now that there is more freedom
I don't see any merit in the protest or poli-
tical song. I have recorded political
things. But now it would be child's play to
do it."

-~But you are the pampered children of
flamenco, with a certain progressive air,
participating in political meetings and re-
citals. Is this why young people like you
so much?--

"Young people like us because we are also
young and we feel in the same way as do the
young people. I cannot sing like Manolo
Caracol or Antonio Mairena. I like themvery
much, but I have lived in a different -
manner and my place in life is different."

~-Why do you call your show '"New Day'?--

"We like that expression because the new
day is full of sheets for reading and writ-
ing. The idea of working with the whole fa-
mily is originally ours. The Montoyas made
their living from their song and dance, in-
dependently from Lole and Manuel. One day
they came home because Lole was setting a
dance for Carmelilla. When I saw how the
staging and the decoration was, I thought
that in order for others to also use it, we
should stage the show together. We had more
pull than they did and everybody would come
out ahead."

--In the show you want to convey an image
of the life of the gitano canastero, but
doesn't it seem deceitful to represent that
life on stage? Isn't it tainted with cer-
tain falsehood and stereotyping?--~

"No! Besides, not many people know about
our lives and this is a chance to show it.
The image of the gypsy is that of a dirty
person who steals and pulls a knife at any
occasion. And this is not true. We are
people like everybody else; we live, suffer,
work. We are not without roots. OQur roots
are the family, friendships, and thousands
of daily things that comprise our lives."

--Do the people understand flamenco?--

"They don't understand it, but they feel
it. And that is what is important. My moth-
er was in the street, my father was thrown
in jail, and the children used to cry at the
convent gate. We have broken away from all
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purpose, always, should be enjoyment. Ob-
vious? Certainly. But you also have to
listen attentively, and for specific things.
What does that mean?

It means that you should try to discern
all the aspects of structure in both cante
and toque, because structure is the key to
understanding flamenco; it's the framework
on which all improvisation is created. The
only trouble is that unless you have an un-
usually mathematical mind, structure is hard
to hear until it's been pointed out. There-
fore I'm going to concentrate on structural
aspects of flamenco in this series. I hope
that after reading each article, you will be
able to listen for more detail in your
recordings. You can begin now by listening
for broad outlines.

You could ask yourself questions like
this: how long does the guitarist play be-
fore the singer starts (how many falsetas)?
What kind of passage does the guitarist play
just before the singer starts (what music
invites the singer to begin)? What happens
in the guitar music while the singer is ac-
tually singing? Does the accompanist use
rasgueo or falsetas? How is the song strung
together? Does the singer go right from one
copla to another, or does he wait in be-
tween? How is the ending managed? Do the
singer and guitarist end right together?

If you know traditional palmas, you
should play them while you listen; this way
you will begin to achieve a singer's point
of view, and you need it if you are going to
accompany well. 1I'll outline easy ones for
the bulerias, and give you a knocking pat-
tern to try out while listening to the
soleares.

Above all, listen to as many different
singers and accompanists as you can.

Sabicas is a very fine accompanist; he makes
you feel everything is exactly right at that
moment, that nothing could possibly be bet-
ter for the singer. And of course there are
many, many other really excellent accom-
panists.

Until I give you more detail on struc-
tures, you can listen for the kind of mood
the singer creates. Do you think the gui-
tarist is supporting that mood well? Is he
interfering with the singer or supporting
him? Which of the accompanists you are lis-
tening to do you think is particularly good,
or which do you like best? Can you figure
out any reasons you prefer one singer or
accompanist to another? (If not, don't
WOrry.)

Here's a legacy from Diego del Gastor,
vintage 1966. He sat in the little room

above Bar Pepe one afternoon after an all-
night all-morning juerga, singing soleares.
I wish I could give you those soleares; they
were beautiful. At least I can give you the
knocking pattern he used throughout the sev-
eral hours he sang. It goes like this:

K = knock on the table (as Zf on a door)

n = index fingernail snapped on the table

1 2 3 4 5 6 7 8 9101112

n n K n K n Knk n K n K

Notice the unusual stress on the fifth beat,
and the quieter sixth beat. The K in the
seventh beat takes up two-thirds of the
beat, and the »n takes up one-third. If you
care to practice this until you have it tho-
roughly memorized, it will help you follow
my later articles.

