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Star of New Jersey proclaimed her a '"castanet
virtuosa." In another review, the Standard
of Montreal called her "an expert in Spanish
dances." "A gifted Spanish dancer who is
definitely to be seen." reported Billboard.
"Her talent is beyond dispute," said the New
York Sun. "She needs only to show her press
notices to be a success," said the Pittsburgh
Press.

Mastering the flamenco was not Ms. del
Carmen's only aim; she also excells in all
types of Spanish dances such as gypsy, clas-
sical, regional, and traditional. Because
she is so versatile, her accompaniments
varied from large orchestras to the warmth of
the flamenco guitar. '

Her natural flare of talent came through
clearly in the several television and radio
programs Ms. del Carmen appeared on. Her
vibrant personality has captured audiences
throughout the country. Each broadcast has
been interesting, informative, and colorful.
Canadians have also enjoyed viewing her as
she guest starred on "Insight", a CBET-TV
presentation. In New York, Ms. del Carmen
appeared on the '"Dumont Television Network
Series' where, competing against ten other
professionals, she was named the most out-
standing performer.

Paramount studios were in the process of
producing several screen tests but, unfor-
tunately, the scheduled time interfered with
her matrimonial preparations.

At the request of the Michigan Ethnic
Heritage Study Center for the University of
Michigan, Ms. del Carmen stars in an educa-
tional video tape, in which she speaks on the
ornamented Spanish culture and dance art form.

Sinch 1976, Ms. del Carmen has worked in
the Detroit Latin American Festivals by di-
recting the Flamenco Society of Michigan's
Spanish dance presentation.

As an active honorary member of the Fla-
menco Society of Michigan she has directed
and choreographed entire concert programs,
each with a successful turnout.

Today, Ms. del Carmen continues to per-
form in concert, such as a recent engagement
at the Detroit Institute of Arts, teaches
each style of Spanish dance in her studio,
and is working toward the realization of a
Spanish dance workshop on a university level.
Recently, the Michigan Council for the Arts
expressed their desire to have Ms, del Carmen
on the Advisory Panel which she has accepted
and now fulfills.

"I enjoy working with the panel. They ask
me to evaluate certain dance presentations in
the state and to express my thoughts and
ideas. In particular, I would like to see

-

and promote an expansion of the Hispanic
culture. It is greatly needed."

Not only does she bring back an emphasis
on art into flamenco, she also enhances it.
In her style of dancing she brings out the
fire, fury, and warmth.

"Flamenco is the expression of a proud
people. All of my life I've been proud to
be Spanish and proud of my dancing. Perhaps
this is why I love to dance, to relate fla-
menco because in doing so I express pride
in myself."

= LETTERS

Dear Jaleo:

I hope that you print this letter, because
I feel strongly that those who give so much
should be recognized, and I truly thank you
for finally having Juana De Alva on the
cover and featured in an article. I write
these notes, not only because I am privileged
to have her as a friend, but because Juana
is one of those rare people in the arts who
has paid her dues, kept her humility, and has
given to others as much as she takes from
life. She is a beautiful artist, not only
of flamenco, but of dance, period! Whatever
she pursues, I am sure that she will continue
to inspire others, and her students, I am

" sure, will be inspired and grow from her

giving art.

I salute you, Juana, and thank you for
your friendship, your giving kindness, and
your art. The world of flamenco is richer
with people like you in it.

Abrazos,
Teodoro Morca

Dear San Diegans:

Have been in Spain for seven months now,
living and playing tablao flamenco in Torre-
molinos near Milaga. 1'm learning a lot about
flamenco. I also worked picking olives and
lived with gypsies in the caves of Guadix
near Granada. The best flamenco I have seen
was in Sevilla. It is getting cold in
Andalucia, so I am heading south to the
Canary Islands. Give my regards to all who
remember.

Charlie Blankenship
"Don Carlos de San Diego'

LETTERS TO
THE EDITOR ARE
ALWAYS WELCOME.
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especially when this article has no biogra-
phical aspirations; for this reason, neither
will we mention the interminable list of
titles and distinctions that he has been
awarded.

Manuel de Falla, on the occasion of the
Concurso de 1922, said that "In order for the
lesson given on that splendid night in La
.Alhambra to be taken advantage of, it would
"have been necessary to open permanent
classes'. Even general Primo de Rivera began
to think seriously about the idea of founding
a flamenco academy.

In any event this project would be utopian
because of the nature of the cante. Even
without coming to the sophism of the creation
of a university for the cante, I think that
Antonio Mairena, by reason of occupying an
exceptional position, because there are many
who try to imitate him, because of his re-
lation with dawn and dusk, with life and
death, with gracia and simplicity, with love
and hate, all representative of our art, is
and will always be the "Immortal Teacher".
That is his greatest work. '

»* %

The Honest Words of Fosforito

(From: Nueva Andalucia, Sept. 11, 1979; sent
by Roberto Reyes and La Vikinga; translated
by Carolyn Tamburo)

In the last edition of the Festival de
Alcalé;l dared to request a few words from
the great cantaor from Puente Genil, Antonio
Fernandez Diaz "Fosforito'", so that they
might be presented here in this special issue
of Nueva Andalucia.

Fosforito, a gentleman, on as well as off
stage, was enthusiastic about the idea and as
proof of it, here are his thoughts, set forth
with his usual sincerity, because perhaps no
one else knows so well nor so much about the
maestro from "Los Alcores'" (Antonio Mairena)
as does the maestro from Puente Genil. And
perhaps no one esteems Antonio Mairena as
much as he does.

Our deepest thanks to Fosforito for having
submitted the following, which he has en-
titled "Example to Follow'". It is a lasting
payment of homage, both of friendship and
affection, from one master to another:

"When it was suggested to me that I write
about Antonio Mairena on the occasion of his
more than 50 years of confronting all types
of cante "por derecho" (in the correct man-
ner), I was delighted because it is a plea-

sure for me to speak of this unparalleled
genius whom I love and admire so much.
"Antonio Mairena sets an example for us as
a firm and immovable pillar. Fixed in his
ideas and tireless labor of research, he sal-
vages and often re-creates cantes, thus,

molding and enriching our cultural repertoire
of flamenco. Before such a stance, Don

Antonio, I cannot help but discover myself
and extend to you my most sincere admiration.

"I believe that to all of us who assume
the difficult task of constantly opening new
paths for our cante and of maintaining the
living flame of aficidn, it stimulates and
sustains us to know that you are there with
your encouragement and inspiration. Because
we are the ones who must continue battling --
in spite of our disadvantage -- the current
havoc, and we must fight it in the only way
possible, which is to be aware, conserving
moderation in order to avoid wherever possi-
ble this invasion of foreign and aggressive
musical styles. It is with these styles
that the '"nuevos sabios' (young geniuses or
new talents) confuse minds and tastes, their
only end being to further their own pros-
perity. If we do not do our part, maintain-
ing ourselves steadfast in our purpose, they
will end up destroying the root of the fun-
damental and basic cantes.

"Consequently, we should be eternally
grateful to the great '"lama" Antonio Mairena
because, besides the fact that, in large
measure, we have all learned something from
him, we also owe him the dignity of being
flamencos. This is so because in the midst
of so much decadence and confusion and after
so many difficult years, he is there, long
suffering, and projecting that image of a
sober man and a flamenco ''cabal.

"I firmly believe that this is the mirror
into which we must reflect and that this is

| the example to be followed by all of us who

love and feel within ourselves that which is
uniquely ours -- el cante flamenco."

