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(continued from page 1)

"I didn't know it, but the piece I played
for him was one of the 'cante hondo' (deep
songs), the most difficult of the Spanish
gypsies. He was surprised that this kid from
Oklahoma could play it, and picked up his
guitar and joined me," Ron recalls smiling.

When Carlos Montoya performed again in
Tulsa for the first time since Radford met
him 15 years earlier, they enjoyed a happy
reunion commemorating that momentous meeting
backstage when Montoya invited him to come
to New York.

Montoya says he is delighted the Tulsa
artist has stuck with flamenco, and is
pleased Radford's career is going well. (He
is one of only two American proteges of
Montoya, and the only one who has continued
and mastered the art.) Radford performs so-
lo in concert, sans castenets and dancers.

Ron lived in Greenwich Village in New York
that first year after graduation from high
school, practicing 8 to 10 hours a day, and
studying with Montoya on the weekends. "That
was quite a year,'" he remembers.

. In 1967, he was awarded a Fulbright Scho-
larship for flamenco guitar study in Spain.
He is the only person ever to be awarded a
Fulbright to study flamenco.

The following year he returned to Spain
on a grant from the Thomas Leach Foundation,
and traveled thousands of miles immersing
himself in the music and lifestyle of the
Spanish gypsies.

"People generally believe a person has
to be born in Spain to play flamenco music,
and while other students did have some pro-
blems getting close to the gypsies, I sim-
ply learned to listen." He shared their
secret almost intuitively; he played from
the heart.

Ron has performed in concert from coast
to coast, including New York's famous Car-
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SPANISH IMPORTS \

negie Hall and Washington's Kennedy Center.
His concert program of traditional flamenco
music also includes a few classical select-
ions. One particular distinction he pre-
sents is to clarify to the ears and minds
of his listeners the difference between
gypsy flamenco and classical style music,
such as selections from Bach.

Radford comments on each number before
playing it,

"I paint a word picture of the scene the
music depicts, and give an explanation about
it. People may not remember the name, but
they will associate the music with something
like 'that number about the holy week cele-
bration in Seville' or 'that number about
the miners chants.' They have the story
they can relate the music to. The music
then becomes much more meaningful to them.
Instead of a printed program, I usually give
the program notes in my own personal experi-
ences throughout the concert, sharing with
the audience in a very personal way. 1In
fact, that's the way I did my concert in Car-
negie Recital Hall. It was different than
they were used to, but I got the audience
quite involved conjuring up pictures of
Spain, taking them on tours with me, telling
the life styles of the gypsies and how fla-
menco is such an integral part of their
lives. People came up to me afterward to
tell me how much they appreciated the dia-
logue, how it helped to increase their en-
joyment. 1In that way, I communicate a lot
more that is of lasting value to people."

Under the auspices of the National Endow-
ment for the Arts and Xerox Corporatiom,
Radford currently makes more than a hundred
informal appearances in Oklahoma each year
as an Affiliate Artist. The Affiliate
Artists Inc., America's performing arts re-
sidency program, has discovered that 95 out
of 100 people in this country have never at-
tended a live concert performance.

Says Radford: '"Live performances are op-
portunities for a transcendent experience of
art which cannot be duplicated under any
other circumstance. There is a creative pre-
sence in the moment of the live performance,
a dynamic feeling of oneness between audience
and performer that is not to be had
elsewhere."

At the invitation of the U.S. State De-
partment, Radford has toured the capital
cities of Mexico and Central America. He
found that although Latin Americans have a
more natural appreciation for the Spanish
flavor of flamenco music, they don't have
any more understanding of it than the aficio-
nados in the United States.

(continued on page 14)
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LETTERS™

Dear Jaleo,
Today I received in the mail, unsoli-
cited, a copy of a book entitled Las con-
fesiones de Antonio Mairena. The manu-
script was written by Alberto Garcia Ulecia;
the publisher is (Secretariado de Publica-
ciones), Universidad de Sevilla; the book is
in the series Coleccidn de Bolsillo, No. 53,
date 1976.
The book is beautifully written, and
sheds much light on flamenco, the art and
the life. I recommend it very highly for
any aficionado who reads Spanish. The price
shown is 175 pesetas, but if anyone is
thinking of ordering direct from the pub-
lisher, remember postage and handling costs.
Unfortunately, the copy I received is a
photostat--of the entire book. The person
who sent it is fully aware, both through
private correspondence and through Jaleo,
of my views on any form of pirating (see
Jerry Lobdill's December 1978 Punto de
Vista, and my January 1979 response).
I am sending the illicit copy to the
publisher, and ordering a proper copy
for myself.
Sincerely,
Carol Whitney
Canada

Copy to sender

of "book."

Dear Jaleo:

I cannot tell you what an entirely
unexpected thrill it was to receive a gift
subscription to Jaleo. Yes, I can. I read
the entire two issues standing up (when
motivated, I'm a pacer and whirler, a child-
hood habit I've never had the inclination to
break!).

I have found that most flamencos are
inherently creative people whose talents
often flow over into other artistic areas,
and certainly writing is an art well repre-
sented in your wonderful publication. It is
so good to see familiar names back in print-
Brook, Bill Regan - as well as discovering
new and sensitive contributors - Paco Sevilla
and Teo Morca among others. The very indi-
vidual points of view, discussions and dis-
agreements, and the theorizing that take
place in these pages are so stimulating.

We certainly are a quirky bunch! I
wonder if this isn't what attracts us to
flamenco in the first place, the chauvinistic
individuality, the highly personal statement
of feeling and mood. The Spanish personality

(continued on page 16)
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LaZambra

COVER PHOTO: IN THE ZAMBRA, CIRCA 1964
FROM READERS' LEFT TO RIGHT -, PEPE EL
CULATA, JUAN VAREA, ROSA DURAN, PEDRO
DEL VALLE (PERICO EL DEL LUNAR, SON)

Arranged and Edited by Paco Sevilla

In the 1800's they were called "cafés
cantantes'; today they are called "tablaos'.
The first tablao to open was La Zambra in
Madrid. Donn Pohren gives the date as 1948,
but a souvenier book (see below) lists the
opening year as 1954, The Zambra was noted
for its attempt to maintain some sort of
artistic authenticity or purity (whatever
that is--perhaps only a preservation of the
traditional) in its cuadro of cante jondo
which appeared after the large, more commer-
cial cuadro. Unfortunately, the Zambra
closed its doors permanently in 1977. Even
though one can no longer go to the Zambra,
it was somewhat of an institution in the
flamenco world, and its long time performers
were and are important to flamenco.

The following article is taken from a
beautiful little souvenir book that was
sold in the Spanish Pavillion at the 1964
New York World's Fair (La Zambra, written by
Jos€ Ma. Cruz Novillo, photos by Francisco
Gomez and Franeisco Ontaflon. Graficos ORBE,
S.L., Padilla 82, Madrid 1964).

Flamencoon Stage

Zambra, Tablao Flamenco or the Flamenco
Stage of Madrid, opened in 1954 and was
founded as a school for flamenco song and
dance, to afford Spaniards a place to watch
and listen to the old Andalusian song and
dances that were slowly being lost, perfor-
med again in all their purity. Zambra per-
fectly ties in with the best traditions of
ancient and centuries old flamenco songs and
dances of Andalusia.