Here are the simplest traditional palmas
for the bulerfas. I have indicated the
‘theoretical stresses (accents) with the sym-
bol F for "foot-tap" (gently, please); if
you want to learn to play them along with
the palmas (marked P), please do. Adding
the foot-taps makes the pattern more dif-
ficult to learn, so you should take it apart
into little bits, for instance, playing the
first three beats, then the next three, then
the next two, two, and two. Practice slow-
ly. Don't worry if you have to stop in the
middle. Gradually you will learn to do it
with reasonable comfort. Finally you can
try linking everything together.

1 2 3 4 5 6 7 8 9101112
P P P P P P P P
F F F F F

If you can learn this well erough to play it
with recordings, you'll find it a real
eye—-opener.

PPPFPFPPPIIFIPPIIPPPIPP
A New Transcription from Peter Baime

"SOLEA" BY PACO DE LUCTA (from "El Duende
Flamenco de Paco de Lucfa" PH 63 28 061)

A Review by Paco Sevilla

Peter Baime has done a meticulous trans-
scription of this solea”which dates from a
period when Paco was still playing in a man-
ner satisfying to the purists (Peter calls
it "B.E." or "Before Electricity"). I don't
know his methods, but somehow Peter manages
to distill from those complex Lucfa sounds,
a set of simple symbols which are placed
neatly on paper for all to understand and
enjoy. The following is an example from
this piece:
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SOLEA
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As far as I can tell, this material is
quite accurate, although there may be a few
alternate fingering possibilities that would
simplify playing. B

This transcription, 3 3/4 pages with ap-
proximately ten falsetas per page, can be ob-
tained by sending $25 to Peter Baime, 1030

West River Park Lane, Milwaukee, Wisc. 53209.

He will send you also a catalog of other
material he has available.

Diego del Gastor:
Flamenco Stories

by Carol WMO’

Copyright C) 1978 by.Carol Whitney
All rights reserved

PART III

Paco's third question is "How did Diego
die?"

I was at home when he died, and first
received the news from M.T. Clark of the
Spanish Fulbright Commission in Madrid.
She wrote:

Yesterday, quite by chance, I heard
that your teacher Diego del Gastor had
died in Mordén. I don't know any of the
detatls, and I heard it on a flamenco show
in his honor. The announcer said that he
was one of the greatest flamenco guitar-
ists in the world and they played some of
his records where he was accompanying
Joselero. They lamented that there are
no decent recordings by him since he
always refused to record in a studio.

They indicated his downfall was American
women—-maybe they should have said foreign
women. Well, you would know more about
that. They never said what the cause of
death was.

The lament that there are no decent
recordings requires comment. Diego chose
not to record in a studio, knowing he
couldn't warm to his playing in that
setting. I suspect, though, that he
made many good recordings, some held by
Spanish National Television, some by the
National Geographic Society, and most by
aficionados, Spanish, foreign, or both.
The radio story merely makes a pretty myth,
just like the ones flamencologists, aca-
demics, writers and aficionados like
to tell.

The next news I had came from Pohren,
who wrote:

He's gone, of a stroke suffered after an
all night blast. He was still loaded when
I arrived to the Bar Pepe next day at noon
(I didn't attend the blast), and he effu-—
sively began to order me up about a dozen
drinks. However, Pepe Flores Jr., sensing
he shouldn't drink any more, rushed him
outside with the excuse of going to Diego’s
house to clean up from the night before.
Diego got into the car and immediately
suffered his first stroke. We carried him
into Pepe's house (Pepe of Calsal] Pepe),
called a doctor and all, and Diego mirac-
ulously seemed to recover fully, got all his
color back, and insisted that he was going
to play in the Gazpacho [Mordn's annual
flamenco festival] that night (July 7--he
was to be awarded the Golden Gallo, for
outstanding citizen, at the Gazpacho). So
we went back to [thel finca for lunch, took
a stesta, and heard about the second stroke
and death through Rocto, who heard it by
chance over the radio.