»*
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was like a repeat of that and it was marvel-
lous. I enjoyed myself like a child who is
brought all the gifts by Wise Men and the
truth is that each pena, each friend and per-
sonality left me some memory, along with the
Minister of Culture, Manuel Clavero, and other
personalities who honored me with their
presence."

----Did you ever dream of such a day?

"I didn't know what could happen, but I
have always felt a great responsibility, re-
sponsibility as a gypsy and as a cantaor,
because I witnessed how many great geniuses
lived in misery and I believed that it could
not continue. As time passed, I was forming
the idea of taking the cante out of that world
of gloom in which it was immersed; the fla-
menco artist has to be admitted into society
and treated as a human being; he has to be
dignified, respected and valued. Also, as a
gypsy, he was completely neglected and des-
pised because the gypsy was treated as an
undesirable and a wrong doer; there were some
bad times, very bad times. 1 had to look for
a more dignified world." :

--You have spoken of times when the gypsy
race was on the fringe of society. How do
you feel about the work, "Persecucidn" by
Lebrijano?

"Well, the period to which I was referring
has nothing to do with that depicted in the
work of Lebrijano, but let's face it, in the
first place I don't consider it a work of
cante. It is a history that is true, although
it was not only the gypsies that were per-
secuted, narrated by Felix Grande with
Lebrijano putting in the cantes that he felt
were appropriate; some I like, others not..."

--As a gypsy, how do you feel about it?

"I believe that, as the saying goes, 'you
can't run a mill with water that has already
gone dry.' It is something that happened and
it has to be forgotten...actually, this sub-
ject interests me very little."

--To change the subject, on the little
table in the corner is the day's El Correo de

Andalucfa, opened to the political page. The
question is irresistable -- do you like
politics?

"Hombre, I understand very little of poli-
tics (he smiles as if he were expecting the
question); among other things, I have not had
time to think about it; I have always been
crazy about flamenco. Yes, I have suffered
at times, like everybody, and I had to pass
through that tunnel with many sacrifices and
difficulties. I have always been a man for
whom social classes have little importance
and so I have friends in all sectors. One
thing I have always enjoyed is freedom, like

all good gypsies, and, of course, democracy --
provided that it can be digested; it is like
ham, an exquisite food, but taken in excess,
it can harm you."

--Would it be possible to know how you
voted in the last election?

"No, it would not be possible, because the
Constitution gives me the right to a free and
secret vote. I have no objection to saying
that I very much enjoy liberty and democracy
and totally reject violence; peace, peace,
and peace!"

~--And autonomy for Andalucia?

"If autonomy will benefit Andalucfa, then I
welcome it. I am one who will vote yes; we
have had enough centuries of suffering in our
land and it is not right that Andalucians
should have to abandon their homes to seek a
living in other places."

--There are artists who are affiliated
with political parties or unions. Anything
to say about that?

"Well, in all of my life, the only card I
have carried is that of the Sindicato Vertical
(a union) and it has done nothing for me.
After fifty years working in the artistic
world, when the time arrived, my agent went to
see if I had some retirement coming to me, and
the answer was negative; my brother, who lives
with me, a bachelor like I am, afflicted with
an illness that makes it impossible for him to
work, also collects nothing. So, if Antonio
Mairena did not at this time have 'cuatro
pesetas' (four pennies) saved through the
efforts of much sacrifice and pain, I would
have had to shoot myself, because it is pain-
ful to arrive at these circumstances in which

‘one can no longer work and has no means of

living; for some time I have not earned a
peseta, although I wish I could be like the
muleteer whose life goes on even if his money
runs out."

--He smiles ironically...he leans back in
his chair and says:

"Bueno, aren't you going to have something
to drink?"

--We say that we don't want to cause him
any trouble, but he insists and gets up to go
to the doorway and call affectionately to his
sister, '"Nina, bring us a bottle of whiskey
and three glasses!" The conversation, in
these moments, changes to his illness and his
present relationships:

"The doctor has prohibited alcohol for me,
but heck, from time to time I take a drink,
because you can't imagine the trouble it
causes a person like me to not be able to go
out, to be here all day long; I have to stay
here because if I go downtown, for example, I
always run into some friend and the normal
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because that's the way it is and without
saying anything I have the cannons pointed
at me."

--In reality, his is a complicated posi-
tion; perhaps, for that reason, his eagerness
to please everybody, to accept all commit-
ments, and to say yes to almost everything.
Some have even reached the point of speaking
of the extreme timidity of Antonio as the
product of a solitary personality.

"No, I am not timid, nor am I a
"juerguista' (party goer) and I detest being
alone, apart from the fact that I am never
alone -- I always have company, aside from my
sister, Rosario. I don't know why they would
say that about me."

--Do you believe in God, Antonio Mairena?

"Well yes, I believe in God, although we
gypsies have a very special God.

--Aside from the cante, what are your
pastimes?

"Hombre, I like many things; I enjoy the
bulls, the theater, reading, soccer, and
music in general."

--What do you read most often? ‘

"Aside from the four newspapers of Sevilla,
I read El Pais and El Socialista because I
like to be informed about everthing; I read
everything that is written about flamenco and
also poetry."

--Who is your favorite poet?

"I like many, but the one who has satis-
fied me most is Federico Garcia Lorca."

--You might, perhaps, confuse yourself
with this image of timidity and solitude that
Antonio Mairena presents '"a priori'; you might
think that he doesn't worry about things, but
when you enter into conversation, you appre-
ciate the concern he has for all things in
life, and how informed he is about everything,
especially that which occurs in the world of
the flamenco art. For example, upon asking
him if he has been seeing the Ballet Nacional
recently, when it was in the Lope de Vega, he
said:

"I wanted to see it, but the time passed
me by; I was interested in seeing it, because
a short while ago I read some statements by

Antonio Gades saying that he would be direc-
tor...and I am more or less informed as to
what happened there."

--A ver, tell it!

"What happened is that the dancer Antonio
has always dreamed of directing the national
company but suddenly he found that the po-
sition was given to Gades.'

--Do you consider Antonio to be more
capable?

"With the pardon of everyone, for me,
although I don't understand much that goes on
outside of flamenco, Antonio is more complete
and the most qualified for this task."

--Who sings better, "el payo'(non-gypsy)
or el gitano?

;{day tours of Sevilla and Madrid.

SPAIN TOUR

The ad on this page announces "A Flamenco
Dance Experience in Spain''. The trip, which
will be headed by tour coordinator, Ethel H.
Minor and guest tour leader, Teodoro Morca,
will cover eleven days in Madrid, Sevilla,
and Rocio, and will include visits to tablaos
and dance studios, and the "Romer{fa del
Rocio'". The tour price of $1290.00 includes
round trip air fare from New York, hotel
accomodations for 10 nights, daily '"continen-
tal" breakfast (which means that meals are
not part of the package), orientation session
with Teo Morca, land transportation, and half-
The follow-
ing flamenco dancers have agreed to to teach
and/or meet with the members of the tour:
Roberto Ximénez (of Ximénez and Vargas),
Pilar Lopez, Jose Granero, and Luisillo.
Other personalities have not yet confirmed.

It sounds like a pretty good deal for
those who are not inclined or unable to go to
Spain on their own for a more extended visit.
For more information contact "Interplanner"
(see ad). Last minute note: Deposits received
after April lst will have to add $40 to the
total price due to an increase in airfare.