In the actual founding and structure of
Zambya took part, to set its course, the
maestros Manuel de Falla and Turina, and the
writer and poet of Andalusia, Manuel Machado.
Zambra is the authentic continuation of what
Manuel de Falla, in collaboration with
Federico Garcia Lorca, identified as the es-
sence of "flamenco' upon realizing the first
festival of the "cante jondo" held in Granada
in 1922,

Today, for its style and delivery, Zambra
is unique in Spain. During the ten years

since its inception, Zambra has carried on
faithful to the idea, the spirit, and the
wishes of those men who founded it, by the
nightly presentation of rhythms and dances
truly filled with passion and which are
gradually assuming the original character of
the "flamenco'" which inspired Falla, Turina,
Garcia Lorca, and Manuel Machado to create
their lively musical and poetic works.

Zambra, the flamenco stage of Madrid, is
the true seat of "flamenco", and its repu-
tation both in Madrid and abroad is outstand=-
ing. From all regions of Spain come Span-
iards to enjoy in Zambra the songs and dances
of pure flamenco. From all corners of the
world come musicians and dance experts to
Madrid to attend "flamenco sessions' given
at Zambra. Zambra has represented Spain
officially during the international festivals
in Brussels (the Spanish Pavilion at the
World's Fair) and in Holland. It has per-
formed in Paris, London, and Rome. In May
of 1962, also representing Spain, it per-
formed in the Theater of Nations where, in
competition with the five best corps de bal-
let of the world, it won the first prize,
and its first ballerina, Rosa Duran was
titled '"meilleure danseuse de la saison" of
the Theater of Nations. This was the first
time in the world the prize was ever award-
ed to a non-classic ballerina.

From its inception, the director of Zam-
bra has been Fernan A. Casares; its first
ballerina, Rosa Durdn, who with first chair
guitarists Perico del Lunar (father and son)
and the five singers of '"cante jondo" (Juan
Varea, Rafael Romero, Manuel Vargas, Pepe
el Culata and Pericdn de Cddiz) make up the
so-called '"Cuadro de Cante'" and '"Baile
Grande" of world fame. ~

The word Zambra comes from the Arabic
"sambra' meaning''a night with songs and
dances in the moonlight'.

ROSA DURAN (born about 1920)

The biography of Rosa Duran, first bal-
lerina of Zambra, contains in essence all
that is needed for a treatise on flamenco.
Rosa Durdn was born in Jerez de la Frontera,
Cddiz, in the gypsy neighborhood of San Mi-
guel. Rosa Durdan has gypsy and ''paya" blood
half and half, This is going to be trans-
centally important in her art as a dancer
because, thanks to this blood mixture, she
will have the temperment, the fury, the in-
tuition, and the gypsy personality proud of
an Andalusian tradition which has made Rosa
Duran one of the best dancers of flamenco
Spain has ever had. Rosa Duran is the niece
of the famous gypsy singer "El Marruro", the
giant of the "siguiriyero' and the "tientos'.
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Rosa, from birth, lives in an atmosphere of
pure "baile y cante jondo", and her child-
hood days are spent amidst songs and dances
organized by the '"little gypsies' of the
Santiago section. At the age of five, with
other "gitanillos" of the neighborhood, she
sings and dances at weddings and christen-
ings. There, the "Nifa de Isabelita" (this
is what they called her when she was a child,
after her mother, the celebrated flamenco
singer Isabelita de Jegrez), was the one to
carry the palmas and the money.

At the age of ten, she comes to Madrid
with her mother. "Isabelita de Jerez' has
much success here, and her daughter begins
to dance during big fiestas sponsored by the
aristocracy. The first academy she enters
is that of the known dance teacher Angel
Pericet, where she receives formal dance in-
struction. But she continues to dance in the
street what she liked most: Bulerias, solea-
res, alegrias. At the age of fifteen, she

is the favorite student of the famous flamen-

co dancer "El Estampio', also from Jerez. It
can be said that "El Estampio' was her
greatest teacher, because at the age of six~
teen, she dances among other great dancers

in the history of flamenco. Rosa Durdn tra-
vels frequently to foreign countries until
1954, when she entered Zambra's opening

night as first ballerina. In the years of
the existence of Zambra, the change of Rosa
Duran to dancer of the "grande" and the "jon-
do'" has been astonishing. This is due pri~
marily to the fact that Rosa Duran is a fla-
menco dancer, is the most complete dancer
that flamenco has known. She is the complete
master of the dance in all its important
points: the arms, body movements, and foot-

work. Before, great dancers had been known
for one or another of these specialties, but

as we said earlier, she is known for all
three. The movements and gestures with her
arms and hands are the personification of
the ritual and of the mysterious of flamen-
co, Undisheveled, without a single strand
of hair falling on her face, never loosing
the gracefulness of her posture, she dances
with the regality of a queen.

Rosa Durdan is a dancer with one aspira-
tion only: that of a '"tablao" flamenco, for
she never desired the '"ballet'" or going on
tour., Nothing else but dancing at Zambra.
Rosa Duran, always with the father and son
team "Perico del Lunar' as guitarists and
just as great professionals of equal caliber
and aspirations, has transformed and eleva-
ted the flamenco dance to a class of pure
art never before attained. Her dances, the
"siguiryas'", the '"canas', the '"tarantas',
and the '"peteneras'", the "soleares'", the

"serranas' and ''polos' have the intricacies

and the greatness of the primitive "cante
jondo".

In 1962 Rosa Durdn wins at the Theater of
Nations, the award "La meilleure danseuse de
la saison', a title never before given to a
nonclassic dancer. She holds, also, the
Premio Nacional de Espana de Baile, an
award she won in 1962,

PERICO DEL LUNAR

Pedro del Valle, first guitarist of Zam-
bra. Guitarist Perico . del Lunar is presen-
tly one of the most brilliant personalities
in the art of flamenco. We can count on the .
fingers of one hand today's artists that
control, as he does, thay mysterious diffi-
cult world that comprises the old songs and
rhythms of the flamenco. The forgotton
songs, the lost styles receive through the
guitar of Perico del Lunar an authentic re-
surrection. He is, in many cases, the only
artist to know them.

There is no fragment of song of guitar
passage that he does not know, consequently,
he is well acquainted with the way in which
Breva, Silverio, Chacdn, or Trini composed,
and the fantastic improvisations on the gui-
tar of Paco Lucena and Patino.

Perico del Lunar has been the guitarist of
the best singers of the time; among them,
Manuel Torres, Tomds Pavon, Nina de los
Peines, and above all, Antonio Chacon for
whon he played steadily for twelve years and
of whom he treasures the best and most
traditional style. '

With much modesty, Perico del Lunar af-
firms that he has no students. But the truth
is that, in his guitar artistry, there is a
wealth of flamenco teaching and that many
singers owe to his pedagogical generosity
the apprenticeship of inherited flamenco
songs otherwise not learned.

He is called 'del lunar" because he used
to have a big mole between his eyebrows, a
mole that has long since been removed.

Perico del Lunar was born in Jerez de la
Frontera, province of Cadiz.

FLAMENCO GUITAR LESSGNS
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— ORIGINAL FALSETAS —
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gin taking out the dollars.

And later there were may good trips we
made to foreign countries: to Brussels for
the World Fair to work in the Spanish Pavil-
lion, to Holland for a tour, to London for a
month in a theater and where, for sure,
Manolo Vargas and I recorded the first fla-
menco record to be made in London, "Flamen-
cos Gaditanos'; we also went to Rome, to the
Theater of Nations in Paris, and to New York
also, but on that trip, I stayed in Madrid,
out of fear of something that happened to us
coming from Rome.

