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performance."(The Darien Review; by Ray Yates)
Gisela's current company is described in

the following:''Brownsville audiences were

treated to a rare delight Tuesday night --

the breathtaking, inspired dancing of flamenco

artist Gisela and her "Flamenco Fiesta' in the

one-night stopover from her national tour.

"Assisted by guest artist Maximiliano,
dancers Mora Sotomayor and Rebecca Villarreal,
guitarist Miguel Rodriguez and singer
Cacharrito de Mélaga, the rousing program was
almost letter perfect in the performer's
execution of difficult, intricate Spanish
flamenco steps, music and song.

"Gisela carried the audience at the Camille
Playhouse through ten flamenco dances, each
displaying varying moods and interpretations
of the Spanish art." (The Brownsville Herald,
Oct. 21, 1979; by Susan Crixell)

We have been unable to verify our earlier
report that Antonio Mairena had died and
he is reported active in July, so consider
him to be resurrected for the time being.

... Sobre el baile
FROM AN AUDIENCE POINT OF VIEW

Flamenco dance is a fabulous blend of
visual and audible movement, expressing the
feelings, emotions and moods of the tradi-
tion of many peoples from that melting pot
of cultures in southern Spain.

In the last century or so, flamenco dance
has evolved into a unique performing art,
not only for personal expression, but as a
performing art for the general public, or
at least a general public of "flamenco
aficionados" who enjoy watching and taking
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part in a flamenco performance.

If a flamenco dancer is dancing purely
for himself or herself with no audience
watching, it is natural to express in
choreographic movement whatever feeling
the dancer wishes, with no regard to direc-
tion and line of focus. But as a perform-
ing artist in front of the public, it be-
comes an interesting choreographic challenge
to have your dance 'say something' in
line of body, feeling, emotion, individua-

‘lity, balance and all of the other basics

that make choreography interesting and
exciting; this goes beyond just technique.

I feel that choreographic line and style
are important factors to the built-in
dramatic quality of flamenco dance, espec-
ially with the rhythms of a deep dramatic
nature, such as soleares, siguiriyas and
tarantos. It is easy to fall into doing
long footwork sections while facing the
public or presenting a side view: both
of these lines are very boring when held
too long, yet this is done very often.

Choreography with use of natural oppo-
sition lines and more diagonal movements
brings about an energy and cat-like tension
that works so well with the "inner-dancing"
of flamenco.

The flowing movement of the torso,
leading, never stopping for very long in a
pure frontal or side view line, gives an
excitement in movement to the very simplest
of dances: this is one of the "secrets"
of people like Pilar L6pez, who could do a
12 minute soleares without a drop of
footwork, but with a deep understanding and
feeling of what her line was saying to the
public. It is an exciting challenge to
choreograph with an awareness of what our
audience will see, what they will feel,
as they watch us perform. The challenge is
to not only "become the dance" ourselves
as performing artists, but to reach out to
the audience and have them feel, have them
become part of the whole, not just sit,
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detached from what they are seeing, feeling
and hearing. It is the responsibility of
every performing artist not to take the
public for granted, it is through their
energies that we can be inspired to great
heights of creativity. If we perform as if
they are not there, it is our loss. So-
called stage presence and projection have
much to do with that electricity that can
be generated between artist and public.

It would take many articles to get into
complete choreographic details, which I
hope to do 1little by little, but some of
the basics that T feel are of primary im-
portance to start with are the technique
and physicality of line that best inter-
prets the particular compds that you are
dancing and projecting. Is it projecting
the feeling of that compds totally? Be-
sides the line as a base of movement, is
there thought of a total balance of move-
ment and footwork with regards to inter-
pretation and what it looks like to the
audience? Do all of your dances look diff-
erent or does your soleares look like your
alegrias (I mean inside as well as outside)?
These are important gquestions to ask when
choreographing. Does the dance "say
something" in choreographic balance of tech-
nique, movement, feeling, emotion, etc., or
is it a string of steps just bolted to-
gether because they fit the compis and are
titillating your rhythmical sense? These
are just food for thought.

The *line" of each dance, I feel, should
speak about the particular compés that you
are dancing or'choreographing. Each compéé
has a particular line of movement that it
can bring out, its own visual stamp, and
the audience should get that message.

I mentioned angles and angular lines
because they have a natural dramatic qual-
ity built in. Standing in front of a
mirror, you can practice by looking at or
spotting yourself in the mirror. Turn-
ing your body in oppositional lines so
that your various paseos, for example
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during a singing passage, will be on the
diagonal more often, which is a beautiful
and dramatic line to the audience. Also,
the arms framing the head, especially the
down stage arm and from the finger tips to
the heels of your boots, projecting a line
like an arched bow, using these lines in
various diagonal movements. It is very
exciting to develop a sensitivity to
what the audience is seeing and feeling,
while you dance. This sensitivity to
the public will also develop added
strength in your dancing. This is not
"playing" to the public, but a real
exchange of energy so that the perfor-
mance 1is a whole, not just a public
loocking from a detached distance, but
performer and audience becoming as one
in a beautiful art experience.