B : ]
Read interviews with Segovia, Tomas, W

JOIN US FOR
A FLAMENCO DANCE EXPERIENCE
IN SPAIN

MAY 15-26, 1980
Tour Leaders: Teodoro Morca, Ethel Minor

e

1
¢
Also: Ballet Festival Tours to Vama(July) and Cuba(Nov.)".::;
o
For reservations, details, contact: INTERPLANNER
3120 N. 13th Street, Suite 5, Arlington, VA 22201
(703) 522-4400

Romeros, Pujol, and many more. Find
out about instrument builders, festivals,
competitions, and master classes. Play
our new music and lute tablature. Find
out what is happening around the world l
in guitar and lute through—

guitarsalute
Magazine

1229 Waimanu Street

Honolulu, Hawaii 96814
Send for Free Brochure. $2.00~sample copy,
$10.00-4 issues
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"Hombre, there are payos who sing well and
gypsies who sing well; what happens is that
each gives it his own flavor; the gypsy 'lo
agitana' (gypsifies it) with his personality
and 'el sefio' -- because the gypsies of lower
Andalucfa do not say 'payos' -- 'lo agachona'.
But what is difficult is this world, artists
being what they are, is that they are born
geniuses."

--How was Marchena?

"I did not know this man well, but within
his style he was a genius and created a new
school of cante."

--And "rock Andaluz'"?

"Bueno, I don't know much about this, but
what is important is that flamenco is tasted;
it is a form in which the youth can drink
from the fountain. Asidé from that, I be-
lieve it is a music that is in style, but
will not be long-lasting and is comparable to
the period of the cancion Andaluza."

--The last things that Antonio said to us
were done singing, because that is what we
asked -- so that it would be his cante that
put the finishing touch on the interview.
Four "tercios por soled" that should be
treasured like gold tucked away in a hand-
kerchief, another demonstration of his
kindness.

* % *

Antonio Mairena
and

Manuel Torre

The following two articles are the third part
of a six-part series dealing with Manuel Torre.

(From Nueva Andalucia, July 21, 1978; sent by
Bettyna Belen; translated by Vicki Dietrich.)

By Aﬁgel Marin Rﬁaula

We have been asked to collaborate on a
special report for the Sevilla paper Nueva
Andalucfa which will be published on July
21st in comemoration of the 45th anniversary
of the death of Manuel Torre in Sevilla.

. First, I would like to thank the Nueva
Andalucifa for the honor they have bestowed on
me by askifg for my modest contribution, to
write about such an immense giant of a man in
his art as is Manuel Torre. In fact it is
extremely difficult to write something of
interest about this jovial cantaor when so

much has already been written, the best bio-
graphy being that of Juan de la Plata. I
don't wish to add further fuel to the words
of Domingo Manfredi when he says, 'authors
copy from one another and like a good father
has recognized one of his own well loved sons
in the sons of other fathers who copied him
without shame."

Manuel Rios Rufz, in La Instruccion al
Cante Flamenco, says that Manuel Torre is the
culmination of the cante in Jerez and that
his voice is more important because he is -’
also the epitome of cante flamenco in general.
His voice had such echos, such jondo proper-
ties, such terrifying sound. This passionate
assertion makes us believe that the good
"Jerezano" and friend Manolo Rfos Ruiz must
have excellent recordings in which one could
appreicate those qualities, seeing that he
himself never heard Manuel in person.

In the records we have of Manuel Torre --
even though numerous, it is possible they may
not be his best -- we are unable to appreci-
ate the total magnitude of his cante and. it
is understandable knowing the techniques of
record making in his time and his extravagant
way of life which did not permit impositions
of time or place.

We believe that the person to whom we are
most indebted for knowledge and appreciation
of the art of Manuel Torre is Antonio Mairena,
who promoted his cante and made it known to
aficionados, and who has worked hard to dis-
credit the story that Manuel Torre was an
insecure and '"corto'" (sings only a few
cantes) cantaor. Antonio Mairena has memo-
ries and resources of great interest to go
deeper into Manuel de Soto y Loreto. He has
always shown himself to be a fervent admirer
of Manuel Torre, evidence of which are his
cantes, his confessions and the giant picture
dominating his studio, before which there are
always flowers and before which, to the
observer, he stands in awe.

Antonio Mairena was only 24 years old when
the brilliant cantaor died, but it was enough
for him to have heard him on different
occasions as well as having sung with his
idol. Mairena absorbed in depth his essence
and this mark was unerasable.

The art of the "Marruros'", the '"Locos",

El Viejo de la Isla, Manuel Molina, Francisco
Laperla, Garito, Joaquin la Cherna, etc., was
gathered and displayed by Manuel Torre, mark-
ing a fundamental period in the development
of all our present cante; later, Antomio
Mairena helped us to understand it.

In this centennial celebration of his birth
many programs will take place in Jerez as
well as Sevilla to commemorate the anniver-
sary and to honor Manuel Torre. This true
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dedication we find incomplete in not having a
contribution from Antonio Mairena, the pre-
sent holder of the "Llave de Oro del Cante"
and, until Manuel's death an intimate friend
and also guardian of his son, Tomas Torre.

Antonio Mairena was strongly criticized
for not attending the burial of Tomds Torre
and, in Cordoba, for not being present at the
funeral of Ricardo Molina. It is well known
that Mairena has a heart condition which does
not permit him to experience strong emotions.
Anyway his brothers attended to give the last
farewell to his friend while he was spiri-
tually imploring the divine compassion.

During our last stay in Sevilla, where we
went to taste once more the spirit of the
unequaled feria and to pass a few happy
moments with friends, we heard many comments
about this subject, even hearing that Antonio
Mairena had been banned from attending these
commemorative services. We do not understand
the motives or basis of these findings and we
do not share in this violent attitude.

% % ¥
Antonio Mairena On Manuel Torre

(From: Nueva Andaluc{é, July 21, 1978; sent by
Bettyna Belen; translated by Vicki Dietrich.)

Antonio Mairena in his book entiiled
Confesiones, when speaking of Manuel Torre
called him "the unforgettable Manuel" and
these are some of his opinions:

"Manuel Torre was a genius of the cante
and there are so many anecdotes that were
told and are still told about him. Manuel
was often compared to Don Antonio Chacon, the
former as the best mainstay of the cante
gitano and the latter as the great artisan of
the splendor of cante flamenco. A legend was
created that presented Manuel Torre as an
extravagant gitano and an irregular cantaor,
unsure and with a short repetoire -- many
thought of him as a good siguiriyero -- while
Chacon appeared as a great gentleman, elegant
and pontifical, sang '"el cante como nadie"
(the cante like no one) and was venerated by
the aficionados. In all these tales there
was great exageration and inaccuracy. I, for
one, always heard Manuel sing masterfully and
others did and could say the same with more
authority, like the guitarist Manolo de
Huelva who heard him so many times and
affirmed that Manuel Torre always sang well.

"It is true that Manuel Torre was capri-
cious and undisturbed by the majority of pro-
blems surrounding him, only concerning him-
self with his whismies and his hobbies such
as his greyhounds, his English chickens and
his pocket watches about which he was fanati-
cal. He had no concern for money, he ignored
the norms and rules of society and never
learned how to behave in it. He could
neither read nor write and everything he did
was by some marvelous instinct. He was a
being born for freedom and for this reason he
behaved in an anarchistic manner, all his
life following only the impulses of his
heart. He was a creature of the woods like a
butterfly. On the other hand he was pleasant

and had an infectious charm. He was called
the Majareta, but Don Antonio Chacdén told
him, 'Majareta, when you sing you are like
Castellar when he talks.'