We had been working in a theater in Rome
and the last night before returning to
Madrid... (there follows the description of
a very drunken fiesta in the home of a Mar-
quis)...

But as we were leaving a horrible storm
came up, I mean horrible, and all of us were
trembling from fear of the storm and the
airplane: '"Dios mio, let's see if this pas-
ses!" But no way. At the time to board the
airplane the sky continued its turbulence,
we, not wanting to get on--no, no, and no.
But the boss of the Zambra said there was no
choice, and there was no choice but to get
on; and it was an earthquake, tipped and
tossed this way and that, and we, you would
not believe it, '"cagaitos perdfos del susto"
all dead, except Rafael Romero who drank
eight or ten whiskeys before leaving and had
no more than put his seat belt on than he
was '"frito" (out cold). And that trip, in-
stead of spending three hours we were in the
air for five and a half, and when we arrived
in Madrid, I said, "This is the last time
that I get on an airplane!"

So that when the time came to go to New
York, to the World Fair, after having nego-
ciated so that our salaries had been raised
two or three times, I stayed on the ground,
because I would not get on an airplane again
and I didn't. I stayed in Madrid and when
Casares saw that he could do nothing with
me, he left me in charge of the artists at
the Zambra while they were at the Fair's
Spanish Pavillion, earning good money, very
good money; but they could have given me
millions and I wouldn't go, and I didn't go.

So I called Manolo de Huelva and proposed
to him that he come and play and accompany
me; he didn't want to, but I convinced him
and with the condition that he would only
accompany me, he came to the Zambra. It was
arranged with the boss and between us two
and a girl who danced marvelously, and we
filled in successfully. The girl was Maria
Angélica and, in the time she was at the
Zambra, the people really ate her up...She
set a cana, siguiriya, tanguillos de Cddiz.

I sang for her and "el de Huelva' and
Paquito el de la Isla played the guitar.

Until they came back from New York with
all their money and things continued as be-
fore.

And thus I continued another period of
time without missing a day. But then I got
a pharyngitis that I believed to be bad,
and I arranged my papers for retirement and
I retired.

An Impossible Dream

by Jack Jackson

On a beautiful warm night in August 1973,
at a concert hall in Vancouver,Canada, four
friends anxiously awaited the appearance of
the worlds' greatest flamenco guitarist.

The 3000 seats were completely filled in-
side Queen Elizabeth Theatre. The curtain
opened and Paco de Lucfa was there with his
guitar and a warm smile. He started to play
but half way through the first song Paco
suddenly stopped. "I'm sorry, I've broken my
nail.” A man in the front row stepped to
the stage and handed Paco a nail clipper.

He carefully trimmed the nail on his fore-
finger and threw the clipper to the man and
continued to play. The concert was a roar-
ing success.

After many curtain calls and encores , one
of the four friends named Pepe went back
stage and asked Paco to come to his restu-
rant for dinner. It was an impossible
dream but Paco said "YES" and they left the
concert hall and drove to La Parraca Restu-
rant. After enjoying good food and Spanish
wine Paco took out his guitar and played
several songs for the customers.

They drove to Pepe's house for a private
juerga at 2:00 in the morning. Paco again
played solo and then Raphael Santillana sang
many songs as Paco accompanied. Pepe also
sang but his voice and song was not very
professional. It didn't matter to Paco, he
cheered him on saying, 'Pepe,you're good,
you're good!" The juerga continued on into
the morning and Paco de Lucfa never missed a
note and kept saying, ''This is the way I
like to play.'" He was sitting on the floor
pulling off a new variation of notes and he
said, "Listen to this.", something strong
and new had been conceived.

As the sun came up, they suddenly real-
ized that Paco had missed his plane to Phila-
delphia for a concert that night. He was
able to get on a later flight and arrived in
time. Paco never returned to Vancouver but
that impossible dream had really happened
and will not be forgotten.
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... sobre el baile

Flamenco - 0ld and New

Today we often hear mention of ''old
style" and "modern style" flamenco, refer-
ing to the form and content of guitar play-
ing, dancing, and also singing. Many times
I am asked whether I dance new or modern fla-
menco, and does such and such guitarist play
in the new style or the old style. Often
there is a bit of snobbery about the whole
thing, as if one style of an entire art form
were better than the other, or as if one fa-
cet of the evolution of the art could encom-
pass the content of the whole, or the origin
should be disregarded as too old-fashioned
and no longer representative of the art.

When getting into the so-called styles,
old or new, it is important to study as many
facets as possible. Usually an innovation
in any art form is started by one person or,
at most, a few, and then there are many imi-
tators. For example, when Carmen Amaya came
out dancing in pants and doing complicated
footwork, hundreds of other females, no mat-
ter what they looked like, came out in pants
and were mostly bad copies. The same thing
has happened with Sabicas and Paco de Lucia.

If one studies as many types of flamenco
as possible, then by absorbing as much in-
spiration as possible from each, absorbing
the depth and energy from one and the com-
plicated techniques of another, a complete
individual artist will be formed; over a
long period of time and constant study of
the subtleties and evolutions of the art,
you will stay timeless, not old or new, but
an artist of the present, a blend of all,
and you will be fresh, honest, and you.

Since I am a bit against the categoriza-
tion of an art form as a whole, let us think
of flamenco as being just flamenco, not old
or new, but timeless, limitless, a giant
kaliedoscope of infinite faces, each brought
forward by individual interpretations. If
there is old and new, let's think of the old
as the roots and trunk of a giant tree and
the new as the smaller branches reaching out
and away, but still drawing on the power of
the deeper roots; all are at one with each
other.

If we always think of flamenco as a wholg,

its totality in energy, feeling and emotion,

A
with dynamics and expression coming through
the techniques, then no matter what the
style--simple, complex, fancy, old or new--
it will be true and "say something"

I wish that everybody taking up flamenco
today could have seen Pilar Ldpez do her
soleares. It was simple, with hardly any
footwork; she was a master of the bata de
cola and had so much energy, gracia, and
art that her dance was timeless and the
audiences would go crazy. And Carmen Amaya--
just walking across the stage and receiving
a standing ovation, and Antonio in his mar-
tinete creating audience hysteria with just
his marking in place. None of this is old
or new, but timeless flamenco. The essence
of flamenco is a timeless expression of all
human feeling brought out through an art
form. This timelessness goes for the guitar
also; whether the player is Diego del
Gastor, Paco de Lucia, Nino Ricardo, or
Sabicas, they are all playing and expressing
a different and individual facet of the
whole art of flamenco. The cante is the
most timeless part of flamenco and, whether
the singer is El Chocolate or Camardn, it is
cante flamenco, period, no matter the indi-
vidual style or approach to compds.

You can counter-time flamenco to death,
put in organ effects, or electrify the gui-
tar, but under it all it is still flamenco,
the same compds, the same roots, not old,
not new--maybe with good or bad taste, but
timeless.

When learning flamenco or appreciating it
as an aficionado, do not think of it as old
or new, but as on-growing, like a giant
tree, ageless, with new branches maybe, but
growing from the same tree and from mother
Earth. Yes, flamenco is old, it is new, and
everything in between, for flamenco is end-
less. Flamenco just is:

-~ Teodoro Morca
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neighbors who don't have a penney and come
to the academy with the hope that Enrique
will give them a few minutes.