Choreography in flamenco, like any
other beautiful dance form, is painting
a picture in movement, feeling and
emotion, and when that picture is
pertrayed to the public, it should stir
feeling and emotion.

What is the public seeing when they
see you dance? This is a question that
I think all performs should ask them-
selves as they set about choreographing
a piece or having a choreographer set
a dance for them.

The distance between performer and
audience should be. filled with that
magic awareness of both performer and
audience, becoming as one, ‘bath giving
to the other, each a catalyst for more
understanding, feeling and love for
this beautiful art and way of life
called flamenco..... )

-=-Teo Morca

OBTAINING THE DIRECTORY

We have received a number of inquiries
concerning how the Directory of North
American Flamenco Artists will be distri-
buted. This month we will start to or-
ganize the material received to get an
idea of what level of quality we can af-
ford and how much it will cost. We may
then permit Jaleo readers to order in ad-
vance, for a slightly reduced price.

We have no contact with Florida --
neither Miami not Tampa; if anyone in
Florida reads this, we would appreciate
receiving a list of any flamenco aficion-
ados and especially, flamenco clubs in that
state.
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Jerez, aged 17, who, in Brisbane, Australia, in Sept.,
1967... attained 16 heeltaps per second.

The fastest flamenco dancer ever measured is Solero de
THE HERALD. Thursday, July 30, 1981

e Merca claims he has the fastest feet in the
world.
And he’s not a runner — he's a celebrated
flamenco dancer who has performed every-
where from Carnegie Hall to Madrld s Cafe de Chin-
itas. It's his
flamenco
footwork
that's fast,
as he proved
Tuesday at
his studio in
.Betlingham
in front of a
television crew from the TV program “You Asked
For 1t.” (This popular staple of a bygone era is
being revived with a new host, Rich Little, for air-
ing in the fall).

They were there with slow motion cameras to
record Morca’s toe-heel tap combination, which
broke the previous record of 18 beals per second.
Morca can do 20, a feat which will ultimately quali-
fv him for the Guinness Book of World Records.

You can watch his technique in action at an 8
p-;n. concert Saturday at the Morca Academy The-
ater. 1349 Franklin St., Bellingham.

It's just one of a series of summer concerts that
continue every Saturday night through August at
the studio. Morca, his wife Isabel and a flamenco
guitarist perform Spanish dance and flamenco
routines in an informai setting, which includes re-
freshments and social session after the concert.

For the Morcas, the summer prosmises to be even
busier when they begin a two-week flamenco dance
workshop Aug. 17-28 with an open-to-the-public
*“Jam session’’ of choreography by both the Morcas
and their students.

“We call it ‘juerga’ in Spanish,” says Morca.
“That means a fiesta. so we’ll have lots of dancing

and music and some hors d'oeuvres. We've done

this for the past two years, and it’s always popu-
lar

AFINE SELECTION OF GUITARS
at the American Institute of Guitar

With what is probably the largest selection of Classic and Flamence Guitars in New
York City, Antonio David has established a sales office at the American Institute
of Guitar, 204 West 55th Street, New York, N.Y. 10019, ¢ Telephone (212) 757-4412.

TV crew captures
Morca’s ¢ dance record

The Bellingham Herald Wednesday, July 29, 1981
By CINDY KAUFMAN Of the Herald Staff

A director and film crew from _
this fall's resurrected ‘‘You Asked
For It'’ television series descended
Tuesday on the Bellingham studio
of dance artist Teo Morca, to watch
Morca break the Guinness record
for speed flamenco dance.

Morca's feet kit the floor 20 times
per second, beating the previous
record of 16 beats.

Morca said when he and his wife
Isabel saw the record in the Guin-
ness Book of Records, he knew he
could beat it.

His step, a five-beat sequence ac-
centing every fifth beat, is ‘‘some-
thing t.hat I've woﬁed out,” he
said. “‘I've never seen another
Spanish dancer do it.”’

The crew’s equipment amazed
Morca: enough cameras and lights
to blow studio fuses, an actress to
be ‘‘taught’ dance, a script.

Director Bob Long from Los An-
geles, along with a San-Francisco-
based film crew, spent the day
shooting the piece featuring Morca
and ““You Asked For It"' reporter
Laura Louise. Louise is one of five
reporters on the show, scheduled to
play in mid-September. Comic
Rich Little is its host.