"One Saturday afternoon in 1933, a great
aficionado of the cante named Mata who lived
in Carmona, after closing his store and
taking the little money from the till, tra-
velled to Sevilla and went as always to the
house of Manuel Torre to go with him to a
juerga. This great aficionado went with his
wife, for the two held a great admiration
for the Nifio de Jerez. But they were met
with an unpleasant surprise of seeing Manuel

_prostrate and very unwell with a serious

‘illness. Being unable to accompany his
friends, Manuel said these words, "I can sing
no more nor leave my bed, I am dying.

Please go to Mairena del Alcor and ask for a
gitanillo who has a tavern there and goes by
the name of Nifio de Rafael (Antonio Mairena).
Tell him I sent you and he will attend you
well and you'll like him."

"That same afternoon the aficionado from
Carmona arrived at the taberna that I owned
in Mairena in what is today the plaza Calvo
Sotelo. When Mr. Mata arrived with his wife
and a guitarist from Carmona they asked for a
dozen caflas of manzanilla. On learning that
I was the Nino de Rafael he gave me Manuel
Torre's message. I was full of emotion and
grief for Manuel, for he had done much for me
spiritually. 1 immediately placed the group
in a private room and we began to drink and
sing. We continued until three in the mor-
ning when we learned the terrible news.
Manuel Torre, el Nino de Jerez had died. We
were immersed in a sadness impossible to put
into words. We sang no more but stayed on
together for some time and did no more than

drink and cry."
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Makmg a Flamenco Record

by Guillermo Salazar

Have you ever thought of making a flamenco
record? Most records are made on a contract
basis by well-known artists, since recording
companies have reason to believe they will
sell. However, many fine musicians never re-
cord because they are too esoteric in the
eyes of the companies, Especially in America,
recording companies make the artist famous.
They choose who will make it, and it's not
always the best talent, although in many
cases it is. For some reason there is a lack
of flamenco records available in the USA at
present.

One way of creating new interest in this
country is for flamencos to record their own
records. Of course not everyone is able to
do this for a number of reasons. Some fla-
mencos can't afford it; others simply don't
have the entrepreneur mentality. Then there
are those who are not worthy or knowledgeable
enough, and those who are not ready just yet.

Three years ago I recorded an album of
guitar solos entitled '"The Flamenco Guitar
of Guillermo'. Here are some of the
decisions I had to make:

1) Is my toque exciting enough to turn a
listener on?

2) Will I be able to sell all the copies I
have pressed?

3) Can I handle all the comments and
criticisms?

4) Do I have enough material ready?

5) Do I want to have palmas, cante, or baile
on the record?

6) Should I record tracks of two guitars
overdubbed?

7) If I record just one guitar,
necessary?

There are plenty of other questions that
confuse the issue: photographs, cover art,
liner notes, type of print, quantity of re-
cords to be pressed, two tone cover or full
color, which recording studio, which company
to press and print covers, how many copies,
is test pressing satisfactory, etc. If you
are still sane after all this, remember not
to pay the full amount of pressing in ad-
vance. That way you still have some motiva-
tion from the presser to get the job done by
the promised date.

When you have received all of your records,
you will want to hear how you used to play at
the time of the recording. After doing a
record there is more motivation to get new
material, since you may get tired of hearing
your own record. The difference between

is stereo

recordings and live flamenco is the spon-
taneity., Records freeze flamenco, even if it
is a recording of a juerga. Since we hear a
record over and over, we can pick it apart.
It reminds me of the instant replay used in
television sports. The fans want to prove
that the referee was wrong, and the af1c1o-
nados, that the artist was out of compas.
Then there is the problem of storage -- where
do you keep 500 copies of '"The Flamenco
Guitar of Guillermo"? After having them in
the living room for a month I decided to dis-
tribute them to local record stores. Then, I
realized that the best place to sell them is
at concerts and parties. Of course all the
relatives want them and will even sell some
for you, even though they don't appreciate
flamenco.

If you are not considering making a record
it's great fun to make tapes, either in a
studio or at home on a cassette machine.

This will furnish the goal of perfecting your
art. Besides, you can listen to yourself
without concentrating on performing. If you
haven't done this, it might give you a whole
new outlook on flamenco. Then when you hear
flamenco records you will appreciate them
much more and not be inclined to criticize
them so harshly.

For dancers and singers it is somewhat
more complicated to make a record. They have
to hire other personnel, which makes the en-
terprise all the more expensive. The hired
artists may want to be paid in advance and
quibble over the size of their name in the
credits. Or maybe the singer gets a sore
throat the week of the planned studio rental.
Dancers can only be heard through the foot-
work, and jaleos. The visual part of dance;
arms, costumes, and general appearance of
the carriage of the body can't be captured.
However, you can capture contratiempos done
with palmas. You do have to use the imagina-
tion, but it's certainly worth it.

After making your record you are in a
better postion, regardless of how it is re-
viewed. You've done something creative with
your time and talents, Anyone who does any-
thing becomes a target for others. The fear
of not being accepted will hinder many people
from ever making a record. Then others will
never consider recording since they then
become someone, thus losing the privelege of
criticizing in public. America is a great
lover of the underdog. People who record are
constantly challenged and face upstaging.
Though talent varies from individual to
individual, egos seem to be the same wherever
you go.

—eTeTR—
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GUILLERMO SALAZAR

Guillermo Salazar, a flamenco guitarist
who currently resides in Denver, Colorado,
became interested in flamenco in 1964 upon
hearing records of Carlos Montoya. After
learning from records for several years, he
discovered that his idol, Mario Escudero,
gave lessons in New York. Before studying
with the legendary Escudero, he had his first
few lessons with Ramdn de Algeciras when
Ramon was touring the USA with dancer Carmen
Rojas.

Guillermo says, "I used to get on a bus in
Pittsburgh and ride eight hours to New York.
I would arrive around 7 a.m., have breakfast,
go flamenco record hunting, and call a few
friends. Then I would get ready for my
lessons with Mario Escudero. Usually I
could get two or three lessons on a weekend,
and Mario was _gracioms enough to give me a
lesson on a Sunday, since I would come 300
miles to study."

Over a period of four years he had around
30 lessons with Mario. He would study
Escudero records and come prepared to the
lesson. During the lessons he worked on
fingerings, correcting bass lines, and get-
ting the exact notes that sometimes he
couldn't pick off the records.

Later, Guillermo realized that it is very
important to understand the other parts of
flamenco and so he went to Spain, where any-
one serious about flamenco eventually ends
up. There he studied with Diego del Gastor,
Joselero, and played for Luisa Maravilla's
classes thanks to Donn Pohren's ''Flamenco
Flings". Guillermo attended two of the
flings and then spent the rest of the year
“travelling around Spain in 1971,

Salazar then decided to seek a career as a
flamenco guitarist. He lived in many cities,
playing the guitar and setting up his
Guillermo Spanish Center where he teaches
Spanish. While living in Phoenix Arizona he
became a close friend of the late Manolo
Vé%quez. The two would spend hours each day
exchanging falsetas and flamenco stories.
Guillermo says, ""Manolo loved to drink beer
and play guitars. He had his own juerga
room, separate from the house, where he would
organize parties for the Phoenix flamencos.
Anyone who has seen Manolo dance, sing, and
play at the same time, will remember this man
very well."