Lame, bald, fat, with his hearing aid in
his ear and way past his fifties, Enrique is
an extraordinary dancer. Those who have
seen him in a tablao have hardly seen any-
thing, since there his personality is solemn
and cold, lacking in that exercise of the
imagination that characterizes and defines
him. Enrique, in his academy, teaching his
students, telling them jokes, reacting ac-
cording to the interest he has in each, is a
colossal dancer. The gesture, the movement
of the arms, '"la guasa", all is integrated
into a harmonious and fluid expression. In
the art of Enrique el Cojo there are two
fundamental principles; one, you must dance
with all of the body, with the eyes, with
the expression, with all of the factors that
help to express what is felt by the bailaor;
the other, that, in his case, only the dance
is able to transform him and bring out an
inner reality.

The impressive thing about Enrique is
that this inner reality has nothing of the
pathetic; it is, on the contrary, a reality
that is delicate, harmonious, almost femi-
nine, a reality that he brings forth above
and beyond his condition and physical makeup
when he dances. For Enrique, to dance is to
change, to become that which he wants to be.

The phenomenon, in the case of Enrique,
is very interesting because it begins to
give a new dimension to "la hondura".
Enrique defines and affirms himself, as well
as releasing his inner feelings and revita-
lizing himself, when he dances; he is '"un
baile hondo" and a dramatic struggle. Never-
theless, at the same time, it is a light -
dance, happy, without any parallel in the
"sonidos negros' (dark sounds) of cante jon-
do. Probably because it is a dance of per-
sonal problems and not sociologic; because
Enrique resolves with it a drama that does
not have representative significance within
the confines of flamenco. It is his own
case. Although you should not forget that
it illustrates to perfection one of the ba-
sic principles of the "jondo'": his demand
for human authenticity, of the expression of
"oneself'" before the esthetic and interpre-
tive vehicle of "another".

Enrique, seated at his table says to me:

"0f course, to teach a gypsy to dance is
very difficult. They have their own. There

is nobody like them for the bulerfias, which
they subject to a special rhythm and

strength. The bad part is trying to move
them from there...
"I believe that today, in general, there

'in the cafes cantantes.

is a lack of patience, intelligence, and
calmness needed to get out one's inner
rhythm. Most bailaoras are terribly mono-
tonous. They do everything the same. They
reduce everything to a mechanical problem of
steps, noise, and 'taconeo'. They forget
one fundamental: the '"aire'" of the dance.
For example, the alegrias, mirabras, and the
romeras have the same rhythm, but the "aire"
of each is very different...

"Flamenco is not a machine. It is a rite,
a sacred thing. You have to dance with the
feet tranquil, searching, surrendering com-
pletely...

"All of us flamencos are famous for greed.
They say that we "andamos a vueltas con el
dinero'". I believe that it is a problem of
character. We are that way naturally, with-
out intending 'mala sangre' (literally '"bad
blood"; means more like "bad intentions").

I want money for my people. My father lived
like a king at the end. When he was dying,
I brought him the best fish and wine. He
didn't lack for the best doctors and the
best medicines.

"At seven years of age, I had a fever that
left me crippled forever. The doctors gave
up on me and my mother cured me with a Heb-
rew salve. Almost immediately I was struck
by the desire to dance, even though in the
beginning, my parents opposed it. To them it
seemed outrageous. I studied with Fras-
quillo and won a prize. I left the photo-
graphy firm where I had been employed and
bought myself a phonograph; I gave classes
with it in my home...Later, I began to dance
Things got going
and now I have many good things to choose
between.

Paco’s Records

By Brook Zern

From 1965 until about 1973, I spent lots
of time in Spanish record stores trying to
get a listing of virtually all microsurco
(33 & 45) records of flamenco. The result-
ing data goes way back--really to the first
such records issued; the update beyond '73
is not so exhaustive, but covers most high
spots.

I thought this was a pretty zany project
and it certainly caused confusion in the re-
cord stores as I rummaged through shelves
writing notes(or even dictating into my cas-
sette machine). Interestingly, I was never
arrested or threatened during this pursuit,
since I rated the "crazy foreigner"
dispensation.

(continued on page 16)
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ship of the cante's rhythm to the compis
of the guitar.

The tango I illustrated in January also
appears to imply exact durations; in
Western notation, it looks like this:

(a0l on Cante

LEARNING TO SING: SOME TIPS

Copyright © 1979 by Carol Whitney
All rights reserved

Learning to sing is a giant task, and of
course you can't learn from paper. I hope,

though, that a few written tips can help you

teach yourself. 1I'd like to remind you that
because this space is limited (and I'm glad
it is, because I like to read other people's
work), I am not going to repeat information
from one column to the next unless I find it
absolutely necessary. 1 may, from time to
time, refer you to previous columns, or to
other articles, in Jaleo and elsewhere.

This month I'm going to refer you to all
my previous columns except the first (Octo-
ber 1978), that is, November, December, Jan-
uary, and February. If you will read
through them quickly again, you will have
the necessary background for following this
one--easily, I hope.

Presumably you now understand, in prin-
ciple, how a singer adjusts his compds to
that of the guitar. What you need to know
next is that apart from this adjustment,
the singer varies the durations of his notes
pretty much as he likes. He makes some
notes short and some long, some very short,
and some very long. Maybe that sounds
obvious--but unless you are skilled in
transcribing flamenco songs, you may not
realize that these rhythmic details vary,
either subtly or not, from one performance
to another. Any transcription on paper,
then, can only represent one performance.
Furthermore, if the transcription shows
"exact" durations, you must take them with
exactly one teaspoon of salt. Here is a
short example of a transcription in Western
notation which appears to show "exact"

durations: . £oF b .

meal o e mgla
Andalasian -964/6 p&’:— solea ' )
3 .
7 -
- — —
j:“\"!: 1 2 3 .34—3 321 —
beit> 4 5 6 7

The intention here is not to be exact,
but to show patterns of duration, to show
which notes are longer and which shorter,
in this one performance or example, and to
indicate, at the same time, the relation-
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But if you sing it exactly this way,
Somebody is going to come along and tell
you you're doing it all wrong. And
Somebody will be right. You will have to
use your listening as a source to help you
out in deciding--rather, in feeling out--
just how you are going to treat the rhyth-
mic details. What is most important is to
learn enough, eventually, so as to let the
song flow according to your feelings and
interpretations. Only repeated listening,
to as many singers as possible, will give
you the resources necessary to make a song
your own.

Meanwhile, you must dare to sing '"wrong,"
or you'll never sing at all. Try to adjust
your compds as you hear good singers do it,
and experiment with long and short notes
in between. When you listen to good
singers, notice the flavor of this place
and that: notice how they drop off their
voices at the end of a line, how they rush,
almost gloss over, the last couple of
syllables (sometimes), how they drag out
one syllable over a long series of tor-
tured notes (the use of many notes to one
syllable is called melisma). When lis-
tening, take your time. The slower you
rush, the faster you'll get there.

Don't torture your notes, though (nor
make any feature of your own singing into
a mannerism). You should try to sing with
a relaxed voice to start with. The tor-
tured expression will come-—just at the time
it's needed--just when you're really getting
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into the song. If you try to force it, you
will turn it off before you ever get there;
the source will dry up on you. (Inciden-
tally, I made the mistake of trying to
torture my notes before I got there; for-
tunately I recovered, and find myself still
here.)