The sequence will be edited into
a three- to four-minute segment,
including background on the Mor-
cas and Bellingham and a few
takes of Morca teaching Louise the
basic flamenco step.

‘‘Everything moves in
flamenco,” Morca, in maroon, told

- The ideal string for the

‘most demanding guitarist ~H’ 43‘ i

| The ideal string for the
most demanding guitarist

Louise, in black tights. ‘‘It's a com-
plete dance.’

Louise moved, but not enough for
director Long.

] want to see you do that,’’ Long
said.

Do what?'' Louise said.

“‘Wiggle' That's a million-dollar
wiggle!’’ Long said. ‘‘Somebody
dust the star’s butt, please.”

The crew arrived about 11 a.m.,
and shot, shot and reshot into eve-
Aing.

Take One: '‘We need more pro-
file,”” Long told Louise. ‘““Don’t go
for the lens unless you screw up.”’

Take Two: The soundman asks
for more handclapping, less foot-
stomping.

Take Three: The microphone
boom accidentally dips onto the vi-
deoscreen.

Take Four. Five. Six.

Between takes, the actress hiked
her leotards,’ shrugged, shook her
bangs, displayed teeth, and applied
body lotion and mouth spray.

Long slapped his forehead.

“‘Show business is my life,” he
groaned.

For the show’s crowning seg-
ment, Morca’s feet were bathed in
spotlight. Long asked Morca to
hike his pants up a bit from the
ankle for a better shot, then
changed his mind.

**That looks kind of — dorky,”’ he
said.

Morca set a metronome to tick
off seconds and began. From a
slow, regular tapping, his pace in-
creased to a furious bang.

Several times.

‘‘Idon’t know if that’s as fast as [
can go,"’ he told Long.

‘It looked good to me,”’ Long
said. ‘It was smokin’.”

*I'm not into gimmicks,”” Morca
said, explaining why he wrote to
“You Asked For It about the
record. But the publicity value of
the stunt is important.

“You can’t just be good at some-
thing. That kind of exposure can do
more for artists llke us...”
Morca’s voice trailed away.
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Ronald Radfard

(We thank Ronald Radford for sending us
the following material and congratulate
him on his success. His experience shows
that it is still possible for a creative
artist to make a career out of flamenco.)

Dear Jaleo Readers:

This summer marks my 20th year as a fla-
menco guitarist. The years of hard work have
just paid off with the most successful spring
concert tour of my career -~ over 35 perform-

Hibbing, MN; April, 1981:
MCA REVIEW

Ron Radford, a Flamenco
guitar player, made us feel that
he was sitting right in our living
room. As the audience was
leaving, comments were made
such as “living guitar,” his
“‘guitar was alive,” and one
boy's statement, ‘I felt like I
was the only person in the
audience."We all were so ap-
preciative for this unique ex-
perience.

It was & most enjoyable
concert, never to be forgotten
by the audience. This was
evident in the sales of his
records to the concert-goers,
who purchased more than has
ever been sold at a cor
cert.They came with en-
thusiasm at intermission and
after the concert to buy a living
momento of Radford's work.

ances in 9 states, with 17
major public concerts.

concert flamenco soloists,

indicate the degree of public appreciation
and acceptance of the great and noble art of
flamenco, even when the performer is a '"mon-

Spaniard."

I am grateful to all the friends and
aficionados who have supported my career,
both by buying my album (3,000 copies to
date), and by helping arrange concert engage-
Without the continued encouragement
and inspiration of so many of you, I would
not have this happy and satisfying career as
a concert flamenco guitarist.

ments.

(note: the following newsclippings did not

include the name of the

I hope the following
reviews will be encouraging to other aspiring

of them being

These reviews

Sincerely,
Ronald Radford

newspaper source.)

Review: Encore Music Series

Chaska, MN; April, 1981:

By Burt Glidden

., Every once in a while something
magic will happen in a musical perfor-
mance. No longer are you hearing a
succession of rhythms and melodies
played by a single person, but rather
the outcry of the souls of generations
of people focused through a single per-
former. . .

Such was the experience at Saturday
night's final performance in the
1980-81 Encore Music' Series at old
Chaska Junior High School
auditorium. It was indeed one of the
most soul-stirring performances 1
have ever heard. This performance
alone was worth the price of the 1980-81
membership. _

With flawless technique and a warm

and spontaneous commentary, Rad-
ford led his audience on a magic
carpet tour of Spain. Our little
auditorium proved to be (at least for
this performance) a very proper set-
ting for this intimate exchange.

From his opening work ‘‘Alegrias,”
which means joy and happiness, to his
closing piece “Tarantas,” his com-
mentary provided a necessary
framework upon which the listener
could listen, enjoy and understand
what this haunting and compelling
music has to say.