Guillermo has lived in Los Angeles, Reno,
Phoenix, Pittsburgh, Spain, and now Denver.
When he first arrived in Denver he met
guitarist René Heredia who invited Guillermo

to be second guitarist in his '""Flamenco
Fantasy' group. Back then, 1975, the group
was basically involved in 'Young Audiences"
concerts. The group consisted of René: his
sister Carmen Heredia, and Guillermo. Even-
tually Carmen moved back to California and
was replaced by Vicente Romero. Guillermo
remained with '"Flamenco Fantasy" for two
years and then decided to exit and do solo
concerts.

Guillermo organized a series of concerts
with his friend John Fodor. Fodor was fairly
well recognized in Denver as a virtuoso of
the classical violin. He is the brother of
Eugene Fodor of RCA records. When Salazar
met Fodor he said, "I admire your brother
very much." John immediately replied, "Thank
you, but I'm better!'" The two musicians
became friends and later launched their
locally famous concerts., First came a three
week engagement at the Touchstone Theater.
Then several engagements at Global Village
and Denver Folklore Center. Since these
theaters were fairly small, the musicians
decided to rent auditoriums of a larger size
and went on to stage several sellout perfor-
mances. When Fodor moved to Australia,
Salazar pursued his solo concerts locally and
continued his private business of teaching
Spanish, More recent concerts by Guillermo
Salazar were performed at the First Unitarian
Church and Loretto Heights College.

In 1977 Salazar recorded his first album
of flamenco guitar solos. '"Recording an
album really helps get your toque together,"
Salazar said, "I think more flamencos should
do records in the USA. Maybe then flamenco
will make a comeback, which will be better
for everyone."

R

~ Some Records by American
Guitarists

by Paco Sevilla

Recently, a number of records featuring
American flamenco artists have come into my
hands. It is not an easy thing for an Ameri-
can guitarist to enter the commercial record-
ing world in this country or in Spain, yet a
few have succeeded. Some of the following
records were commercially produced, while
others were done completely by the artists
themselves. Most of them are available from
the artists and are worthy of attention.
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I bhave long avoided reviewing records,
concerts, or anything else in flamenco be-
cause I have no desire to make enemies or
create hostility in the flamenco world. 1In
doing these reviews, I was torn by the desire
to promote these artists' efforts and yet be
fair to potential consumers and let them know
what they would be buying. So I hope that
the recording artists reviewed here will
understand that it would be counter-
productive to falsely promote their work, and
that any criticisms are intended to be con-
structive and maybe help to improve their
next effort.

We would like to hear from Jaleo's readers
about other records featuring American
artists.

"CARLOS LOMAS: CHOCOLATE' (Musimar ZUL
1-8575)

"Chocolate is an interesting and very
enjoyable record that was made by Carlos
Lomas in Mdlaga in 1978. It is primarily a
collection of experiments with the lighter
flamenco rhythms and the result is some good
listening.

Each side begins with a flamenco rhythm
played on the oud and accompanied by guitar,
bass, and drums. Both 'Vainilla" (rumba) and
"Chocolate'" (bulerias) are based on catchy
melodies and come off well; they demonstrate
that the oud is an effective vehicle for
flamenco.

The second number on each side is of a
classical or semi-classical nature -- ''Danza
del Molinero" (Manuel de Falla) and a medley
of Garcfa Lorca tunes.

Two pieces have the collaboration of the
guitarist Tomatito: '"Mi Liliana'" is a waltz-
time bulerfas with some excellent melodies;
"Jazm{n de Granada" is a granainas with a
fantasy-type opening section, followed by a
treatment of the copla, and then a rhythmic
finale with drum and bass accompaniment.

The last two selections are "straight"
flamenco -- an original farruca and a fine
guajira containing some creative ideas.

While I recommend this record highly, I do
have two minor criticisms: First, the play-
ing time is a bit skimpy, with about 15
minutes for one side and 16 for the other;
that compares with average record lengths of
18-19 minutes and many as long as 23-25
minutes. Second, I feel that a piece like
"Danza del Molinero'" does not belong on a
flamenco record. That is not what an
aficionado wants to hear when he is expecting
flamenco. Both of my criticisms would have
been eliminated by the substitution of a
longer piece from the flamenco repertoire for
the classical number.

This record can be ordered from Carlos
Lomas (see the following review).

"CARLOS LOMAS: LIVE IN CONCERT'" (Simon Records
FOZ1497)

This cassette was taped during a perfor-
mance in Carnegie Hall, New York, in 1978 and
the final production was done in Spain. The
result is a recording that is definitely
"live" with the inevitable shortcomings of
less-than-perfect recording conditions and no
opportunity for retakes. These factors can
also be viewed as positive, since what one
hears is '"real" and human. As with '"Choco-
late'", I feel that the buyer is short-changed
a bit due to the length of playing time, with
about 15-16 minutes and three numbers on each
side.

Side A contains Carlos' original versions
of farruca, tientos-tangos, and danza mora.
There are many inventive ideas in these
pieces and they make good listening. Side B
opens with "Mi Liliana", accompanied by Tim
Bond on what sounds like a steel-string
guitar. It is interesting to compare this
version to the one described above on 'Choco-
late"; the mood is very different from the
one with Tomatito -- more haunting and, I
think, more beautiful. The second number,
"Siguiendo Mi Camino', starts out as some
sort of Latin rhythm and eventually becomes a
take-off on Paco de Lucia's rumba. It is
also accompanied by Tim Bond. The last num-
ber, a siquiriya accompanied by Arooj Lazewal
on sitar, has some interesting moments and a
certain beauty to it, but I don't feel it
quite works. The presence of the other
instrument seems to force Carlos to keep an
even, metronome-like beat, stick to basic
tones, and play very sweetly. The result is
a lilting and pretty composition, but it is
not a true siguiriya in that it lacks the
intensity, sharpness and emotional depth that
can be attained with the solo guitar.

Overall, I feel that this is a worthwhile
and enjoyable recording for flamencos or
guitar aficionados. 1t can be ordered, along
with the record "Chocolate', directly from
Carlos Lomas by sending $6.00 plus $1.00 for
mailing, for each cassette or record, to:

Carlos Lomas

319 W. 18th St., Apt. 6-J

New York, N. Y. 10011
(People in San Diego can buy the record or
cassette from me directly =-- I have 5 or 6
copies of each to sell).

""CURRO LUCENA" with guitarist, Rodrigo de
San Diego. (Olympo L=-551)

This record, with Rod Hollman accompanying
the cante of Curro Lucena, was released in
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Spain in 1977, although it was made at least
a year earlier.

Curro Lucena is strongest in the cantes
andaluces and they predominate on this record,
which includes marianas, jaberas, serranas,
malaguefias de Chacdn, fandangos de Lucena,
fandangos de Huelva, and fandangos del Gloria.

A cana features an interesting treatment of
the lamento ("ay'" passage) which is done in a
normal solei compis, rathe than the usual
six-beat, free-style manner. There is also
a well done soleda por bulerfa, a bulerfas with
original melodies, a tango accompanied in
tarantas tones, and a siguiriya,

Rodrigo accompanies in a manner that allows
the singer to develop his cante, playing
conservatively, solidly, but pretty much in
the background and only occasionally display-
ing the inventiveness that characterizes his
present playing. Therefore, one should not
expect on this record a display of modern
pyrotechnic guitar virtuosity, but rather, a
demonstration of accompaniment based on the
tradition of Melchor de Marchena and Manuel
Morao, but done in Rodrigo's own style.

On first listening to this record, one is
disturbed by the lack of balance on some of
the numbers, with the cante being far too
loud in volume compared to the guitar.