What about accompaniment? 1'll cover
this at greater length later, but for now,
1'11 say that you should certainly knock or
clap the compds on and off while you're
learning. Sing sometimes without any compas
at all, and other times while clapping or
knocking. If you have a sympathetic friend
who is willing to accompany your efforts, so
much the better--when you're ready. You can
accompany yourself, but this is like trying
to be two people at once; it's basically
unsatisfying.

Let me add that you must make a song
your own, in a sense, from the very begin-
ning, no matter how badly you sing. This
is why imitation of any individual singer's
vocal style is a mistake. If you listen
attentively, to many good singers, you will
hear that each has a vocal style different
from the other. You can identify a singer
easily by his voice, once you're familiar
with his singing. What conclusion can we
draw from this? That each singer sings with
his swn voice. Astounding, isn't it?

How can you make a song your own before
you can even sing it? By learning to sing
just for fun. Although you will need every
last ounce of concentration, although you'll
have many moments of frustration, your
knowledge of the cante will increase faster
than you would believe possible.

Llamadas - Other Points of View
" 9@0 :%Ol.”a

In response to the article on llamadas
(Jaleo, Jan. 1979), Teo Morca writes, "...a
llamada is usually one compds and a desplan-
te is usually two or more.'" He goes on to
point out that a dancer might ask for a
"double llamada' to open a dance, wanting
two compases and then, at the climax point
of the dance, do a desplante of two compases
or more. This points out the general lack
of agreement among dancers and the ambiguity
of much flamenco terminology. My article
was not an attempt to define the "right'' and
"wrong' usage, but only meant to give one

point of view, a way to look at the subject
of llamadas and perhaps help those who are
just beginning to accompany the dance.

Another view was expressed to me in con-
versation by dancer Maruja Vargas, one of
the principle exponents of the school of
Spanish dance taught by Guillermo del Oro in
the San Francisco area. Mr. Del Oro, now at
an advanced age and inactive in the dance,
studied with some of the greats of the Spa-
nish dance, masters like Jos€ Otero and
Realito, and has passed this tradition on to
his students. Maruja explained his view on
the llamada, a view that I had never encoun-
tered previously and which will, no doubt,
seem strange to many readers. His manner of
looking at-certain types of llamadas will
perhaps not have much practical application,
but it is very interesting historically.

It concerns the dance rhythms that use a
third chord (the IV chord) to mark a closing
llamada--farruca, guajiras, zapateado, tan-
guillo, etc. According to Maruja, Mr. Del
Oro teaches that the dancer marks the llama-
da with a loud stamp of the foot (plus what-
ever else might follow), in the compds prior
to the compds in which the guitarist will
make his chord changes. So the guitarist
does nothing when he hears the llamada, but
then responds with his 1llamada in the next
compds. Not only that, but the dancer can
mark the llamada on any beat in that compds,
although most commonly will mark it on 1 or
5 (in an 8-beat or 4/4 rhythm). Before you
scoff at this idea, look at some supporting
reasoning.

In the older style of zapateado there is
no-marked llamada by the dancer; the guitar-
ist depends upon memory, or a certain type
of sustained step during which the guitarist.
plays a llamada at his discretion, or a look
or yell from the dancer, or any of a number
of gimmicks. Might not this be the result
of the loss of Guillermo del Oro's type of
llamada? '

In modern flamenco dance, the guitarist
is expected to change chords with the llama-
da by the dancer. 1In a farruca, for example,
the guitarist is expected to change to D
minor exactly with the dancer's marking of
the llamada--often with no prior warning.

In practice, the guitarist often changes
chords late, on beats 2 or 3. This problem
does not arise in the 12-count rhythm be-
cause the guitarist does nmot have to change
chords during the first part of the llamada.

The Del Oro. llamada also solved a problem
that I have always had with a particular
farruca llamada that is often used to close

(continued on page 15)

PAGE 13



PAGE 14

JALEO - MARCH 1979

(continued from page 2)

"So here was this gringo from Oklahoma
explaining and performing flamenco music for
the people south of the border," Radford
chuckles. "It seemed strange at first, but
after I got to know the Latin culture and
see how distinctive it is from the culture
of Spain, I began to see it wasn't all that
unusual." --Tulsa Magazine, Nov. 1977

"His style has been called remarkably
authentic for an American. While other stu-
dents had problems getting close to the
gypsies, Radford says he simply learned to
listen. He shared their secret almost in-
tuitively: he played from the heart.

"'"When I heard that first Montoya record,
I recognized something that was honest. and
true," he recalls. '"I was instantly im-
pressed by it., There was something about
the spontaniety, the artistic surrender
that appealed to me'.

"Since flamenco guitar is an oral tra-
dition passed from person to person among
the gypsies, Radford found his skill at
learning by ear valuable. The gypsies
liked him for it and he found them easy to
like. Because of his gypsy friendships he
eventually found his way to the flamenco
festivals known only to the aficionados. He
listened and learned and occasionally offered
his car as a cab for the gypsies who needed
a ride.

"I think that was the time I moved ahead
in all fronts," he says of his gypsy life-
style. '"Both technically and spiritually, I
found myself experiencing and being part of a
folk art form, rather than an outsider."

It's sometimes hard for an artist to re-
late to the spiritual nature of his work in
America. Audiences tend to look at the paint-
ing, listen to the music, watch the dance for
just what it is, without asking '"Why?"
Radford tries to bridge the gap. 'Flamenco
is a spiritual experience,'" he says.

"People ask me why I chose to play flamen-
co guitar. I tell them I didn't choose it--
it chose me. It's a very universal source
of music, whether it's in Vietnam or in Japan
or France or among the gypsies.

"The gypsies have a word, 'duende,' or
'soul.' The flamenco people are happiest
when the excitement and spirit takes over and
leads them, pulls them into something else.
It's that unity of spirit that happens. Dur-
ing times of inspiration, I have a feeling
of total unity. It's not me and the music
and the guitar and the audience, All the
'ands' are removed."

""Any more discussion on such secrets is
halted by Radford, who will protest "I am not

ready to explain more. That's an intellec-
tual activity and flamenco is a spiritual re-
velation. Montoya also said once, 'You must
have the music in your heart before you play
it on your strings.'"

"But Radford cannot resist. Genuine hu-
mility spills over and he adds, "What I feel
is, playing is a gift. Jenny Lind once said
'I never feel like I have but more than one
in my audience. I sing to God'". -- Jon
Denton, The Sunday Oklahoman, July 11,1976

"The program included classical works, but
most of the selections were from flamenco
songs Mr. Radford learned from the masters
he has studed under or through his extensive
travels in places where flamenco is a folk
art. Mr. Radford introduced these songs by
discussing their history, or telling about
where he first heard them or describing the
circumstances in which they would be per-
formed in their "native' environment. This
"setting of the scene'" was valuable as an
educational device, but, more importantly,
it added a dimension to the music. The
moods and emotions Mr. Radford evoked through
his playing were meaningful because the rea-
sons for them were understood.

