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French-Canadian girl from Quebec named Jackie,
and a guitarist named David L'Esperance from
Montreal. He adds, "Amelia and Patrick were
still working together when I last saw them
in 1973. David helped me to learm accompany-
ing and we performed as a duet in the group;
we are still close friends. The rehearsals,
the first experience of working a flamenco
group, and the sounds David and I were putting
out, were all ecstacy to me."

The next year, Joel went to Toronto and
became part of a group that included Paula
Phillips, '"...an excellent dancer who is still
working in Toronto with her husband, guitar-
ist David Phillips."

Joel continued, "In 1965, I returned to
Montreal from Ca11fornia and one of the first
places I went was the Asociacion Espaﬁala.

The 'Sol y Luz' group had performed there
when I was with them, and I wondered if any-
one was performing there three years later.
There was someone -- a guitarist named
Bernabe de Moron.

"When I walked up the familiar stairs --
the Asociacidn was on the second floor of a
building near Aylmer and Sherbrooke Streets
in Montreal -- 1 saw Bernabe” playing on the
small corner stage. He was a small thin man
with light brown hair and I noticed he was
blind in one eye. He had small delicate hands
and was an outstanding guitarist. I was soon
to learn that his nature was not so delicate!

"I looked around the old room of the
Asociacion -- the same bar, the same atmos-
phere. Pedro, the manager, was still there
‘and remembered me. He told me that Bernabe
had just started playing there; his playing
was great, but he was always getting drunk.
Sure enough, later in the evening we heard a
tumbling sound down the stairs. Bernabe had
plastered himself in the dressing room,
gotten into an argument with the waiters, and.
was practically rolled out the door. Pedro
asked me to play the next set. I tqok the
house guitar and nervously placed myself on
the little stage in front of all the people
who were used to hearing Bernabe” play. I
survived, but near the end of my set Bernabe”
appeared in the doorway at the back of the

room. He just stood there watching me. ~
There was no mistaking that mean look. When
I finished playing, I introduced myself. All

he said was: 'Muy bien' and it was obvious
that he was satisfied that I didn't play
better than he did.

"As it turned out, Bernabe got used to
having me play there every once in awhile,
even when he wasn't drunk. When he left for
Madrid at the end of 1965, he sold me his
guitar, a 1963 Esteso built by Faustino (one
of the Sobrinos de Esteso), that I am still

playing. When I was last in Madrid, in 1973,
I visited Esteso's little shop on Calle
Gravina and saw Faustino. I asked about
Bernabe and was told of some bars where I
might find him, but I was never able to .
locate him."

For the last fourteen years Joel has been
living in California, with frequent visits to
Europe and, of course, Canada, where he still
has some old flamenco friends. For the last
year he has been "scraping" together a -living
in Sonoma County, California, plunking a
living out of little restaurants and coffee
shops and doing the odd solo concert.
"Inflation has caught up with me,” he said
recently, gazing wistfully at his old
battered guitar case (the same "estuche' that
Bernabe” had owned), "I gave up electronlcs
for flamenco twelve years ago and now I'm
thinking of getting an electronics job again
-- back to the mines!"

One day, while playing at the Pabellon
Espanol in San Francisco, Joel was approached
by another flamenco guitarist as he finished
playing a soleares. He was asked: '"That was
a lot of Nifio Ricardo's material, wasn't it?"
With some difficulty, the reply came: '"Uh...
hh, no...o00 -- it was my own!"

Joel doesn't like to teach very much, pre-
ferring to play his solos for a living;
"woody" coffee shops are the best but they
don't pay much. Next month, he'll be back in
San Francisco. Perhaps the Pabellon Espafniol
will be seeing a familiar face again and that
same soleares will be heard once more.

...........................................................................

IBienal de Arte Flamenco CnIdad de Sevilla

(from: Delegacion de Cultura del Excmo.
Ayuntamiento de Sevilla; sent by Vicente
Granados; translated by Paco Sevilla)

I1f Andalucia is the synthesis of cultures,
then the flamenco art, the most universal of
its expressions, is the encounter of the
sorrows and joys of the rhythms of the
people. It is an art that has grown in two
centuries, incessant creator of new forms
and esthetic dimensions of "el grito'" (the
crying out),

If flamenco, instead of being born in
Andalucfa, had been created on the southern
coast of the United States, it is more than
likely that the number of Spanish flamenco
aficionados would be substantialy greater
than the number who are presently capable
of feeling the "ecos'" of Tomas el Nitri or
Silverio.

Flamenco, in spite of its capacity for
creating so much beauty, is still contemptu-

(continued on page 23)
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Dear Jaleo,

Just a line from London, England, to let you
know that flamenco thrives here. There are
many classes for dancing and guitar; I teach .
the dance in three of the evening Institutes,
that run classes in all subjects here and
there is good enthusiasm among the students,
some of whom visit Madrid when they can to
study at Amor de Didés. Some of my students,
in a group known as ''Los Bohemios', will be
appearing in'"'The Festival of Mind and Body"
at Olympia on June 28th. We are looking for-
ward to this event which is timed for six
p.m. .

We are preceeded by a group of Spanish
children called '"Nifios de Oro" who play fla-
menco guitar. Their tutor is Paquita Pérez,
a professional who plays regularly for a
small company led by dancer Maria Rosa.

Flamenco enthusiasts here meet the first
Sunday in every month at a restaurant in east
London called '"The Sultan Amet'._ They have
to have a meal there, but can take their own
wine and usually have a juerga which some-
times starts in the afternoon and carries on
in the evening at someone's home.

I was interested to come across your maga-
zine and to find that there are pockets of
flamenco spread around the world. Long may
it continue to be international!

Sandra Escudero
London, England

PUNTO DE VISTA

By Brook Zern

It occurs to me that I have not written
any crank letters to you for many months. So,
after reiterating how much I have enjoyed
your publication, I'd like to rectify this
oversight. To that end, I'll seize upon an
innocent remark by your editor, in his in--
teresting and considerate appraisals of fla-
menco guitar records by Americans (March
issue).

Paco raises the issue of playing other
people's material. ~ "Emphasize original
material," he advises. ''Playing other
people's material is for nightclubs or, if
kept to a minimum, concerts, but records
.should offer something original, a personal
statement by the artist."

Okay -~ in the particular case he was des-
cribing, Paco's point was well taken. To
replicate already-recorded material by a
single and well-documented player does dimi=-

nish the values of a recording. But he is
touching on a broader question for guitarists,
and one which has occupied me for some time.