Rodrigo has no explanation for this and says
that it sounded okay when they listened to the
playback at the recording studio. If it
represents prejudice against a foreign guitar-
ist, why have Rodrigo record in the first
place? If it was Curro's ego that demanded
the extra volume, he was cutting his own
throat. Perhaps it was just technical incom-
petence by the producers of the record.
Fortunately, the ear compensates and, after a
few listenings, one can no longer discern the
problem.

This record is not easy to obtain, since it
has to be ordered from Spain. We have no
price for it, but the address is:

Olympo Records
Tamarit 72
Barcelona, 4
Spain

"THE FLAMENCO GUITAR OF GUILLERMO SALAZAR"
(produced by Guillermo Salazar)

Guillermo offers on his first recording a g
good cross-section of flamenco toques:
tarantas, bulerias, soleares, fandangos de
Huelva, siguiriya, rosas, malaguefia, farruca,
alegrias, granadinas, solea por buleria, and
bulerfas.

On first listening to this record, I was
immediately impressed with the quality of the
recording (keep in mind that I am not much of

an expert on recording sound quality) and with
Guillermo's technique. It is obvious that he
benefited from his studies with Mario Escudero
and he is a very clean player. The only
technique that can not be judged well from th
this record is picado, of which there is very
little. His compas and rasgueados are general-
ly excellent, especially in the alegrias and
bulerias.

For me, the most effective pieces on the
record are the first two, a tarantos which is
largely Escudero inspired and a buleria that
is done within the Lucfa school of playing.
Although Guillermo claims to have studied
with Diego del Gastor, I detected no trace of
Diego's influence.

This record contains enjoyable listening
music for the general public and many aficion-
ados. However, since Guillermo was not
attempting to be origimal and there is so
much emphasis on Escudero material, there will
be little that will be new to the knowledgeable
guitar aficionado. It is an excellent first
effort and I hope that Guillermo will consider
some of the following for future records,
especially if he would like them to be sold
commercially: Emphasize original material;
playing other people's music is for nightclubs
or, if kept to a minimum, concerts, but _ '
records should offer something original, a
personal statement by the artist. Second,
perhaps give up some of that Escudero smooth-
ness and perfection in certain toques; in the
siguiriya, especially, I would have loved to
hear some snapping strings and dirty sounds,
giving up some of the perfection and sweetness
in exchange for bite and guts. Lastly, I
would like to see a little more attention to
composition; I know that composition is the
antithesis of flamenco, but so is recording.
For example, both alegrias on the record are
little more than a long section of dance
rhythm, followed by a few Escudero falsetas,
and then some finishing rhythm. The soleares
wanders a bit disjointedly. A really memorable
record has to be well composed -- witness those
of Sabicas or Paco de Lucia.

This record can be ordered by sending
$5.00, plus $1.00 for mailing, to

Guillermo Salazar
2106 E. 17th Ave. #B
Denver, CO 80206

"FLAMENCO GUITAR IN CONCERT'" with guitarist
Ronald Radford (Peaceable Records)

Taped during a concert at UCLA in 1978,
this record has surprisingly good sound
quality. Ronald Radford's music is an excel-
lent representation of flamenco for the
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Fandangos de Cabezas Rubias

(Part II in a series dealing with the styles of fandangos de Huelva)

by Faco Sovilla

Cabezas Rubias is a pueblo of only a few
thousand people, located not far from El Cerro
in the mountains of the central part of the
province of Huelva., The fandangos from
Cabezas Rubias are infrequently heard on re-
cords, which is surprising since the melody
is quite beautiful and haunting. The unusual
somber quality of these fandangos is due in
part to its being in a minor key. This is the
only style of fandangos de Huelva I know of
that uses only two chords in the accompani-
ment (E7 and A minor); of course, G and F
chords are used to modulate back to the E
phrygian mode at the end of the copla. I
found this melody somewhat difficult to no-
tate, in part because each singer does it
slightly different, but also because of the
rhythm,

Rhythmically, these fandangos presented a
problem to me. I had always assumed that
they followed a bulerfas type of accentuation
(see last month's article or next month's
"Fandangos de Santa Eulalia'"), but when I
went to write them down, I found that was not
the case. The ryhthm appears to_be in_6/8
time, that is, a count of 1 23123123
1 2 3, but the last half of each line is a
bit vague rhythmically, it would seem that a
6/8 rhythm would conflict with the 3/4 time
of the guitar accompaniment, yet it doesn't.
The accented rasgueado of the guitar at the
end of each line usually comes right after
the accent of the song, seemingly in conflict,
but it sounds fine. Then, in the fifth line,
the singer throws in a quick "Ay" to pick up
that accent. This whole discussion of rhythm
has little to do with performance of either
the song or the accompaniment, but it demon-
strates again how complex and varied flamenco

can be, The following is a rough outline of
the melody.
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Although I have collected only a small
number of coplas, there is a uniformity in
content that encourages me to generalize.

The fandangos from Cabezas Rubias differ from
most other fandangos de Huelva in that they



JALEO - MARCH 1980 PAGE 21

deal with more sober themes. There is more
of a sense of the tragic than of festivity,
romance, and idyllic mountain life. The
verses are mostly philosophic and deal with
the hardships of life and the frustrations of
love. These themes are well suited to the
melancholy tone of the melody. The last
three coplas included below are exceptions,
since they are part of a composed song and do
not represent the true folk style from
Cabezas Rubias. I include them only because
they make a nice set that could be used
together.

' If a copla is not translated, it is be-
cause I couldn't be sure of the intended mean-
ing. We can never be certain that a recorded
version is correctly sung or that the letra
is with its original melody. The major
accents are marked above the words to assist
in phrasing.

Although this style is hard to find on
records, we are fortunate to have two readily
available examples. One is the second copla
sung by Mar{a Vargas on "The History of Cante
Flamenco'" (Everest 3366/5) and the other is
the first copla (side 2) sung by Manolo
Mairena on "Flamenco Fire" (Epic-BN26364).

(triste de tanto llorar)
Tengo el cristal de mis ojos
triste de tanto llorar;

he perdido la alegria,

no la puedo recobrar, ay;
pa'que te conoceria?

The lenses of my eyes

are sad from so much crying;
I have lost my happiness
and can't get it back, ay;
why did I have to know you?

(ahora preguntar por mi.)
Yo no se como valerme,
ahora preguntar por mi.
Me valgo con mi prudencia,
me conformo con decir, ay,
eres causa de mi ausencia.
(Manolo Mairena ''Flamenco Fire")

(Good luck on translating:.)

(y pa' conocer el engafio)

Es my pronto pa' sufrir

y pa' conocer el engaho;

eso me ha pasao a mi

sin cumplir los veinte ahos, ay,

when I was just beginning to live.
(Maria Vargas)

It is very soon to suffer

and to know deceipt;

it happened to me

before I was twenty, ay,

when I was just beginning to live.

(por no tener donde sentarme)

Yo me sente en una piedra

por no tener donde sentarme.

La piedra, al verme tan pobre,
se part16 por no aguantarme; ay,
que pena del hombre pobre.

I sat down on a rock

because I had nowhere else to sit.

The rock, upon seeing me so poor,

broke in two so that it would not
have to support me; ay,

how the poor man suffers.

(y se encuentran en la calle)
Personas que se han querido
y se encuentran en la calle,
o se mudan de color

o se hacen un desaire, ay,
por dentro sufren los dos.

People who have cared for eachother
and meet in the street,

either change color

or ignore eachother, ay,

but inside they suffer.