The shock for us, and for everyone, was
terrible, even though it was expected (his
doctor had told Diego just a few days before
that <f he didn't cool it he wouldn't pull
out of one of his binges). The funeral was
a horrible experience, wild and dramatic as
only gypsies could make it, the women (most
of whom Diego wasn't even talking to for
the past years) rushing out from doorways
screaming his name and tearing at them-—
selves, to be held back by the menfolks,
awarding the Gallo to Diego on his cas=—
ket in front of the ayuntamiento [City
Hall], going through the line of black
[~robed] relatives which made the toughest
of them break down, including me.
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Going back several years, here are two
quotes from the Newsletter of the Flamenco
Information Service Library of New York
(sometimes known as FISL, library and
newsletter now defunct). From July 1968,
Volume I, Number 3, page 6: "Morén de la
Frontera: . Diego is drinking himself
to death. (Chris Wilson correspondent)."
And from October 1968, Volume I, Number 6,
page 5, in a column by Brook Zern about the
Morén Gazpacho, 'Diego himself, despite all
the nonsense about his 'drinking himself to
death' (noted in a past issue of FISL, and
elsewhere among people who have never seen .
how a real flamenco lives) was really
grooving on the guitar."

It's not clear whether Zern was dis-
puting Wilson's observation that Diego was
drinking himself to death, or whether he
meant to say that if you are a real fla-
menco you live by drinking yourself to
death. By the way, Diego did, literally,
groove on the guitar, as aficionados who
lent him their guitars noticed, sometimes
to their distress.

There is no doubt that Diego drank a lot,
sometimes with Spaniards, sometimes with
foreigners, but he went on the wagon, too,
at times, when his health got so bad he
couldn't stand it any more. Sober, he could
still play beautifully, though he told
me he didn't enjoy juergas nearly as much
when abstaining, and I noticed that he was
less ebullient at those times. But he still
obviously enjoyed himself, for instance, at
the Finca Espartero juergas in 1971. He
taught a great deal that season, and seemed
in excellent health, but he was suffering
from high blood pressure then, and had been
since I first knew him in 1966; this is
why he was careful to limit his alcoholic
intake--sometimes.

Now I return to the letter from the Ful-
bright Commission. The remark about Amer-
ican women disturbed me, because it was a
severe distortion, whether deliberate or
not, I don't know. Some seventy or
eighty foreigners came to Morén between
August 1972 and June 1973; many of them
stayed for long periods, perhaps half
were Americans, and many were women. But
of all the foreigners, only one was very
closely associated with Diego; she was not
an American. I will call her Waah, because
she was emotionally infantile, severely
alcoholic, insanely jealous, occasion-
ally suicidal, and constantly aggressive
and unpleasant.

Waah first came to Morén in the late
sixties. She went to the Finca Espartero,

and was there for at least three, perhaps
four, seasons, until Pohren evicted her
because she disrupted almost every juerga
she attended. She then moved into Morén,
and stayed there for long periods, some-
times going home for a while between
times. She had started out to be a
dancer, but attached herself to Diego, and
switched to guitar. While living at the
Finca, she often went back to town with
Diego after a juerga, coming back the next
day, roaring drunk, and therefore, by
Zern's standard, living the real flamenco
life. Possibly the obscenities which
streamed from her mouth every time she
was drunk made her even more flamenco.
When I met Waah, in 1971, I was recov-
ering from a painful shoulder injury. One
night I sang a copla por buleria during a
break in a rip-roaring juerga. Diego had

-never heard me sing before, and he pressed

me to continue, accompanying and encour-
aging me all the way. Then, character-
istically, he praised me extensively. The
juerga got under way again, but Waah left.
A few minutes later she threw a glass,
wine and all, into the room, where it
broke on the floor. Diego was furious,
but the juerga continued, though we never
recaptured the initial impetus. We broke
up at dawn, and Waah got ready to go in
town with the artists. Standing next to
me at the top of a steep flight of stome
stairs, she took a firm grip on my bad arm,
and began to sway back and forth, pulling
hard, so I started to reach with my good
arm, in an effort to defend myself. Sud-
denly she threw herself into a headlong
dive down the staircase. 1 reacted ins-
tinctively and instantaneously, bracing
against the corner of the wall with my good
arm, and I managed to hold her. She
laughed. I asked her why she had done
this, and she said it was a joke. I was
so shocked that I didn't realize until
nearly an hour later that she was jealous
because Diego had praised me. My anger
developed as I battled the pain for weeks
afterwards, and I stayed away from Waah
as much as possible after that.