The feelings represented in the music ran
from the joy of festival to the mournful
pride of a miner's chant. Whatever the
feeling, the flamenco technique, and Mr.
Radford's mastery of it, presented great
depth and subtlety. This characteristic
stemmed from intricate combinations of
rhythms, counter rhythms, accents and melo-
dies. Mr. Radford was performing a number
of different operations simultaneously and
in quick succession in order to create
those combinations. One might have been
overawed by the dexterity had the perfor-

mance not seemed so effortless and had the
music not flowed so smoothly. =--Dave Kull,

The Freeman's Journal(Cooperstown,N.Y.),
Feb, .9,1977

Radford is an excellent technician and
interpreter. His ability to modulate the
usually bright brilliance of his flamenco
guitar into a variety of tonal and dynamic
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(continued from page 3)
does possess such great strength of character
such a strong sense of self.

And yet when wé perform, it is these
qualities that are often mistaken for arro-
gance. In the search for a term to qualify
flamenco, "arrogance' is invariably dredged
up, particularly used in description of the
baile. In actuality, true flamenco has no
room for arrogance. To me, arrogance implies
a put down, a contempt for others, and how
can this attitude exist in a situation of
such intense concentration and artistic
communication?

We should strive to operate on a level
far above our own egos, although I think all
of us at one time or another have to pass
through an ego phase, and indeed many never
progress past this stage. It is very tempt-
ing, flamenco being such a dramatic and
forceful form of expression. But in the end
we must realize that the ego can be a very
one dimensional and lonely place to live,
and that we miss out on a lot of that good
stuff that's flying through the air when
flamenco is really cooking. Rather than
celebrate ourselves, we should celebrate our
magnificent art, and this attitude cannot but
exalt all those involved, identities remain-
ing distinctly intact.

You should be hearing more from Chio as
I am strongly urging my students and guitar-
ists in the area to open subscriptions to
Jaleo. Also, could you please quote me a
total cost for all back issues of Jaleo
preceding December '78.

Are there any plans to reissue the
Flamenco Directory?

Thank-you for being.

Best wishes,
Martha Sid-Ahmed
Akron, Ohio

Hola. Amigos de Flamenco,

A couple of months ago I had two words
for "flamenco" and anything connected with
it. But then I received your Dec. issue of
Jaleo. (My old buddy Bill Regan, who now
lives in Denver had given my name to you.)
We had here in the Pittsburgh area for a
few years, a nice society for Flamenco and
Classical guitar. We got to see and had
receptions for all the '"'goodies' of Flamenco
both the solo guitarists and dance companies
Then "they" came along, the cucarachas who
are jealous of others' ability and those who
are out to make money out of the members.

So then, finally, it all went to hell, And 1
washed my hands of it all. So Bill Regan
comes home for the Christmas holidays and
your newsletter arrives. I think I'm inte-

rested again, and maybe I'll "pick-up" my
guitarra flamenca and practice. But my work
at the local "fabrica de aceros' is hot and

heavy. 1I'll be playing like I work. Como
un mula.
Sincerely Yours,
Joe Bubas
West Mifflin, Pa.
LETTERS TO

THE EDITOR ARE
ALWAYS WELCOME.

(continued from page 11)

I felt it should be done regardless, be-
cause there is no Schwann-style catalog in
Spain; and, while I couldn't afford many re-
cords, I always thought I might suddenly be-
come very, wealthy and wanted to know what to
buy. I'm still waiting for that. Meanwhile,
another loony published an actual book con-
taining such listings ("GUTA DEL FLAMENCO"
by Arcadio de Larrea, Editora Nacional, San
Agustin, 5 Madrid). I was dissapointed--or
maybe delighted--to find that it was very
spotty. It must have been done with the
help of major labels, since it omits many
obscure ones.

All of which is a roundabout way of say-
ing congratulations on your de Lucfa disco-
graphy. I have little to add, except:

The first record I saw bearing his name
was a 45 (EP) which pretty certainly predates
all LPs except 'LOS CHIQUITOS DE ALGECIRAS'".
It was stolen from me before I realized how
good he was, but I noted the number (Philips
430 996). Can't remember the other toques,
but one was a rondeha. Since it was highly
derivative of Ramon Montoya's original, I
conclude that this EP is not derived from
any LP material and probably lacked the
propio sello (unique character) that is evi-
dent even in the first solo LP, "FABULOSA
GUITARRA". (The playing in the "CHIQUITOS DE
ALGECIRAS" LP is very derivative of Nifo
Ricardo--at least the kid stole from good
people. Its catalog number is Hispavox HH
10-218.)

Paco plays for Fosforito on these LP's:
Belter 22,219, Belter 22,360, and Belter
22,362, (You listed two more and a cassette
in October). He also plays for him through-
out the 4-disc "SELECCION ANTOLOGICA'", Bel-
ter 75.012, 75.013, 75.014 and 75.015.

The Naranjito de Triana record with Paco
is "A TRIANA", RCA LSP 1041l6. I don't have
the Marismeho or the Enrique Montoya disc
numbers because I omitted from my list most
sevillanas groups and most totally incompe-
tent singers. The Ricardo disc is "IN
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alegrias, Edo a farruca, Isabel a tango, and
Teo Morca danced an exciting guajiras to fi-
nish. To top off the concert, a request for
some audience participation was immediately
filled as about fifteen teenagers rushed to
the stage and took a quick rumba lesson, in-
cluding a cheer-leader in full dress down to
the pompons on her shoes! And you know, the
rumba didn't look bad at all, but of course
they had a really good teacher...........

pobott e putata b b g R e

Flamenco Ballet Fiery and Elegant

(from: The San Diego Union, Feb. 19,1979)

by Francis Thumm

Of all dance forms, perhaps flamenco is
the most extreme in combining formality with
sensual promise. On Saturday night, Spain's
Carmen Mora and her Flamenco Ballet regaled
a crowd of vocal afficionados at the Fox
Theater.

Already in the opening ensemble dance,
"Bulerias," Mora displayed a fiery style.
She interspersed her dazzling turns with se-
ductive glances and witty flourishes that
were irresistable. But she allowed her
company of six dancers and three musicians
to shine as well.

In the '"Zapateado,'" Liliana Morales, Mari
Diana, Meira Fuentes and Deborah Lopez gave
a virtuoso performance of intricate rhythms
in heelwork. The sole male dancer, Oscar
Nieto, brought poise and brilliance to the
searing 'Farruca," and the singer, Chinin de
Triana, topped off his emotional lament with
a comic parody of his dancing friends .

However, the evening's triumph belonged
to Mora's solo titled "Taranta," to several
miner's songs from Almeria, Cartagena and
Linares. Dressed in bright red, she imbued
the stock flamenco movements with a wide
range of emotions and expressive poses to
create a highly stylized and moving love
parable. During this dance, the guitarist
and the singer performed without microphones,
and for once the music and dancer's heel
rhythms were perfectly matched.

Guitarist Pepe Moreno opened the concert
with several of his own compositions. They
were ornately designed and had melodic appeal
but Moreno wisely avoided the rapid strumm-
ing that would later be used to accompany
the dancers.

Gino D'Auri joined Moreno in a duet and
also played for the dances,

Mora's dancers were flattered by a color-
ful array of costumes. But the most pleas-
ing aspect of Mora's choreography was that
she ignored sheer spectale in favor of ele-
gance, a controlled but intense passion,
and regard for formal design. 1In doing so
she revealed the expressive range and
essence of flamenco.
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MoraDazzles
But Flamenco

Troupe Doesn't

(from: the San Diego Evening Tribune,
February 19, 1979)
by Andrea Herman

Carmen Mora IS the flamenco ballet.