What are the artistic implications of
playing other people's flamenco on the guitar?
I suggest that this is something to which all
generalities are inappropriate (except, of
course, those I am about to make). I under-
stand the inclination of many American play-
ers to create their own material and to let
it predominate in their toques. But I also
question the wisdom of this, for several
reasons. First, it is almost axiomatically
true that this involves substituting inferior -
material (one's own) for the generally superb
traditional material which one tries to learm.
True, one's own material is one's own, and a
better reflection of the player. But is that
really what matters most? . Is flamenco an
ethnic music -- one in which acknowledged
masters from within the tradition create the
material that is worth playing -- or is it a
sort of international, free-form musical
stylization which can be worthily created by
anyone who takes a fancy to it?

Case in point: I recently felt privileged
to meet an American guitarist who had studied
with Perico del Lunar (padre), who was too
sick to teach when I found him in Madrid in
1961. I sat him down behind a guitar and
waited anxiously for the pleasure of hearing
Perico's unearthly falsetas. Instead, I '
heard a vague, pretentious and sadly mixed-up
rendition of a form I could hardly identify..
"That's very nice," I lied, "but didn't you
study with Perico del Lunar?"

"Yeah, man," he replied, "but I transcended
that a long time ago."

I have taken a stance that may represent
the opposite extreme. I play flamenco by
other guitarists who -- and I'm not embar-
rassed to admit it -- are better at making up
great falsetas than I am. That doesn't mean
that I cannot, after twenty years of playing
and analyzing and learning, create material
that has some positive qualities. But even
my best stuff -- music I might want to learn
if it were labelled "Nino Ricardo" or '"Manolo
de Huelva' -- doesn't have the same weight in
my mind as do the actual creations of these
geniuses.

So, with rare exceptions, I base my play-
ing on other people's material. Indeed, I'd
be very proud to create just one or two fal-
setas which entered the grab-bag of the
passalong tradition. Does this mean that my
playing is necessarily not creative, or
necessarily less worthwhile than that of the
many Americans who quickly decide that if
Ramon Montoya can do it, then they certainly
can, too?
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I may not know from creative, but I do

know that it's hard as hell to do justice to

.in tracking down,

‘efforts has been the song.

1

the great music I've begged, borrowed and
stolen. If it's a challenge to play your own
stuff, it is less of a challange to dare to
meddle with the inimitable music of a "brujo"
like Diego del Gastor, hoping you'll again
have one of those nights when you won't be
insulting his memory by trying to bring it
back to life? 1Is there no personal statement
selecting and combining the
best existing flamenco to synthesize a unique
and always changing toque?

The inspiration for all of my flamenco
I notice that
even the greatest cantaores don't feel com-
pelled to create their own novel melodies for
every form. El Chocolate does very well with
other people's compositions, thank you, trans-
forming them into his own by simply inter-

preting them better than anyone else. He is a
far better -- and in a profound sense, a far
more original -- singer than any of the kids

who are whipping up Gypsy Lib records with

‘to interpret the music of others.

chorus and balalaika accompaniment. La Nina
de los Peines and Manuel Torre made the
freshest music in flamenco's history while
almost never writing their own material.

The classical guitar tradition is clearly
The jazz
guitar tradition is clearly to compose new
material, and even to improvise on the spur of
the moment. The flamenco guitar traditionm is
not so clear. It isn't really like jazz, in
part because on-the-spot improvisation is not
a part of it. (Listen carefully the next time
you think you hear it. 1've heard many Ameri-
cans try it, because they think they are sup-
posed to; but players from within the tradi-
tion are usually just playing music they
already know, or simple variants and inver-
sions thereof -- they are not creating de-
veloped falseta conceptions to be tossed into
the wind and never heard again.)

The disadvantages of being an American fla-
menco guitarist are too numerous and too
obvious to mention. But there is one poten-
tial advantage: You can go and learn the
best music of the best players, without the
same ego problems which make most Spanish
players feel they must do their own thing at
any cost. So while the real flamenco players
in Seville were dismissing Diego del Gastor
as (in the words of Pepe Martinez) '"some pri-
mitive from the mountains'", Americans could
go and sit at his feet in the hope of learning
something.

Javier Molina and Patino and Sabicas and
Paco de Lucfa are masters, and their music is
important. I am anxious to learn their music
because of who they are, as well as because of

its intrinsic merit, Considering the statis-
tics, it seems unlikely that any American
would manage to come out of the list of impor-
tant creators within flamenco. But I've heard
at least one of us who seems to qualify --
David Serva -- and I've done my best to learn
from him on those rare occasions when our
paths crossed. Good music is where you find
it, but you don't find it often.

Which brings me back to my initial point.
Generalities are dangerous. It would have
been a shame to see so many less gifted ™
Americans desperately trying to 'transcend"
the glorious material in the flamenco guitar
tradition -- all on the assumption that it is
inherently better to play original music.

Considering the prevailing bias, 1'd say
instead that it's original to play better
music -- and that means the music of the tiny
minority of artists who have really added to
the art.

EDITORIAL

by Juana De Alva

This issue of JALEO will be a combined MAY-
JUNE issue to get JALEQ back on track and in-
to readers' hands toward the beginning of
each month instead of the end. Advertise-
ments taken out for May and June will be ex-
tended an extra month.

There will be other policy changes which
will be announced in upcoming months to facil,
tate production and cut down expenses.

Special thanks to those readers who are
passing on the enclosed gold subscription
forms to prospective subscribers. If you
will include your name on the back when pass{
ing on these forms it will enable us to ex-
press our appreciation individually to you.

.~ Bpain Gpecinlish

AR - BUS - STEAMSHIP - RAIL - DOMESTIC AND WORLD TOURS

CHULA VISTA TRAVEL CENTER

1714 4266800 - 297 "X STREET . CHULA VISTA. CALIF 32011

7 Bl more for less.

REYNOLDS s. HERIOT

OWNER AND MANAGER
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ROSARIO Y JUAN: NOSTALGIA
Eleven years without setting foot on her
land, Rosario took a plane to be at the open-
ing of a maestro's school, that of Juan
Morilla. Juan had been her partner and now
he and Rosario appeared in the great flamenco
night in Sevilla.