Waah was in Morén when I returned in
1972, but left the same day for home.
I was delighted to see her go. Diego
looked tired, but began to get some
sleep, and appeared very well after a
week had passed. The juergas at the
Finca were a delight without Waah.

After the Finca closed for the season, I
moved into Morén. Foreigners kept coming
in all fall, and Diego gave many of us
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Opera Companies. Although Jesus performed
daintily, his style was nevertheless enjoy-
able. He worked hard and on a few occasions
the perspiration on his brow reached the
second row during his turns.

I've seen Rayna dance many times, in Old
Town, at conventions, and at rehearsals, etc
and I am always affected by her sheer un-
predictability. I have never seen her per-
form soleares before, so when Yuris commen-
ced the introduction and Rayna appeared, I
settled back to observe yet another side of
her flamenco style. Her whole presence,
whether it was body movement, heelwork, the
way she cast her orange shawl to the floor,
or her intense facial expressions, conveyed
to me the '"pain" that she was feeling. Just
as her deep feeling of solitude was so aptly
portrayed in soleares, later on Rayna ex-
pressed sheer bouyancy and just downright
good feeling with her renowned heelwork in
Zapateado. Joe Kinney accompanied her on
guitar and I was quite impressed with the
speed and lucidity of his falsetas, the ma-
jority of which were performed holding a bar
chord. Rayna doesn't just '"come on stage;"
at first the stage is empty, then in a
twinkling of an eye, truly, she's centre
stage and fooling with guitarist Joe Kinney
in trying to make him lose his compds. This
was a great number and had the audience
smiling and laughing from the word go.

Rayna's eye contact with her audience is
very believable and flirtatous and most : -
males in the front row get a wink and a come-
hither nod of the head (like, '"meet you back
stage'). This makes for a very comfortable
performance as one is immediately at ease;
whilst all this interplay is going on,
Rayna's steel tipped boots are thudding and
pounding and blurring around the whole stage
in perfect compas mixed with long runs of
counter timing, gentle and controlled rolls--
and pure Vegas camp. I've seen quite a few
"calls'" that various dancers signal with to
the guitarist to slow down, speed up, etc.,
but one I noticed this evening came when
Rayna intentionally slowed Yuris down, not
by pronounced foot signal, but by a very ob-
vious and slow undulating movement of her
hips. Truly a call that could only be
carried off by Rayna.

Alfredo Aja performed por farruca and
proved to be a very strong dancer with amaz-
ingly loud footwork--both guest dancers
Jesus and Alfredo were very able--and, as
gentle as Jesus was, Alfredo was the opposite
of that with an enriched and strong perfor-
mance. Alfredo is from the Los Angeles area
and has studied with Luisa Triana, Teo Morca,
and Fabian, and during his ten years of dan-

cing experience has appeared with the Charo
show at the Los Angles Civic Theater.

'"Me gusta la leche, me gusta el café, me
gusta la leche con una cosa dulce'" was the
opening for Isabel's cante solo. 1It's always
a great pleasure to see and hear Isabel at
any flamenco gathering, and this night she
was in fine form and adding just the right
touches and nuances to the rest of the group.

The rumba rounded out the evening with
the addition of Russ Caldwell on conga, but
as high spirited as it was, it seemed to lack
the minor chords that make, to me anyway,
the rumba sound that I've come to know and
love. Rayna, yelling ''salsa,salsa' .literally
lets her hair down for this number and the
rubber band, initially holding her pony tail,
got flicked across the stage only to connect
with Alfredo. The concert was lots of fun,
although I expected to see a crisp and snap-
py sevillanas to add to the evening's festi-
vities. I was pleased to see such a good

turnout by local Jaleistas supporting this
flamenco showcase and, judging by the
comments and smiles out front and backstage,
we all had a grand time.

FLAMENCO TALK
ly Fuco Sevdlla

FLAMENCO DRESS - PART II

ABANICO (el) - fan; used in®.-.
theatrical productions g
of flamenco dance.

BLUSA (la) - Blouse.

CALANES (el sombrero) - A circular, brimless
hat with small balls on the top, usually
worn over a scarf; worn by horsemen on fes-
tive occasions and sometimes with the tra-
je corto (campero) when dancing zapateado;
not to be confused with the beret or
"boina''.