She danced under a hot white light on the
Fox Theater stage Saturday night and her pre-
sence elicited an almost canonized reverence.

She deeply etched out the dramatic poetry
indigenous to the mines in Almeria, Spain.
Her body, the bearer of inventiveness and
sensuality, glided and surged like sorceress.

And when she finished and sank to the
floor in a fit of rapture, the crowd rose. It
paid homage to her and her art, for Mora (to
the largely Spanish-speaking audience) embo-
died dance history.

Mora was moved. She didn't smile though.
Instead her face - framed by shiny slick
hair pulled back and tied with a cabbage rose

- spoke the fierce portrait of the epic she
had just handed down. She quietly allowed the
audience adulation to wash over her, her eyes
downcast.

Then jutting her leg and arm forward (the
movement , pure Mora), she clicked her heels
in rhythmic staccato clarity, snapped her
fingers and surged across the stage.

Her '"Taranto,'" exquisitely executed with
cool sexuality an cutting vigor, didn't work
for charm. There was, in fact, little that
was cute or popular about it. Mora interpret:
ed the new work with a directness and intelli-
gence which, when finished, successfully sus-
tained a pensive, bittersweet mood.

A certain edge was gone when the rest of
the company (five other dancers nurtured by
Mora) performed the various old and new fla-
menco works.

The ensamble lacked the emotional commit-
ment and human content of Mora. The sequen-
ces were repetitious and took on a cool in-
volvement distressingly reminiscent of night-
club routines.

The one male dancer in the company, Oscar
Nieto, came off fairly well in "Farruca,'" but
the polish and professionalism on this young
man is not yet a permenent reality.

It was obvious that economics dictated
format.

The first hour was completely devoted to
guitar solos by Pepe Moreno. The inordinate

number was so inappropriate that several
ticket-holders asked the house-manager at
the intermission if this, indeed, was the
Flamenco Ballet they had plunked down $8 to
see.

The music appeared, after the first three
solos, lifeless, its technical and emotional
capacities negated by a '"sameness." In ad-
dition, the too-close microphone created an
uncomfortable loudness, camouflaging deeper,
more subtle effects.

I did not share the enthusiasm of some
audience members for singer Chinin de Triana
He seemed to struggle so hard to achieve an
ethnic pitch, that his very lyricism took on
a form of ostentation.

Other distractions:

Cigarette smoke that filtered out from the
wings of the stage.

Miscued lighting.

Costumes that threw off clouds of dust
everytime they were swished.

And that old thing, again. The Fox Thea-
ter's inadequate proportions, where stage and
auditorium are visually incompatible.

Booking dance in this theater is artisti-
cally bad-sense and I'll never get used to
being unable to see the dancers' feet - no
matter how few theater buildings are active
in this town.

There must be some alternative.

CONTRIBUTE TO JALEO!

GRANADA ISSUE
One of the upcoming issues (April or

May) will deal with all aspects of flamenco
in Granada. Please share any of the follow-
ing with Jaleo:

-Personal experiences with flamenco in

Granada.

~Unusual biographies of artists from

Granada.

-Photos related to flamenco.

-Information on songs and styles that ori-

ginated in Granada.

-Guitar builders in Granada.

-Falsetas '"por granainas".

NEEDED IN GENERAL:

-Current events from around the country.

-Flamenco photos; look through your old
snapshots (we can return them to you).
They don't necessarily need to be
accompanied by an article.

-Drawings (black line) and decorations that
can be used to make Jaleo more attractive.
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EGARGARY JOEREGA

by Stephanie Levin

February's Juerga began with a special
flair when Jaleistas joined together at the
Fox Theater to see Carmen Mora and Pepe
Moreno in concert,

Each flamenco enthusiast has his or her
favorite aspect of this fiery art that they
enjoy. Carmen Mora's concert delightfully
combined these arts together for an evening
of fun and excellent entertainment.

Pepe Moreno opened the concert with a
beautiful solo called Pensamiento a €or-
doba, followed by forty minutes of some of
the finest flamenco guitar playing I have
heard. Gino D'Auri accompanied Pepe in a
closing duet, Mi Inspiracion, which again in
my opinion was beautiful. Gino played in
accompaniment to vocalist Chinin de Triana,
one of the few authentic flamenco singers in
the U.S. today. Chinin's rich voice filled
the theater while Carmen Mora and company
vibrantly danced. The unspoken, yet very
deep feeling of flamenco between Carmen and

her company communicated itself to the audi-
ence, allowing everyone a satisfying feeling

of participation. This feeling flowed free-
ly into the rest of the evening.

Thanks to a wonderful dancer by the name
of Jean Isaacs, who graciously permitted
Jaleistas the use of her dance studio, Feb-
ruary's juerga was soon in full swing.

Juana de Alva made a paella that was no-
thing short of beautiful to look at and deli-
cious to eat. Food was plentiful with dif-
ferent varieties of lush salads, traditional
Spanish tortillas(potato omelets) and a won-
derful selection of deserts.

The size of the dance studio permitted a-
lot of space for dancing, however in tradi-
tional fashion, a small group of enthusiasts
gathered together; began the rythmic palmas,
and the dancing began.

For me there were two events that high-
lighted the evening. The first was when
Carmen Mora danced, her rich vitality and
graceful, yet definite movements were beau-
tiful to watch. Her rythmic movements fill-
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ed me with a nostalgia. for Spain, while
simultaneously inviting my soul to join her
and dance. I did not join her, but Julia
Romero did. Through their entwining move-
ments, a special glow of excitement and plea-
sure seem to radiate from their faces, a

glow that is not at all unfamiliar to flamen-
co aficionados.

The second highlight of the juerga came
very late and when many Jaleistas had already
departed. 1In the very early hours of the
morning from the small room in back of the
studio, the rich voice of Chinin could be
heard singing. As Juana and I wondered into
the dark room, lighted by only moonlight, a
very intimate feeling for the art of flamenco
seem to overcome me. Chinin and Raphael
Santillana sang,as though they were almost
unaware of our presence. Yuris Zeltins and
David, Juana'a son, seem to have immortal
fingers as they accompanied the beautiful
clear voices of Chinin and Raphael. I sat
listening, feeling very sure that each per-
son was feeling a special affection for this
moment, for I felt very fortunate to have
been a part of this evening.

MARGAH JUEREA

Once again, no site has been offered for
our juerga. Therefore, this month's juerga
will be on Saturday, March 17, at the same
location as our February Juerga -

Community Arts Gallery, 2nd floor, 860 3rd
Avenue, San Diego. As usual, the festivities
will begin at 7:00 p.m.

The new alphabet/food system seems to
work. Please bring the food corresponding
to the first letter of your last name:

A - E salad and bread

F - L main dish

M -Se dessert or chips and dip
Sf- Z main dish

Remember to bring enough for you, your
guests, and possibly 2-4 others; and drinks.
If you would like to offer your home or
club for a juerga, please call our juerga
coordinator - Jack Jackson, at 272-5748.

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 $15 per quarter. Please send
all correspondence to:

JALEO, Box 4706, San Diego, CA. 92104
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new york...

GUITAR INSTRUCTION: Ithaca, N.Y. by Michael

Fisher. Phone (607) 257-6615

CHATEAU MADRID: Lexington Hotel, 48th &

Lexington, NYC. Dancer-singer, Alicia

Montes; singer Paco Ortiz; guitarist, Pedro

Cortez.