ENRIQUE: MAESTRO OF MAESTROS

He doesn't have a waist like a reed, nor
could he be a flamenco Nureyev. He is
Enrique. The man who fights alone. Alone,
against everybody. With his special manner
of transmitting, with his unusual way -- a
sport jersey and to the beat of a cane =-- of
showing why he is a militant magistracy.

WITH THE ROLE OF THE BEST ARTISTS

The Quincena now is in a declining time,
in the final stage, the fight is over. Sadly
for all those who wanted to live it intensely,
we shine the good part against the less good,
gauging how the nerves in certain moments
could unhinge the good will of some artists,
because Sevilla is difficult. But the
Quincena should help to put on the pedestal
of winners some men, who being second string,
in a secondary role, have known how to coope-
rate -- plainly triumphant -- in the happy
moments and in the others when a voice lost
its flourish or a heel lost the compas. They
are: Chano Lobato -- infinite dominator of
flamenco's roots; Curro Fernandez, gypsy
flourish, purity and depth of Mairenan be-
witchment; Manuel Dominguez, a special fla-
menco musicality that fulfilled the place of
soloist on the Day of the Guitar, and Manuel
Cala "El Poeta'", who was there as first class
"banderillero', exceptional '"peon de
confianza" (both are terms borrowed from bull-
fighting and refer to members of the matador's
team), along with Naranjito the night that
that man from Triana took the theater to the
boiling point.

Granada: Doctorate in Cante Flamenco

(From: ABC, Madrid, Nov. 1, 1978; sent by
Roberto Reyes and La Vikinga; translated by

Paco Sevilla
v ) By Pérez Mateos

The photograph has gone full circle -- in
the newspapers -- through all of Spain and
has evoked sparkling comments from all who
have seen it. Because it is unusual to see a
man defending his thesis before an examining
board, while bringing smiles to the long,
serious faces of the professors with cante
flamenco. Alfredo Arrebola, for the record,

and for the world of records and recitals,

has defended his doctoral thesis, the first of
this type to be done in our country with cante
from the student. The title of his thesis is
"El Cante Flamenco, Vehicle of Human Communi-
cation and Artistic Expression'.

As a finishing touch, Alfredo Arrebola 'se
arranco'" (threw himself into the cante) before
professors of art, history, literature, and
linguistics of the University of Granada with
tonds, martinetes, deblas, seguiriyas,
verdiales (cantos abandolaos), malaguenas...
In sum, twenty minutes of cante in the very
"Aula Magna'" (lecture hall) of the University,
packed with the public. And a long ovation
at the end of the recital, which was accom-
panied by the guitar of Manuel Cano. Natural-
ly, the thesis was qualified with a mark of
excellent, "cum laude". It was the least he
could receive, for Alfredo Arrebola has sung
since childhood. Later, Arrebola studied
classical languages and philosophy.

Forty two years old, a Granadino from
Villanueva de Mesfas, Arrebola currently lives
in Mdlaga where he gives classes in language
and literature and directs the class in fla-
mencologfa at the University of Malaga. '"This
course'', states Arrebola, "has been active
since last year and is the only one in Spain
with such a rigorous curriculum. Flamenco
culture is taught in all its aspects, in its

- environment, along with the etymological,

literary, and musical development of all the
cantes. Last year, five hundred people took
the course, which lasts a year. This year
there are more."

Do people sing there? "Nobody sings --
nobody except me!'

Artistically, Arrebola sings everything,
"but I specialize in the cantes puros: tonds,
(martinete, debla, siguiriyas, soleares),
malaguenas, and cantes de Levante (tarantas,
mineras, cartegeneras, murcianas, tarantos..)"

--Have you been responsible for gaining
recognition for any special cante?

'"'Yes, some malaguefias that were not avail-
able commercially, like those of Chato el de
las Ventas, those of Fosforo el Viejo, and
some peteneras.’'

--But you prefer to sing...

"Tonds, siguiriyas, and malaguefas."
Arrebola, besides singing, has written a
great deal about flamenco. "I have brought it

recognition," he says, "in eight articles
dealing with Garcia Lorca and cante flamenco.'

Alfredo Arrebola has recorded several fla-
menco records. He gives recitals when classes
are finished. And he thinks that this thing
of flamenco is on the upswing and that it is
an important culture.
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master teacher at Julliard in New York.

Although her classical background in both
music and dance drew her toward classical
Spanish dance, her familiarity with Moorish
chants and rhythms from her musical grand-
father helped her to identify with the cante
of the flamenco singer as well.

Her first professional performance was in
Madrid in the Rendezvous Room of the Casti-
llana Hilton, dancing flamenco with the famed
gypsy group ''Los Quatro Vargas'. She then
joined and toured Spain with the company of
the great Rosario, dancing works that covered
the spectrum of Spanish dance -- from the
classical works of Turina, Gramados, de Falla
and Albéniz, through the regional jotas and
highly dramatic flamenco dances such as
soleares and siguiriya to the light and ryth-
mic caracoles. Upon completion of this tour,
she became the featured soloist with the com-
pany of Paco de Ronda, performing throughout
Spain and Portugal.

After several years as a student, perfor-
mer, and soloist in Spain, Patri returned to
Australia to open her own school in Sydney
under the patronage of the Spanish Consul.
While in Australia, in addition to a demand-
ing teaching schedule, she performed exten-
sively in theatre, television, and nightclubs.
She also appeared throughout the Far East on
three separate tours which took her to Taiwan,
Malaysia, Singapore, Vietnam, Hong Kong, and
Thailand.

Upon returning to Spain she formed her own
small group with Eduardo Valle, enjoying an
exciting and highly successful season touring
Spain and southern France. Press notices
during this tour, such as the following from
Unidas of San Sebastian probably best sum up
her dedication to a demanding art and career:
"...even though she is Australian she domi-
nates the Spanish art and interprets it in
all its purity'.

From this background Patri is now deeply
involved in teaching with her school, "The
Spanish Dance Center', in Aptos, California,
and in directing, choreographing, and train-
ing people for her new company ''Bailes de
Espafia".

When I asked her her goals and her feelings
regarding Spanish dance in this country, she
was delighted to contribute the following:

"My aim is to develop dancers with well-
rounded knowledge in flamenco, Spanish classi-
cal, and regional -- in other words the whole
spectrum of Spanish dance. Also, I wish to
give young dancers a place in which to prac-
tice their art in close contact with ex-
perienced professionals and, finally, to
bring to the public a rounded approach to
Spanish dance by offering a varied program

with emphasis on flamenco, but balancing it
with more familiar music of the classical and
regional works of Spain. With this approach
I hope to make aficionados out of a public
who might otherwise never take the opportu-
nity to experience the excitement of flamenco
cante, toque and baile.