CORDOBES (el sombrero) - Flat crowned, wide-
brimmed hat typical of Andalucfa and fre-
quently used in Spanish dancing.

FALDA (la) - Skirt.

LUNARES (los) - Polka dots,

PANTALONES (los) - Pants.

PANUELO (el) - Handerkerchief or scarf.

SAJONES (los) - Chaps; sometimes worn in
dancing zapateado or farruca.

TRAJE CAMPERO (el) - Ranch clothes; these
are work clothes and should not be con-
fused with the more formal "traje corto'.
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V. Excluding small children from the juerga
was proposed and discussed. Reasons were
possible injury or mischieviousness. It was
pointed out that up until now there has been
little or no problem and to seek member's
feedback,

VI. Prohibiting hard liquor was discussed
and abondoned for the same reason; thus far
there has been no problem.

VII. New Year's Eve juerga: It was pro-
posed that the December juerga be held on
New Year's Eve as last year, and be combined
with the Casa Espana club since many of our
members are associated with both clubs.

VIII. Raising of guest admission fees to
hold down juerga size and add to Jaleista
revenues. 3, 4, and 5 dollars were proposed.
Further discussion needed.

IX. Need to elect traditional officers;
President, Vice President, etc. to meet the
requirements of corporation rules. Proposed
‘that Juana De Alva be acting president and
Francisco Ballardo be acting vice-president
until elections take place.

X. The need to promote JALEO advertising:
JALEO revenues need to be raised so that
juerga income is no longer usurped for pro-
duction of the newsletter and also to enable
us to put some of the JALEO staff on salary.
Mickie Ann Jackson volunteered to help with
add promotion.

There are still many positions unfilled and
help needed.in the following areas:
JALEISTAS: Secretaria
Membership secretary
Managing editor-(coordinates
the production of JALEO)
Copy Editors - (involves all
manner of creative and technical
jobs related tolayout and as-
sembly of the newsletter)
Reportero/a - (In charge of
writing or soliciting writers
tt cover juergas and other
local events.)
Decorador/a - (Sets up before
juergas - decorates, arranges
furniture and lighting for best
. atmosphere.)
Cantinero/a - (Keeper of the
cantina - food and drink area)
Recogedor/a - (Picker-upper -
clean up after juergas)
Come to the junta meeting if you wish to
play a part in the future of JALEISTAS. For
location of next meeting contact Carolina
Mouritzen at222-5700.

JALEO:

JUERGAS:

NOVEMABER JOEREGA

This month's juerga will be held at the
home of Stefano Putzolu. Born in Rome,
Italy, he spent his 45 day vacations in the
U.S. for five consecutive years and "final-
ly decided to stay'". Trained in jewelry
appraisal and sales, he will be opening a
clothing botique for men and women in La
Jolla at the end of this month called
Fiorucci.

Stefano's interest in flamenco sprang
from his father, Giovanni, who studied fla-
menco dance in Spain and performed for sev-
eral years. '"My father sent me to Madrid
with directions to some of the good salas
de fiestas,'" he says. "I cried the first
time I saw flamenco there.'" He was intro-
duced to Jaleistas by singer Rafael
Satillana.

Other house members are: Dr. Riggs
Roberts who studies piano, Rafael de la
Barera, born in Peru of Spanish descent and
Greg De Lira, a graduate in business. All
are friends of Rafael Satillana and have en-
joyed Rosala's dancing at previous parties
in their home.

There will also be two young ladies pre-
sent who will be helping out; Kathline
Tushinsky,.a Polish friend of Stefano and
Nancy, a friend of Riggs who is doing all
the artistic indoor signs for us.

Stefano's home has great juerga atmos-
phere. There will be three indoor areas,
La Sala Hundida, La Sala Safari, and La Can-
tina and one outdoor area. It is in the
same area as the September juerga. Take- the
Garnet turn off of freeway 5, take a right
on Ingraham which will curve left becoming
Foothill and bear left again on Turquoise.
Turn right on Dawes and right again on
Archer,

Don't forget to provide food and drink
for your guests or tell them what to bring.

Date: November 18th

Place: 1148 Archer, Pacific Beach

Time: 7:00 p.m, to ?

Phone: 488-7020

Bring: Food according to guide below and
what ever you like to drink.