(quién tiene pifia, pifione')

Alto pino tiene pifa;

quién tiene pifia, pifione’';

quién tiene amor tiene celos;
quién tiene celos, pasione', ay,
(arto pino y tiene pifia)

The tall pine tree has pinecones; )
that which has pinecones, has pine nuts
he who has love, has jealousy;

he who has jealousy, has passion.
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The following are not traditional, but seem
to be part of a composed song:

(donde estd, que no lo veo)
Donde estara mi caballo,
donde estd, que no lo veo;
esa yegiia entrometia

me lo estard entreteniendo;
vas a acabar con su vida.

Where can my stallion be,
where is he, I don't see him;
that meddling mare

must be entertaining him;

you are going to put an end to his life.

(se esta muriendo de amor)
Mi caballo por su yegila
se estd muriendo de amor,
y yo, que sé de pasiones,
al campo los he soltado

a desfilar sus amores.

My horse for his mare

is dying of love,

and I, who know of passion,

have let them loose in the fields
to demonstrate their love.

(relinchando de alegria)
Mi caballo esta contento,
relinchando de alegria,
que una mafiana, sefores,

I'd . o~
nacia un potrillo castano,
fruto de aquellos amores.

My horse is content,

whinnying with happiness,

when one morning, Senores,

a chestnut colt was being born,
the fruit of that loving.
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Rafael de Cordoba

DIGNITY MADE FLAMENCO

(From: Alerta (Santander), December 9, 1979;
sent by Rosala; translated by Brad Blanchard)

by Roberto Cazorla

Rafael de Cordoba: Dignity made flamenco.
Tall, thin to the point of causing envy among
certain dancers who surround him, a model
father and friend without limitations, this
artist goes through God's world with art
spilling out through all his pores.

But Rafael de Cordoba is news: he is going
to tape a special program for American tele-
vision. But he is always one to keep quiet...
he's not one of those who likes to talk every-
where of himself and his successes.

We can't deny that there exist artists and
..."artists", As humans, all deserve the
best opportunities, but not as artists. We
find some who instead of dignifying (in this
case,el baile flamenco) their profession, do
the opposite. But if a man exists who de-
serves all the world's triumphs, he undoub-
tably is named Rafael de Cordoba.

He is one of the most professional artists
of our country. His high human sensitivity
credits him wherever he goes. No one has
ever heard him speak badly of his friends.

He is one who always has a reason for every-
thing, even be it something done wrong.

But the result is in all of the successes
he has achieved inside and outside of Spain.
All of Europe has surrendered to him. And
now, a Hollywood producer has contracted him
to be the leading figure in a musical
dedicated to flamenco dance.

Many may ask themselves why it was Rafael
de Cdrdoba who was selected, and those of us
who know him personally would say:

'"Because he dignifies the flamenco dance."

When I tried to draw out of him something
related to the contract he just signed in the
United States, he said:

'"Cazorla, I prefer not to say anything
until I've started the taping.'" It seemed
just to me and I respected his attitude.

Simply by being a man of high human
quality, Rafael de Cordoba lives in worry
about the extremely large number of dancers
who achieve no recognition and who have to
live running from one place to another look-
ing for work.

--Where does this problem of the dancers
begin, Rafael?

"Well, someone is needed to help the dance
in Spain. Our government doesn't offer what
is really needed., And it is truly a shame
because many things of worth are being lost".

--Have you received government aide for
your ballet?

"No. 1It's all been, as some would say, a
tremendous effort (a pulmdn)."

--Are you one of those who regrets the
profession he has chosen?

"No, never. The baile is my life'.

-=Much has been said with respect to the
comparison that people want to make between
this excellent dancer and Antonio Gades. I
personally respect Rafael de Cdrdoba more.

In addition to his artistic quality, he
deserves every kind of humanistic respect.
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Simplicity was married with this man, never
to be divorced. And though many may doubt
it, it's the best quality to open life's
pathways.

But, besides the special program he will
tape for United States television, Rafael de
Cordoba will begin his seventh tour in the
country of the Aztecs.

"I have much hope for this new tour be-
cause in Latin America I have many friends
and a public that is fanatic about flamenco
dance."

--For Rafael to speak of the unforgetable
queen of flamenco, Carmen Amaya, is to men~-
tion the greatest, the most sublime that
could ever have existed.

"There will never be another Carmen Amaya.'
(he says this with definite emotion in his
voice)

--Tell me, Rafael, what countries do you
plan to visit in your next tour?

A1l of them, including Canada, which is
not an easy country to get to."

--Do you consider yourself to be a
fulfilled man?

"Completely! Having the three children I
have and such an exceptional wife, besides
the artistic successes, it is normal to feel
fulfilled.

--Perhaps it is from that fulfillment that
comes his human sensitivity and sense of
dignity toward all that surrounds him.

When Rafael de Cordoba appears on a stage,
the sensation that is experienced is some-
thing indescribable. His figure is that of a
man born for the dance...his perfection of
line and internal strength have made him into
a genius of the dance. The hands of this
artist should be cast in plaster. He is the
living image of the esthetic, of good taste,
and emotion. A performance by Rafael de
Cordoba is a cocktail of magic movements. He
projects secureness on stage and makes the
audience vibrate to the compds of the
sharpest emotion of man.

He has sacrificed himself for his pro-
fession. He is one of those who live con-
vinced that a good dancer has to take care of
himself physically like a champion in any
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type of sport. He doesn't drink anything
with alcohol in it. He smokes very little...
four or five cigarettes a day. "I smoke when
I am rehearsing, a time of much nervousness,
so it is normal." He tells me this as if
offering an excuse like children usually do
after committing some error.

--What advice do you have for young
dancers...those who are beginning their
career?

"They should study everything they can.
Don't stop rehearsing or doing exercises
even a single day. That is how you get the
necessary knowledge and techniques that the
dance requires".

--Words that come from a genius of the
dance; don't forget them!

——eTONGT——
International Courses: Jerez

This year the Catedra de Flamencologia de
Jerez de la Frontera is once again sponsering
their summer courses in flamenco and the
"XVIII Festival Flamenco en Jerez'. The pro-
gram will run from July 1 to 12 and conclude
with the "Fiesta de la Bulerfa". Nightly
performances will feature artists such as
Lebrijano, Chocolate, Terremoto, Matilde
Coral and Mario Maya with their respective
groups, Parrilla de Jerez, Manuel Cano, Paco
Cepero, Enrique Melchor, the flamenco pianos
of Jose”Romero and Alejandro Villatoro, and ‘
the flamenco theater and poetry of Pepe Marin.
The fee for attending only the performances,
plus visits to bodegas and pefas, is 3,000
pesetas (roughly $50; the conversion rate
constantly changes).

The courses being offered in guitar and
dance are similar to those of previous years,
with solea’, alegrfas and bulerfas being
taught by Parilla de Jerez and Teresa
Martinez de la Pefia. In addition, baile por
bulerfas will be taught by Tomds Torre. These
classes are not for beginners; you must have
some basic knowledge of the subject.

Each course will cost 15,000 pesetas
(c. $250), with 5,000 pesetas (c. $85) to
accompany the reservation application and the
rest due before the course begins. The price
includes all of the other activities, includ-
ing admission to the "Fiesta de la Bulerfa'.