LA VERBENA: 1Is located on 569 Hudson St.

in Greenwich Village. Dancer, Mara; Singer,

Pepe de Malaga and Guitarist, Diego

Castellon.

DANCE TEACHERS:

Jerry LeRoy Studio:

Sebastian Castro (flamenco) 212-0R9-3587

Estrella Morena (flamenco) 212-489-8649

Mariano Parra (escuela bolera & flamenco)
212-8668520

BALLET ARTS:
Mariquita Flores

washington d.c. ...

EL. BODEGON at 1637 R Street NW features dance
dancer Natalia and guitarist Carlos Ramos.

EL. TIO PEPE at 2808 M Street NW features Ana
Martinez, dancer and guitarist Paco de Malaya
in a flamenco show.

TORREMOLINAS at 2014 P Street NW features
guitarist Tomas de la Cruz.

washington. ..

212-255-4202

MORCA ACADEMY OF CREATIVE ARTS; instruction
in classical ballet, jazz,classical Spanish
and flamenco. I349 Franklin, Bellingham,
Washington 98225. Phone: 206-676-1864

colorado

GUITAR INSTRUCTION, DENVER:

Bill Regan "Guillermo" 333-0830
Rene Heredia 722-0054
DANCE INSTRUCTION, DENVER:

Vicente Romero. 831-8601

DENVER CONCERT: Rene Heredia will be at the
Arvada Performing Arts Center on March 2,

in conjunction with a show of flamenco photo-
graphs by Candace Bevier.

DENVER GUITAR WORKSHOP: by Rene Heredia,
March 3 : ,
GUNNISON JR. COLLEGE CONCERT: Maruja Vargas
and Compania del Oro will present a program
of Spanish classical and regional dances and
music, including suites of music by Albeniz
and Cranados and music from the Basque and
Aragones regions of Spain. Dancers are
Maruja Vargas and Antonio Ivamncich. Music
will be provided by classical guitarist Jos=
eph Trotter, flamenco guitarist Paco Se-
villa, and ethnic-folk musican, Victor
Eskenazi. The stage manager is Bill Buquoi.

texas...

FLAMENCO GUITAR INSTRUCTORS IN TEXAS:
Edward Freeman in Dallas; Jerry lobdill in
Austin; Tom Blackshear in San Antonio;
Miguel Rodrigues in Huston.

california

RICARDO PETI, Flamenco/Classical Guitarist
will be appearing at the RED BARRON, 2889 W.
5th Street, Oxnard, Ca. February,22,23,24;
March I,2,3,8,9,10, from 9 to I a.m..
MARIANO CORDOBA, flamenco guitarist, is
appearing with dancer Pilar Sevilla at the
Don Quixote Spanish and Mexican restaurant
at 206 El Paseo de Saratoga (278-I545) in
San Jose. Four shows nightly, beginning be
7:30 P.M. on Friday and Saturdays. No
cover charge. '

CUITAR INSTRUCTOR: Rick Willis, Oakland,
C.A. Phone: 482-1765.

san francisco...
THE SPAGHETTI FACTORY at 478 Green Street in

North Beach is featuring Cruz Luna, Friday
thru Sunday; shows at 9 and 1l.

FLAMENCO RESTAURANT,2340 Geary Blvd, has solo
guitar Mondays and Tuesdays from 6:30 to
10:00 p.m. Features Spanish food and wine.
EL BODEGA, in the North Beach area, serves
only a paella dish and features the dancing
of Carla Cruz accompanied by her husband,
"Nino Bernardo.'

DANCE INSTRUCTION:

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

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

Teresita Osta, Fine Arts Palace, (415)
567-7674

Jose Ramon, 841 Jones St. (415) 775-3805
FLAMENCO GUITAR INSTRUCTION:

Ricardo Peti (415) 851-7467

santa barbara...
FLAMENCO SPECTACULAR-Sunday afternoon,

March 11lth at 2:00 P.M.,Arlington Perform-
ing Arts Center(1317 State Street, S.B.)
featuring: Roberto Amaral, Antofiin, Alfonso
Bermudez, Benito Palacios, Paco Sevilla,
Pepita Sevilla, and Chinin de Triana; also
appearing; dancers: Isabel Campos, Clarita,
Meira Fuentes, Luana Moreno, Rosal Ortega,
Ana Narua Suarez, Laura Torres, and Valencia
Tickets: $7.50, $6.50, $5.50, $4.50

Mail to TICKET EXPRESS, 1501 STATE STREET,
SANTA BARBARA, CA. 93101. Please make check.
or money order payable to TICKET EXPRESS,
and enclose a stamped self-addressed
envelope for return of tickets.
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CASA LINDA is featuring guitarist Chuck Key-
ser and dancer Suzanne Keyser, on Sunday
evenings. 229 W. Montecito, S.B,

los angeles...

PACO'S CANTINA features dancers: Concha de
Mordn, Clarita, and guitarist Antonio Durin
Corner of Van Nuys and Kitteridge.

EL CID offers Spanish tablao-style enter-
tainment. 4212 Sunset Blvd. phone: (213)
666-9551.

DANCE INSTRUCTION:

Carmen Mora, 665-5455

san diego...

DAVID CHENEY appears at the Swan Song on
Mission Blvd. in Pacific Beach on Thursdays
and Saturdays from 9 till 1:00 a.m.

RAYNA'S SPANISH BALLET in Old Town features
dancers: Rayna, Luana Moreno, Theresa John-
son, Scott and Jennifer Goad, Rochelle Stur-
gess, and Jeanne Zventina. Guitarists are
Yuris Zeltins and Paco Sevilla, Sundays
from 11:30 to 3:30 at Bazaar del Mundo.

* MARUJA VARGAS with classical guitarist Joseph
Trotter and flamenco guitarist Paco Sevilla,
will give a recital of Spanish classical
music and dance in San Diego on March 15 at
8:00. Music Recital Hall, S.D.S.U. Free.

INSTRUCTION IN SAN DIEGO:

DANCE Juana de Alva 442-5362
DANCE Juanita Franco 481-6269
DANCE Maria Teresa Gomez 453-5301
DANCE Carmen Mora 436-3913
DANCE Rayna 475-3425
DANCE Julia Romero 279-7746

GUITAR Joe Kinney
GUITAR Paco Sevilla

etc...

THE BLUE GUITAR in San Diego carries books
oy Donn Pohren, new books of music by Mario
Escudero and Sabicas, and a complete line
of guitar supplies. Flamenco guitar les-
sons by Paco Sevilla. All guitar strings
half price. See ad for location,
GUITARISTS AND STUDENTS are welcome to
accompany dance classes. Call Juana at
442-5362.

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

A film "Flamenco Fantasy'" by Rene Heredia
will be seen on many PBS TV stations through:
out the country in March. Appearing in the
film with Rene, are Cruz Luna and Rosal Or-
tega.

FOR SALE: 1977 spruce top Gerundino flamenco
guitar - $1300.00; 1974 Sobrinos de Esteso
(made by Faustino), lst class, formerly
owned by Juan Maya - $1200.00;and a 1971
Archangel Fernfndez, lst class, $1400.00.
Contact Gary Hayes in Seattle, Wash. Phone
(206) 632-0633. Contact may also be made
through Jaleo.

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

BACK ISSUES OF JALEQ AVAILABLE. 1Issues
from Vol. 1, Numbers 1-6 50¢ each, all
other issues $1.00.

274-7386
282-2837
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