Guest donations: $2.00

Food guide according to first letter of last
name:

A - De - Dessert

Df - J - Bread or chips and dip
K- M- Main dish

N - Se - Salad

Sf - Z - Main dish
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ANNOUNCEMENTS

Announcements are free of charge., They must
be in our mailbox by the 15th of each month
and will be discontinued after publication in
two issues unless we are notified to renew
them, Businesses may display their cards for
$6 per month or S15 per quarter. Please send
all correspondence to: '

JALEO, Box 4706, San Diego, CA. 92104

new york...

ANTONIO AND HIS SPANISH BALLET: Farewell
tour. Carnegie Hall (large hall); Fri. and
Sat, at 8:00p.m.; Sun. at 7:00 p.m. and
10:00 p.m.
CARLOS MONTOYA: 75th birthday celebration.

Avery Fisher Hall. Sunday, Oct. 29.

FLAMENCO CONCERT: Featuring guitarist-
singer Anita Sheer; dancers Gloria Catald
and Jorge avarro; singer Paco Ortiz;
guitarist Pedro Cortés. 2:00 p.m. on Nov.
4th at: The New School, 66 West 12th St.,
NYC; telephone 741-5687.

LA BILBAINA; 218 W. l4th St, NYC. Dancers,
Gloria Catala’ and Esmeralda; singer, Paco
Montes; guitarist, Miguel Arrieta.

CHATEAU MADRID; Lexington Hotel, 48th & Lex-
ington, NYC. Dancer-singer, Alicia Montes;
singer, Paco Ortfz; guitarist, Pedro Cortez.
In the Alameda Room, starting Aug. 1 for 6
weeks, Rosario Galdn and company are
appearing.

LA VERBENA: (La Verbena is the new name for
La Sangria which opened July 15. It's lo-
cated on 569 Hudson st. in Greenwich Village

Dancer; Mara, Singer; Pepe de Malaga and Gui-

tarist; Juan Amaya.

DANCE TEACHERS

Jerry LeRoy Studio:

Sebastian Castro (flamenco)

Estrella Morena (flamenco)

Mariano Parra (escuela bolera
& flamenco)

Manolo Rivera (flamenco)

Edo Sie (jota)

Ballet Arts:

Mariquita Flores

212-0R9-3587
212-489-8649

212-866-8520
212-724-5058
212-255-4202

212-255-4202

GUITAR INSTRUCTION, Ithaca, N.Y. by Michael
Fisher. Phone: (607) 257-6615

washington. ..

MORCA ACADEMY OF CREATIVE ARTS; instruction
in classical ballet, jazz, classical Spanish
and flamenco. 1349 Franklin, Bellingham,
Washington 98225. Phone; 206 - 676-1864

texas...

PANADEROS FLAMENCOS, by Esteban Delgado,
recorded by Paco de Lucia - accurately.
notated sheet music; $2.75 in the USA, $4.50
foreign, ppd. Southwest Waterloo Publishing
Co., 6708 Beckett Rd., Austin, Tx. 78749.

FLAMENCO GUITAR INSTRUCTORS in Texas: Edward
Freeman in Dallas; Jerry Lobdill in Austin;
Tom Blackshear in San Antoﬁio; Miguel
Rodriguez in Houston.

california

MARTANO CdeOBA, flamenco guitarist, is
appearing with dancer Pilar Sevilla at the
Don Quixote Spanish and Mexican restaurant
at 206 El Paseo de Saratoga (378-1545) in
San Jose. Four shows nightly, beginning at
7:30 P.M. on Fridays and Saturdays. No
cover charge.

- CASA LINDA in SANTA BARBARA is featuring

guitarist, Chuck Keyser, and dancer, Suzanne
Keyser, on Sunday evenings; 229 W. Montecito.

KENNETH SANDERS plays solo guitar (classical
flamenco, modern) Friday and Saturday riights
6-9:00 P.M. at the Jolly Franciscan restau-
rant, 31781 Camino Capistrano in San Juan
Capistrano, Ca. For reservations, call:

(714) 493-6464,

san francisco...

THE SPAGHETTI FACTORY at 478 Green St. in
North Beach, features a cuadro flamenco,
Friday through Sunday; shows at 9 & 11:00.