"In developing young dancers, the Spanish
Dance Center offers students instruction in
the basic essentials of dance -- good posture,
footwork technique and understanding of
compéb, palillos, and braceo. Many students
are interested in the dance as a hobby with
no aspirations of becoming professional, nor
is it possible for every beginner to reach
this level. However, every student who
spends time in even basic study will help to
create a more understanding public for the
art and will help to develop public appre-
ciation of the fact that it takes as many hard
years of intensive work and study to develop
as a flamenco dancer as it does to become an
exponent of any other art.

"An essential part in the development of a
dancer is to have the opportunity to practice
the art, preferably under the apprenticeship
and direction of experienced people. This
has been the proven method in classical,
jazz and modern ballet and was, up until
recent years, the way young dancers gained
experience in Spanish dance. During the
epoch of the great companies, like Jose” Greco,
Rosario, Antonio, Pilar Ldpez, Vargas and
Jiménez, and Luisillo, to name but a few,
young dancers were able to work alongside the
greats in dance, music, and song and thereby
develop as professionals. Even the great
flamenco artist, Carmen Amaya, realizing that
the public was attracted to the broader pro-
gram, included in her company a supporting
group of dancers to perform classical and
regional works, making a contrast to the
powerful impact of her own performance and
bringing to the public a taste of the incre-
dible variety of the dances of Spain. Cer-
tainly the true flamenco aficionado is able
to appreciate long stretches of flamenco, but
the greater mass of people find this a little
overwhelming and, because of lack of exposuxe,
rather repetitious -- rather like seeing
night after night of Swan Lake. So it is a
case of 'variety adds spice''.

In reading the biographies of most of the
top soloists of today, one will notice that
they had their early years of experience
under the guidance of company directors who
themselves served their apprenticeship by
working along side the great performers of
their formative years. With this in mind,
and with her years of study and experience
under such great teachers and artists as La
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‘Quica, Mercedes y Albano, and Rosario, Patri
is now channeling her energie into creating a
company where young dancers can work along
side experienced professionals like Cruz
Luna, Isa Mura, and Juan Moro. Her "Bailes
de Espana' creates such an opportunity.

While still in its formative years of develop-
ment, the standard of dance and variety of
presentation is high, although done on a
"'shoe string', with as yet no backing from
anyone other than her own Spanish Dance
Center, with its devoted students and friends,
and from the enthusiastic and unselfish sup-
port of its guest artists who give far more
of themselves than called for in their con-
tracts. The six young dancers in the company
have trained extensively with Patri for from
three to four years and have previously
appeared with her in local performances as
student dancers, gradually gaining in
strength and now working as professionals.
Most have had experience in other forms of
dance -- like Delys Loxas, who performs a
solo in the cuadro; her tientos is received
with tremendous enthusiasm by the public as
is the work in pairs and larger groups by the
other company members.

Patri continues: "To me Spanish dance in
all its forms has tremendous appeal because
it can be placed in any setting. A small
intimate setting is ideal for a juerga for
sure, but this limits the number of people
who are able to enjoy this most exciting form
of the art -- so the theatre has its place in
bringing flamenco along with the music of the
great classical composers and the works of
Spain's literary greats to a much greater
body of people -- and in return creating a
growing number of aficionados for flamenco".

— s SRR -—
NEW GUITAR STRINGS

"FLAMENCO SUPREME" GUITAR STRINGS
By Paco Sevilla

The E & O Mari Company ('"La Bella' strings)
has introduced a new guitar string, the 'Fla-
menco Supreme'. Their distributor, Antonio
David (see ad), sent me a set to test along
with the following promotional statement:

"Flamenco Supreme strings are rectified
and perfectly wound for true intonation."

"Flamenco Supreme strings' elasticity and
recovery have been the best I ever tested --
In bringing out the natural quality of sound
(formant) with a guitar...unsurpassed" --
Carlos Gomes-Fernandini, Engineer, New York
City.

In evaluating these strings I will
naturally be comparing them to the strings I
normally use, '"Savarez'" high tension (red
card) and "Augustine'" high tension (blue
card). Having tried only one set of 'Flamen-
co Supremes'', I will not make any statements
about tone quality or intonation except to
say that they were acceptable and I found no
outstanding deficiencies. The tension seemed’
comparable to the strings I normally use, if
anything, a little lower.

The first thing I noticed while putting
the strings on was that the 4th (D) string
was generously long enough to string up
easily -- not always true with other brands.
They seemed to tune up rather quickly, but
did stretch for several days (not as much as
"Augustine', however). One quality that may
be appreciated by those who change strings
often is the good sound of the '"Flamenco
Supremes' from the first moment they are
tuned up; they don't seem to have that very
"tinny" sound that is so characteristic of
new strings. One might expect that to relate
to string life. I normally change strings
every week and, if I try to stretch a set
into a second week, I usually regret it about
the second day. With the "Supremes" I didn't
suffer until the beginning of the third week.

At $10.00 list price per set, 'Flamenco
Supremes'" can be compared with "Savarez" at

$12.00, "Augustine" at $8.00, and "Aranjuez"

at $7.00. I suggest that "Flamenco Supremes"
are worth trying on your guitar, expecially’
if you normally use the higher priced strings

FLAMENCO WORKSHOP given by Rosa Montoya and
Lourdes Rodriguez on the 26th & 27th of April
at Dance Spectrum in San Francisco.

AGUJETAS DE JEREZ'Cante Gitano'' was presented
May llth by the Casa de Espafla. He was sup-
ported by dancer Tibulina and guitarist
Miguel Cepedes (New York City)
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" mencos of that time.

Manuel Torre:
On the Centennial of his Birth

(From: Nueva Andalucia, July 21, 1978; sent
by Bettyna Belén; translated by Roberto
Vazquez)

By Emilio Jimenez Dfiaz

The newspaperman, Manuel Alarcon Diaz, in
1933 -- the year of the death of Manuel Torre
-- did an interview in Sevilla with Fernando
Rodriguez, better known -- in fact, very well
known -- as Fernando de Triana, one of the
most knowledgeable authorities on the fla-
Cantaor, tocaor, author
of hundreds of ''letras" (verses) from those
years, Fernando is the author of a book,
which, although not a formal and strict study
of flamenco, has served as a means of compar-
ing "desplantes', discussing anecdotes, and
assimilating, in one way or another, the many
impressions of the flamenco world that sur-
rounded him. In addition, curiously, most of
the photographs that adorn penas and flamenco
places all over Spain are taken from the

valuable book Arte y Artistas Flamencos;
collected by Fernando de Triana who, without
realizing it, is going to contribute with his
words from those years, to the centennial of
the birthday of Manuel Torre -- that cantaor
who was, for him, simply inimitable.