For further information or to apply for
the courses, write to:

Cdatedra de Flamencologfa de Jerez de la

Frontera,

Apartado 246
Calle Quintos, 1
Jerez de la Frontera, Spain
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Bailes De Espaiia

by Isa Mura

The Patri Nader Spanish Dance Co. will be
performing '"Bailes de Espana' at the Steinbeck
Forum, Monterey Conference Center, in Monterey
on April 26. To illustrate the breadth of the
program, the first half will consist of El
Baile de Luis Alonso performed by four girls,
La Vida Breve by Cruz Luna and Patri, Jota
Espafia by the company, La Cana by Patri,
Zapateado by Cruz Luna, Alegrias by the Com-
pany and Tangos with cante and baile by Isa
Mura accompanied by Juan Moro. The major work
in this half is a special ballet, '"La Despedi-
da'" (The Farewell), based of the rhythms of
the siguiriya and martinete. It is the story
of a condemned man who relives past moments
with his novia. The story is poignant, the
work is extremely moving and has been received
with great enthusiasm by the public. The
cante of Isa Mura and the vibrant strains of
Juan Moro's toque set the stage for a truly
emotional experience in flamenco song and
dance. The work was conceived by Patri; Cruz
Luna collaborated in the choreography.

The second half of the program opens with
Ravel's Bolero. Dedicated to the memory of
La Quica, the work is a ballet which gives .a
sweeping panoramic look at Spanish Dance from
the delicate opening to the passionate finale.
It is a constantly changing spectrum of the
dance, including a segment of beautiful cape-
work by Cruz Luna, a charming moment of Cara-
coles by Patri and somber moments of Soleares
by the company.

The cuadro which follows, brings the company
together for a grand time with fandanguillos,
sevillanas, mirabras, tientos, soleares, gua-
jiras and bulerias. Company members are:
Angeli Jimenez, Margarita Favel, Carolina
Flores, Delys Loxas, Diego Sequira and Rosana
Vela.
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Anzonini In San Diego ?

?

San Diegans have been very slow .
in responding to the idea of
bringing Anzonini to San Diego.

.. Most ticket reservations have
come from Los Angles and people
who are not members of Jaleistas.

If you are interested, send a
note (don't send money) with the
number of tickets you would like
($12 single; $10 each for two or
more) to Paco Sevilla, care of
JALEO.

The maximum number -of tickets
to be sold is 120. The perfor-
mance, which will be held on a
Wednesday evening in the Andalu-
cia restaurant, will either be
sold out soon or cancelled if
there if not sufficient interest.

?

LATE ANNOUNCEMENTS

"ANDA JALEQ" flamenco group will perform
April 11lth 8:30 pm at La Pefla on Shattuck
Ave. Berkeley. Dancers are Patri Thomas,
Anita, Paci and Joanna; guitarists: Agustin
Quintero and David with Cantaora-bilaora
Isa Mura.
THEATER FLAMENCO'S major works to be pre~
sented at the Victoria Theater in San
Francisco (see announcements) will be
Missa Flamenca, Triana, Leyenda, Sigui-
riya and Cafla. El Cuadro will include
Garrotin,Alegrias, Farruca, Tangos and
Bulerfas.
PAST EVENT: On March 4 Julio Clearfield
and Pamela Kingsbury performed for '"Spanish
Alliance of Philadelphia' at the restaurant
Don Quixote. (All flamenco program.)
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Back to the National U.! Cuadro B,
Staphanie Levin's cuadro, will be in charge.
In case you don't know who you are, these are
the members of Cuadro B: Stephenie Levin,
Raquel Reyes, Deanna Davis, Armando Dubon,
Earl Kenvin, Gunnar & Carolina Mouritzen,
Jess & Mariana Nieto, Victor Gill, Mary
Ferguson, Bill Stuart, Mary Palmer, Don Edson,
Walter & Maria Teresa Kranzler, Simon Andrews,
Yuris Zeltins and Vickie Drietch.

If Stephanie has not contacted you, give °
her a call and see how you can help at
296-6490.

This will be a dinner juerga so cook up
your best Spanish recipes.

DATE: March 22

PLACE: National University Alumn1 Cot~
tage, 4141 Camino del Rio South

TIME: 7:00 pm (Junta meeting 6:00pm)

BRING: food corresponding to the first
letter of your last name.
A-E Main Dish :
F-L Dessert or chips and dip
M~SE Main Dish
SF-Z Salad and bread

GUESTS: There will be a guest limita-
tion of 20 non-members and a
limitation of two guests for
any member. To make reserva-
tions for your guests call
Deanna Davis at 277-6141.

1f you have any problems - if the booze
runs out at the juerga, if there are no pic-
tures or juerga report in JALEO - refer your
complaints or suggestions to CUADRO B!!
| :

NOTE: We appologize again for the late ap-
pearance of the newsletter and the change
from our established 3rd Saturday custom.

The alumni cottage was reserved for the third
week instead of the third Saturday which it
should have been.

CUADRO C, Brand and Paca Blanchard's cuadro
will be in charge of putting on the April
Jjuerga. The National U. cottage will again
be available on the third Saturday - April 19-
if they wish to use it. Members of CUADRO C
are: Brad & Paca Blanchard, Gisella Duarte,
Roberto Vasquez, Alfredo Larin, Marfa Soled,
Maria Jackson, Gerry Day & Wick Hauser, Gene
& Maria Jos€ Jarvis, Julia Romero, Alvaro
& Maria Clara Lizano, Nora Sheker, Paco
Sevilla, Herbert Goullabain, Ricardo Rico,
Jesus Benayas and Juana De Alva & Jack Jack-
son who are ex officio members of all cuadros.

It is the cuadro's responsibility to: set
up, clean up, tend door & bar, take pictures,
write a juerga report, act as hosts, take
charge of food, have contact person for guest
reservations and organize any planned activi-
ties. To find out in what area your assis-
tance is needed call Brad or Paca at 281-4887.

ANNOUNCEMENTS

Announcements are free of charge and will be
placed for two months; they must be received
by us by the 15th of the month previous to
their appearance, earlier if possible. Send
to: JALEO, P.0. BOX 4706, SAN DIEGO, CA.

92104.

JALEO CORRESPONDENTS

If you would like to assist JALEO by acting as
a correspondent for your city, please contact
our P.0. Box number and let us know. We need
to have an update at least every two months.

canada
DANCE INSTRUCTION, TORANTO

Maximiliano (Academy of Dance Arts) 2347 Yonge
Street, 483-4046

pennsylvania
DANCE INSTRUCTION:

Maria Bitting (Philadelphia) West Chester
State University

Camillia Eurice (Harrisburg) Y.M.C.A.

GUITAR INSTRUCTION: "

Frank Miller (Harrisburg) Y.M.C.A.

new york
MESON FLAMENCO presents dancers Alberto

Montemar & Aurora Reyes with guitarist Miguel
Cepedes every weekend at 207 W l4th St. N.Y.
For Res. call 243-9205.
DANCE INSTRUCTION:
Jerry LeRoy Studios:
Esteban de Leon (212) 724-4918
Intermediate & Advanced Spanish Dance
Jerane Michel (212) 222-4973
Beginning Spanish Dance
Estrella Morena (212) 489-8649
Flamenco & Classical Spanish
Azucena Vega (212) 989-0584
Victorio Korjhan (Flamenco) (212) 927-7220
Ballet Arts:
Mariquita Flares
Alicia Laura (Long Island)
GUITAR INSTRUTION:
Mario Escudero (212) 586-6335
Michael Fisher Ithaca) (607)  257-6615
REHEARSAL SPACE AVAILABLE 40 West 24th St.
3rd floor phone (212) 675-9308

(212) 582-3350
(516) 928-3244