FLAMENCO RESTAURANT, 2340 Geary Blvd., has
solo guitar Mondays and Tuesdays from 6:30
to 10:00 p.m. Features Spanish food & wine

EL GALLEGO, at 24th & Van Ness in the
Mission District, features Spanish food and
solo guitar (currently Gregorio Stillaman)
on Mon. through Wed., from 7:00 to 10:00 pm

LA BODEGA in the North Beach area, serves
only a paella dish and features the dancing
of Carla Cruz, accompanied by her husband,
"Nifio Bernardo."

DANCE INSTRUCTION:

Adela Clara and Miguel Santos, Theater Fla-
menco, (415)431-6521,

Rosa Montoya at the Dance Spectrum Center,
3221 22nd St. S.F. (415) 824-5044,

Teresita Osta, Fine Arts Palace, (415)567-767¢
Jose Ramon, 841 Jones St., S.F.(415)775-3805

los angeles...

VALADEZ STUDIO of Spanish and Mexican Dance
7900 Seville Ave. Huntington Park, CA. 90255.
Telephone: 213-589-6588. )



PAGE 24

JALEO - NOVEMBER 1978

EL CID now offering Spanish tablao-style
entertainment, featuring a house cuadro made
up of dancers, Juan Talavera, Raul Martin,
and Liliana Morales, with singer, Concha de
Mordn, and guitarist, Antonio Duran; this
show is followed by the special attraction,
Carmen Mora with Juan Talavera, Concha, and
Antonio Duran,; the third show is the same
cuadro as the first. 4212 Sunset Blvd;
phone: (213) 666-9551.

san diego. ..

JUANITA FRANCO will be performing with
dancer Carmen Camacho and guitarist Joe
Kinney at Pepe 0'Haras 4015 Avati, phone:
274-3590, Saturday nights from 6:30 - 10:00;
and at La Costa Cantina on Encinitas Blvd.
Tuesdays from 7:00 - 10:00

DAVID CHENEY, appears at the Swan Song on
Mission Blvd. in Pacific Beach on Thursdays
9 til 1;00 A.M,

RAYNA'S SPANISH BALLET in Old Town. With
dancers: Rayna, Luana Moreno, Theresa
Johnson, Scott& Jennifer Goad and Rochelle
Sturgess; guitarists are Yuris Zeltins and
Paco Sevilla. Sundays,11:30 - 3:30,

at Baraar del Mundo.

INSTRUCTION IN SAN DIEGO

DANCE Juana De Alva 442-5362
DANCE Juanita Franco 481-6269
DANCE Maria Teresa Gomez 453-5301
DANCE Rayna 475-3425
DANCE Julia Romera 279-7746
GUITAR Joe Kinney 274-7386
GUITAR Paco Sevilla 282-2837

etc...

THE BLUE GUITAR in SanDiego carries books

by Donn Pohren, new books of music by Sabi-
cas and Mario Escudero, and a complete line
of guitar supplies. Flamenco Guitar lessons
by Paco Sevilla. All guitar strings, half
price. Seead for location.

PAINTINGS OF SPANISH DANCERS EQE-SALE;
painted and offered by Ernest Lenshaw, 1106
Edgemont, San Diego; call 714-232-4507.

GUITARISTS AND STUDENTS are welcomed to ac-

company dance classes. Call Juana at 442-5362

GUITAR MUSIC AVAILABLE. Music of many top
artists, both modern and old-style, trans-
cribed by Peter Baime, Write Peter Baime,
1030 W. River Park Lane, Milwaukee, Wisc.,
53209

FOR SALE: flamenco guitar, 1956 Conde
Hermanos ''Sobrinés de Esteso'" with Spanish
hardshell case. Call Raquel at 224-8989.

MAKE MONEY selling hand sculptured candles.
100% profit. Suggested retail price $16.00.
You buy at $8 each by the dozen. Contact
New York Candle Co. 1883 Gleason Ave.,
Bronx, New York 10472,

EXPOSE YOURSELF: '"Flamencos do it in
compas' bumper stickers. Send $2.00 to the
Academy of Flamenco Guitar, P.0. Box 1292,
Santa Barbara, CA 93102.

BACK ISSUES OF JALEO AVAILABLE. Issues from
vol. I, numbers 1-6, will cost 50¢, but all
other issues will now be priced at $1.00

JUERGA SITES NEEDED. Contact Ken Boyd

at 224-7634,

JALiS

Box 4706 San Diego, CA 92104
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