The interview is dated 'Camas, July 1933", a
few days after the departure of the unequaled
cante of Manuel Torre, of which Fernando de
Triana was a fervent admirer.

Manuel Torre, the magician of cante jondo,
has just died in the most desolate poverty
after having earned half a million pesetas
with his art. Thus said the headline of the
newspaper Estampa of that date. And this was
the interview:

"Minding a tavern in which one breathes
flamenco in all corners, we find, tuning his
guitar, the dean of the cante Andaluz, of
that flamenco cry that defines us and marks
us in the world as a people of feelings and
styling of our art in its many manifestatioms.
' --We want you to tell us something about
Manuel Torre,-- we say to Fernando Rodr{iguez
(Fernando el de Triana), who knows how to

il

cially for the flamenco guitar. At your dealer or
West 58th Street, New York, N.Y. 10019.

THE IDEAL STRING

for the most demanding guitarist
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carry his seventy years like nobody else and
talks with his happy memory of the most
remote events, when these are related to the
cante, baile or bullfighting -- so that we
can tell it to the readers of Estampa.

"Poor Manuel, may God have him in his
glory! His death causes a reawakening in my
memory of an epoch of glories and agonies
that is so distant, I don't know whether what
I am going to say will be interesting. Above
all, I advance my appreciation. This appre-
ciation is for Manuel Torre who has been the
singer of most glorious reputation, from the
most remote times, who had nothing to be
envious of, including that colossus, Tomds el
Nitri, who so much resembled Manuel in the
superstitious and the extravagant.'

--Isn't that typical of the race? ;

"But in these two artists, more accentuat-
ed than in anybody else. Manuel Torre, if he
happened to notice in a gathering something
that was not to his liking, no money or
friends could make him sing well. On the
other hand, when he was 'a gusto' (in the
mood), in his preferred surroundings, he
could turn himself into a cantaor who was
simply inimitable and the duendes of his
pharaonic style would get inside the soul in
such a way that one couldn't help but drink
wine and proclaim him a unique artist. As an
artist, it may be held against him that he
was not a faithful imitator of the famous
singers who served him as a base for his
creations, but this lack of accuracy in copy-
ing was replaced with that unmistakeable
stamp that he put on all his cantes."

--Who did he imitate?

""Nobody. Am I not telling you that he
created better than he imitated? His favor-
ite cantaores were El Nitri, Manuel Molina,
El Loco Mateo, El Viejo de la Isla, Juan
Junquera, and Francisco de Perla. He copied
.all of them more or less accurately, but to
many of the songs of such famous composers,
he would give more artistic life than they
had in themselves, imprinting them with the
unmistakeable 'flamenquismo' such as that
with which the ill-fated Manuel would dress
the cante por seguirillas. Such a copla that
Manuel used to do so well...

Aunque vayas y te bailes
donde se bahd el leon,
no se te quita la mancha
que de mi se te pego.

--He also sang por fandangos, in spite of
the fact that it was a modern cante; isn't
that so?

"On the subject of that question, I am
going to tell you an anecdote to show you the

temperment of this artist. One day we were
both in a bar in La Macarena, and I asked
him: 'Do you like the fandango, Manuel?' He
returned the question and, like the one who
dictates a sentence, he said to me, 'It's all
Greek to me'. And in spite of his aversion
to that cante, all of a sudden he came out
singing that fandangos de la paloma:

A un arroyo a beber
bajo”una pobre paloma.
Por no mancharse su cola
se fue sequita de sed.
Que’ paloma tan sehora!

""Manuel used to sing that copla with ex-
pression and soul that made the fandango
different from all other styles and song
forms. But how can I tell you what Manuel
used to do with all the cantes? There you
have that monotonous thing that they call
campanilleros; in Manuel's throat it was a
most sensitive creation. Manuel would start
off and would say, rather than sing:

A las puertas de un rico avariento
llego” Jesucristo, limosna pidio”

y en igual de darle limosna,

los perros que habfa se los azuzo
Pero quiso Dios

que los perros murieran al momento
y el rico avariento pobre se quedd.

'""He used to sing that copla in such a way:
that one could almost hear the dogs of the
copla barking..."

-=-How much money do you think Manuel
earned? ;

"It's hard to calculate, especially
realizing that salaries were smaller before.
But in his life he squandered hundreds of
thousands of pesetas."

--Would it be as high as five hundred
thousand?

"It seems much to me, but I think that
such a number would not be an exageration,
even though he died in poverty, with several
small children piled into one room; a prefer-
ential place was reserved for his dogs."

--That also?

"His fondness for dogs and English
roosters was his weakness. As soon as some-
body told him that in such and such a place
there was a good dog or a couple of roosters,
he would get on his donkey, gypsy style
(without saddle, sitting over the hind legs)
and he would pay what they asked for it. Now,
in his dealings, he always preferred a trade-
in. If he were going to buy a dog, he would
take another and he would make the trade with
money on top of it; the same thing would
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Montoya, Antonio el de Lunar, that is, the
people who were very important in the old
flamenco. One could say that it was there
that the first seeds of my aficién for fla-
menco and the guitar were sown, but I didn't
begin to play the guitar until I was 14 at
which time I began to study with Antonio el
de Lunar, the father of the great guitarist
-Juan Serrano. That same year I started work-
ing in a flamenco tablao called El Zoco, but
since it belonged to my father I didn't get
any wages; but it didn't matter because I was
there to practice and to learn. The follow-
ing year, my father, without my knowing it,
entered my name in the Festival de Jerez de
la Frontera. Well, I went, still in short
pants, with my guitar in hand and had the
good fortune to be recognized "Merengue de
Cdordoba" for my accompaniment with many dif-
ferent singers. 1I'll never forget that
festival where I got my first prize and
earned my first money as a guitarist.

G & L: In relationship to this contest, what
do you think about the festivales flamencos
and what is their role in flamenco as a whole?
MERENGUE: The festivales flamencos, really
fantastic, whether they take place in the
larger cities or in the small towns, help
tremendously to preserve and elevate the art
of flamenco. However, something else which

~ is also very helpful towards these ends are
the pefias flamencas where friends, all of
them devoted flamencos, go to listen to fla-
menco at its best. I would like to mention
"La Pefia el Rincon del Cante" and '"La Pena
Flamenca de Cordoba'" where I have spent a lot
of time. The president of the latter, Luis
Mergal Reina, has taken the pena to unprece-
dented heights utilizing the great variety of
interpretations of flamenco to bring forth
new celebrities from the area, with his
"albolafias', the name which has been given
to the contests at that pena. The flamenco-
logists, such as D. Antonio Murciano, D.
Pedro Palop, D. Jesus Heredia and many more,
have also made extremely important contri-
butions to elevate the art of flamenco. Fla-
menco has had some pretty bad times but
"gracias a Dids," with the help of the fla-
mencologists, pefias, and the festivales
flamencos, it has reached new heights of
excellence and has become one of the most
popular forms of musical expression in the
world.

G & L: In your opinion, what is the most
important role of the flamenco guitarist
today, being a soloist or an accompanist?
MERENGUE: Heh, every aspect about playing
flamenco guitar is important, but accompany-
ing is the most difficult part, because as a
soloist,; you can do a lot of different things,

often without beginning or end and never the
less they are pleasing, but when you are
accompanying the cante, you can't do anything
except the basic accompaniment, no fancy
stuff nor anything else. You have to follow
the singer's voice and the flow of the song,
and that's difficult.

G & L: Among the different cantaores, who do
you enjoy accompanying most?

MERENGUE: Luckily, I have had the chance to
accompany many of today's great cantaores,
including Antonio Mairena, Fosforito, and
Menese. Presently, there are a lot of very
good cantaores in Spain: Luis de Cdrdoba,

el Pele, Juan Navarro Cobos, Rafael Mesa
Guerra and many others, all of which I enjoy
accompanying but of all the cantaores, my
favorite is Fosforito who I think is the most
complete and the most accomplished.

G & L: And among the great guitarists, both
past and present, which ones do you consider
outstanding? )
MERENGUE: In my opinion, it was Javier
Molina who really advanced the guitar by a
number of years. Ramdn Montoya is also very
important, the unforgettable Ramén Montoya,
with his free style of playing which was
really something else. There are a lot of
guitarists -- El Habichuela, Melchor de
Marchena, Niflo Ricardo, Sabicas -- who have
made many contributions to the advancement of
flamenco guitar and it is from them that to-
day's guitarists, including some of the great-
est ones -- Paco de Lucfa, Serranito, Manolo
Sanlucar -- get much of their inspiration.

G & L: In your opinion, do you think that
there is much difference in the style of play-
ing between the guitarists of yesterday and
those of today?

MERENGUE: My feeling is that neither the
technique nor the harmony have changed much.
Guitarists are still playing the melodious
falsetas of Ramon Montoya and Nifio Ricardo
and using the same kind of tremolos and
arpeggios. In the old days, they used the
picado the same way we do today except that
most of today's guitarists play with a little
more speed. I really feel that this speed
may be doing some damage to flamenco because
in my opinion, the more flowing and musical
flamenco is, the more pure it is.

JUERGA IN OHIO

There will be a juerga at the home of Joan
and Larry Temo, 325 Retreat Dr., Akron, Ohio
44313, Phone: 216-666-8564, to be held July
4,5,6. All flamenco aficionados invited,
from beginners to professionals. People will
be coming from places like Pittsburgh and
Atlanta, Georgia.
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RECORDS

Thanks to New York flamencos, Gene
St. Louis, Roberto Reyes, and La Vikinga,
Jaleo has embarked on a cooperative effort
with International Book and Record Distribu-
tors (IBR). Jaleo will be helping IBR to
select records for importation and to promote
them in this country. The hoped for end
result will be the availability of Spanish
flamenco records in this country. To help
this plan succeed, there are several things
.that aficionados can do: First, we must buy
records; if we want the records to be
available, then we must demonstrate it by
purchasing them. The second thing that will
help is for readers to send us their
opinions of the records they buy. That will
help others to know which records they wish
to buy. Thirdly, we need to encourage
record stores to stock flamenco records;
speak to your local store owners and let
them know they will be able to sell a certain
number of records. The address to contact
is:

International Book & Record Dist.

40-11 24th St,

Long Island City, New York 11101

Here are the stores currently stocking

these records:

CALIFORNIA: Tower Records in San Francisco
Sacramento, Los Angeles, Anaheim, West
Covina, Cambel, and San Diego. Also,
Bernard H. Hamel (Spanish books and
records) in Los Angeles.

CHICAGO: Rose Records, Sounds. Good.

CAMBRIDGE, MASS: Harvard Co-op, Discount
Records, Strawberries.

MIAMI, FLORIDA: Capital, Hi-Fi, Spec's

NEW YORK CITY: King Karol, Sam Goody

WASH. D.C.: Record & Tape Ltd., Serenade
Record Shop, Disc Shop

The first list of records has come in --
all Hispavox label and many of which have
been in the stores for some time now. There
are many records that are not flamenco, so
the buyer must be careful.  Many of these
records are unknown to us so we can only
give some general indications of content
here. Also, we are not certain how many of
these records will be available at each
store:

Sevillanas (especially valuable for dance
teachers and singers looking for new
coplas):

"Sevillanas de Oro' (HH 10381)
Hermanos Reyes, Hermanos Toronjo
"Sevillanas de Oro" V.2 (HHS 10413)
Romeros de la Puebla, Marismefios
"Sevillanas de Oro, V.3 (HHS 10426)
Romeros de la Puebla, Los Duendes
"Sevillanas de Oro, V.4 (HHS 10437)
Marismefios, Hermanos Reyes
"Sevillanas de Oro, V.5 (HHS 10446)
El Pali, Amigos de Gines, Marismenos
"Sevillanas de Oro, V.6" (HHS 10466)
Romeros de la Puebla, E1 Pali
"Sevillanas de Oro, V.7" (HHS 10475)
Romeros de la Puebla, El Pali
"Amigos de Gines, De la Feria al Roc{io"
(HHS 10439)

"Amigos dex Gines, Nuevo Amanecer"
(HHS 10469)

"Los Marismefios, Fandangos, sevillanas,
rumbas' (HH 10351)

"Los Marismefios, Fandangos, sevillanas,
rumbas' (HHS 10444)

"Los Marismefios, Lo Mejor' (HHS 10452)

"Los Marismefios, Nuestra Andalucia"
(HHS 10471)

"Los del Rio, Los Choqueros, Sevillanas
Mana a Mano'" (0064)

Not particularly recommended:
"Dolores de Cordoba, Fandangos y Bulerias"
(0006) ; Fandango grande and cuplé's
por bulerias.
¥ "Curro de Utrera, Manuel Cano - Dialogos
Flamencos'" (0011)
« "Juan de la Vara, Lo Mejor" (S 20169)

Recommended for lovers of traditional cante:
v "Manolo Caracol, Una Historia del Cante
Flamenco' (0034)
~» UCanta Jerez, Terremoto, El Borrico,
Diamante Negro, El Sordera''(0050)
"Enrique Morente, Homenaje a Antonio
Chacén'" (181380/1)
L~ "Enrique Morente, Cantes Antiguos del
Flamenco'" (S 20047)
"Enrique Morente, Homenaje Flamenco a
Miguel Hernandez' (181251)

Guitar Solo:
"Sabicas, Flamenco Virtuoso" (HX 00003)
+ "Wictor Monje, Serranito, Virtuosismo
Flamenco" (S 20047)
..%> "Antolog{a de la Guitarra Flamenca,
Ramén Montoya, Manuel Cano, Serranita
(HH 10326)
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Rumbas:
~."Rumbas Flamencas, Los Marimeilos,

Pericdn de Cadiz, Florentino, etc."
(181247)

"Rumbas de Oro, Los Marismefios, Los
Hermanos Reyes, etc." (181336)

"Rumbas de Oro, V.3, Marismefios,
Romeros de la Puebla' (181365)

Lucero Tena (Eight records are listed, but
we give here only those that appear to
have flamenco content):

"Andalucia Flamenca' (HHS 10428)
"Flamenco' (HH  10339)
"Tremelo" (HHS 10465)
"Palillos Flamencos' (HH 10281)
v "Leccidn de Castafuelas" (HH 10286)

Others: g
1( "La Esmeralda de Sevilla y sus Flamencas
(HHS 10493)
"Canciones y Danzas de Milaga' (181370)
(a collection of folk music performed
primarily by amatuer groups; of
interest to flamencologist types)

SPECIAL RECORD OFFERING:
Publisher's Central Bureau is offering

the classic flamenco anthology, "History
of Cante Flamenco'" (Everest) in its current
catalogue (pg 44 for those who receive the
catalogue). This is the five record set
that was recorded primarily in juergas and
features an impressive list of artists,
including Diego del Gastor, Joselero,
Fernanda and Bernarda, as well as many more
commercial artists. Send $10.99 plus $2.10
for handling, to:

Publisher's Central Bureau

Department 042

1 Champion Avenue

Avenel, New Jersey 07131

Ask for "History of Cante Flamenco'";
catalogue number $43601

DON QUIXOTE RESTAURANTY

A DINING ADVENTURE IN
SPANISK AND MEXICAN FOOD

CAaMPBERLL AT SARMATOGA

206 EL PASEO DE SARATOGA
SAN JOSE. CALIF. 93130
378-1343

ENTERTAINMENT

(Bienal - continued from page 4)

ously considered by many to be something
belonging to savages, drunks, and lazy
good-for-nothings. 1In the wake of the
writers of '98, the voice of the poets has
been the only defender of the dignity of the
cante and has proclaimed its importance. It
is precisely this voice, and that of many
faithful aficionados, that have secured a
higher position for the "lamentos y alegrias'
of the artists -- who are admired more and
more all the time and valued for their
rightful dimension as creators.

The strength of this artistic expression
has been so imposing in its inspiration and
presente that it has crossed its own borders
and infected other forms and artistic
disciplines. The "I Bienal de Arte Flamenco
-- Ciudad de Sevilla'" attempts to bring to-
gether an exhibit of all these manifestations,
to join them in a single competition so that
we can make a reliable check of the genera-
tive capacity of flamenco. During the two
weeks, on different stages, Sevillans had
the opportunity to see the voice of flamenco
reflected in movies, the plastic arts,
theater, and literature.

The session began on April 6, 1980 with
an opening speech by the poet from Granada,
Luis Rosales, and a concert by the Orquesta
Bética Filarmdnica de Sevilla. That same
day, doors opened on exhibitions of painting
sculpture, ceramics and photography -- the
first exhibitions of such magnitude in
Sevilla. 'In the afternoon, Mario Maya
presented his dance theater. Toward the
end of the week, the movies -- from the old
films of the 1940's to the television serials
to the shorts and documentaries.

From Monday the 1l4th until the closing of
the "Bienal'" there was an exhibit of flamenco
records and books, including all of the most
recent editions. A special book of the best
photos and letras was published, along with
the essays and speeches delivered in homage
to Antonio Mairena in another edition.

There was a contest, "Giraldillo del
Cante," in which six of today's most impor-
tant flamenco artists (not named in the
article) each sang twelve different styles
of cante in a rigorous search for the most
complete cantaor, the one capable of inter-
preting the widest variety of flamenco forms.
It was a contest in which all of the partici-
pants were winners, since they were selected
by all of the flamenco peffas in Spain.

The "I Bienal del Arte Flamenco -- Ciudad
de Sevilla" was an effort to universalize
even more, and more profoundly, the image
and presence of flamenco.
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by Stphanie Levin

The first two hours of the March juerga
did not look too promising. There were per-
haps a dozen people milling around wondering
if a juerga were going to take place. A few
of us began to think that the juerga was
going to flop before it had a chance to con-
viene. Lack of people proved to be the least
of our problems on this cold chilly night.

Held at the National University Cottage,
the water lines had broken the day before the
juerga. In true bureaucratic tradition some-
one had neglected to inform the Jaleistas of
this event. We decided that the lack of
water was not a good enough reason to discon-
tinue our juerga.

Around 10:30 p.m. people began appearing
at the door and by 11:00 our juerga was com-
plete with around 50 members. It was small
and delightful, intimate and full of guitar-
ists. The ambiente was ripe and the juerga
proceeded in gaiety and fun.

Juana de Alva, Magdalena Cardoso; a guest
from Mexicali and Julia and her daughter
gaily danced to the guitars of Yuris Zeltins,
Miguel Ochoa, Joe Kinney, Roberto Vdsquez
and Herb Goularian.

Someone built a cozy fire in the fireplace
which added to the warm glow of the room. By
the end of the evening it seemed everyone had
participated in the juerga through dancing,
singing, guitar playing and spirit. I think
everyone that attended the March juerga would
agree that it was perhaps. the smallest juerga
Jaleistas has put on, but in many ways the
most delightful.

APRIL JUERGA

by Brad Blanchard

The April juerga took place in surround-
ings familiar to many Jaleistas, the National
University Alumni house. By 9:00, the house
was fairly full but the atmosphere was all toc
quiet for a juerga; people were quietly con-
versing and concentrating on the tapas and
fairly good selection of tortillas Espanolas.
Then suddenly someone was playing fandangos
de Huelva, Juanita Franco was tempestuously
beating out their rhythm on the tablao in the
central room, and everything had changed into
a fast paced evening of flamenco that didn't
let up until 2:00 in the morning. Rodrigo,

Remedio and Maria Jose arrived and performed
a few fast rounds of bulerfas; throughout the
night Alvaro, Julia Romero and Maria Clara
could be found in one part or another dancing
sevillanas, fandangos de Huelva and at one
point, a long set of guajiras; Juanita Franco
followed Mar{a Solea  in dancing por siguiriya
later in the evening as Mar{ia Jose sang. In
between songs, Benito rounded up all of the
rumba aficionados and treated us with rumbas,
and throughout the night Juana de Alva could
be found dancing and/or singing por alegrias.
At one point we were treated to a set of
sevillanas danced by Marvila and Marina
Madrid. One good thing about the juerga was
that the aficionados who are learning the
baile were not shyed away by the ability of
those who have studied the art longer. Those
who danced sevillanas and rumbas the best
they could, received the -encouragement they
deserved and helped give a good ambiente to
the juerga. Things stopped early -- at about
2:00 a.m: -- but those who attended agreed
that it was a success.

MAY JLERGA

Repeat performance at the National U. Alum- =
ni cottage. '"'CUADRO A" not "CUADRO D" will
host this juerga. Cuadro A members are:
(leader) Juanita Franco, Juanne Zvetina, ‘
Tony & Alba Pickslay, Antonio & Elda Delgado,
Nina Yguerabide, Ruben Varteressean, Thor &
Peggy Hanson, Bernardo & Chela Gres, Gene &
Pilar Coates, Bianca Almanza, Francisco &
Elizabeth Ballardo, Amparo Oliva, Marilyn
Bishop, Jose Roldan, Robert & Hazel Lent,
Regla & Vincent Dee. to offer your assis-

‘tance call Juanita at 481-6269 or Elizabeth

Ballardo at 454-4086.
DATES: May 17
PLACE: National University Alumni Cottage
- 4141 Camino del Rio South

TEQ MORCA FLAMENCO WORKSHOP

Teo Morca will be presenting his flamenco
workshop again this year, from August 18th
to the 30th. There will be a morning
technique class and an afternoon repertory
class at both the beginning and intermediate-|
advanced levels. The fee is $225 for the
two. week session, with a $25 deposit due by
July 31st (the deposit is not refundable
after. the 31st). Write to:
Morca Academy
1349 Franklin
Bellingham, Washington 98225
(206) 676-1864

Phone:
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“JUNE JUERGA

! WEEKEND CAMP-OUT !!

Out-of-towners Welcome!

The June juerga, hosted by "Cuadro D" will
be our first weekend juerga. This is some-
thing that we talked about doing since the
inception of JALEISTAS, but did not seem
possible until the establishment of the cua
cuadros.

The juerga will be held on the finca of
Vicki Dietrich in Tecate about 40 miles east
of San Diego. It will begin Friday afternoon
and continue until Sunday evening. Members
can arrive any time during those three days
and stay for all or a portion of the juerga.
There will be one meal provided either Satur-
day or' Sunday and we will probably have com-
munal breakfasts.

DATES: June 20th through June 22nd

PLACE: Finca of Vicki Dietrich

PHONE: 714-468-3755

TIME: 1f you're planning on pitching a
tent it is suggested arriving with
daylight to see what you're doing,
otherwise arrive the day and time
of your choice.

Whatever you need for camping:
tent, sleeping bag, cooking & eat-
ting untensils, hibachi, food, ect
There is a market not too far away
if you prefer to wait to shop and
buy supplies in Tecate. Wood for
cooking and campfires will be pro-
vided.

Reservations: We request that you let us know
in advance how many will be in
your party by calling Deanna Davis
at 714-277-6141 or writing to the
JALEO P.O. box number. Send $6.0C
donation ($3.00 for Children 12
and under) which includes $5.00
for dinner and $1.00 for supplies.
This donation and dinner tickets
may also be purchased at the juer-
ga. No guest or child limitation
at this juerga.

Freeway 5 South to 94 East, after
approximately 40 miles, turn right
on 188(at sign for Yecate & Ense-
nada). After 2 miles turn right
again at Tecate Mission. Follow
dirt road for 2 more miles.
BEGINNING FLAMENCO DANCE SEMINAR to be taught
by Juana De Alva on June 8th from 4-6:00
at the David Jerome Academy of Musical
Theater, 4595 E1 Cajon Blvd. (282-0541) $4.00

BRING:

DIRECTIONS:

ANNOUNCEMENTS

Announcements are free of charge and will be
placed for two months; they must be received

by us by the lst of the month previous to

their appearance, earlier if possible. Send
to: JALEO, P,O, 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

Camila Erice (Harrisburg) Y.M.C.A.

GUITAR INSTRUCTION:

Frank Miller (Harrisburg area:

new york
MESON FLAMENCO presents dancers Alberto

1 717-582-8691)

‘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) 489-8049
Flamenco & Classical Spanish
Azucena Vega (212) 989-0584
Victorio Korjhan (Flamenco) (212) 927-7220
Ballet Arts:
Mariquita Flares (212) 582-3350
Alicia Laura (Long Island) (516) 928-3244
GUITAR INSTRUCTION:
Mario Escudero (212) 586-6335
Michael Fisher Ithaca) (607) 257-6615

REHEARSAL SPACE AVAILABLE 40 West 24th St.

3rd floor phone (212) 675-9308

washington d ¢

EL BODEGON features dancer Ana Martinez and
guitarlst Carols Ramos. They are 301ned on
Fri & Sat nights by guitarist Paco de Malaga
1637 R St.

TIO PEPE features dancer Raquel Penia and gui-
tarist Fernando Sirvent.