For those in the audience, this per-
formance won't be forgotten. Certain-
ly it was the highlight of this years
series, if not the highlight of all the En-
core Music Series to date. Ole!

Slayton, MN; April, 1981:
By Courtney Tommeraasen

Members of the Prairie Music Association
were trcated to an exotic evening of
Flamenco guitar by Mr. Ronald Radford

last Friday.

His fine technique was punciuated by a
vivid commentary about Flamenco style
and his experiences in learning the Spanish
form during his studies in Southern Spain.
Although much of the music was new to the
audience, Mr. Radford’'s explanations
succeeded in keeping the audience
attentive.  There was no doubt as to his
expertise and sensitivity to his music, and
if the performance was flawed, it was not
perceived by the audience. Haunting,
lyrical, mournful, lively, and spontaneous
would be good descriptions of the concert.
The audience appeared spellbound during
his playing, and their appreciation of the
evening was obvious by their applause.

Luverne, MN; May, 1981:

By Charles Schmidt

It is indeed a rare art form which we, in Luverne,
were so fortunate to hear Saturday night.

Not only was Radford’s performance phenomenal,
but there is much to be said about the rapport he held
with the audience.

He put them at ease with hischarm, grace and
spontaneity. He interspersed his music with dialogue,
explaining each piece; its origin, its purpose and the
emotion he was trying to (and did) evoke.

Radford’s skill and dexterity on his guitar was
incredible. The audience sat with their mouths
agape, not quite knowing what to think. It was clear,
however, that the audience was delighted when they
gave a standing ovation and tumultuous applause at
the end.
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Tomah, WI; May, 1981:

Members of the Tomah Con-
cert Association enjoyed a per-
formance by soloist Ronald Rad-
ford, one of the few American
Masters of the Flamenco guitar.
Every selection was applauded
by a pleased and attentive au-
dience that further expressed
wholehearted appreciation with

St. James, MN;

If there were reservations about
the appeal of a solo Flamenco
guitarist in the final concert series
sponsored by Watonwan Concert
Association, doubts were dispelled
when Ronald Radford came on
stage, took his guitar in hand and
entertained, charmed and in-
structed the waiting audience
Thursday evening in middle school
auditorium.

What a pleasant finale to the
series and what a wealth of music.
Radford’s spontaneous commen-
tary, his command of his instru-
ment and his rapport with the
audience combined for a real
musical treat. It was a departure
from the usual concert.

His repertoire ranged from
gypsy blues to infectious harmon-
ies, from romantic melodies to sad
laments of Spanish miners, from
explosive dance tunes to marching
music, all chosen to include the
many moods of Flamenco.

In the marching selection, Rad-
ford asked his audience to listen
for the beat of the drums and the
call of the trumpets as he brought
from the strings the sounds of a
religious procession wending

two standing ovations.

Radford’s commentary staged
the scene for each number. As
he played he wove a musical
tapestry from which the
listeners could readily envision
the romantic situation or loca-
tion that originally inspired the
music.

May, 1981:

through the streets of a little
Spanish town. The promised
sounds were there.

ONE OF THE most familiar
rhythms, Malaguena, was parti-
cularly pleasing to the audience.
Not so well known, but of equal
appeal was the selection, Zambra,
chosen to accent Moorish and
Middle FEast influences exerted
during those people’s conquests in
Spain. Pleasing, too, were Gua-
jira, suggesting the rhythms of the
Caribbean and one number of
classic guitar.

Obviously gratifying to his
audience was Radford’s inclusion
of them with requests they shout
“ole” when the fancy seized (which
they did) and his unanswered
invitation to join him on stage to
dance as he played particularly
vigorous number, Bulerias.

Small town audiences are not
always so warmly treated by

- visiting artists.

COMMENTING on the concert,
Mrs. Erling Hansen, a member of
the concert association board said
interest in the series for next year
seemed to be stimulated by
Radford’s program.

Knoxville, IA; May, 1981:

From the moment the
artist apneared on stage
he established a close
rapport with the audience
through his warm and
spontaneous  dialogue.
His commentary was
informative as well as
interesting and en-
tertaining, and added
immeasurably to the
enjoyment and ap-
preciation of his music
throughout the entire
program.

Radford gave his
listeners a new ex-

rience as he led them
into an unforgettable
world of sounds. He
recaptured and created
various moods of

Fldmenco gatherings,
including lively dance
rhythms, a lullaby, soul
music and a parade
depicting a religious
observance in Seville
during Holy Week. At the
conclusion  of the
program his encore gave
the audience an op-
portunity to participate
in the hand clatpping and
oles typical of Spanish
music.

It was a privilege to
hear this special kind of
music played by a master !
guitarist who clearly
demonstrated his love of
music, his love of people,
and his ability to listen
with hie k-~-t

BALPAENE g,

BuiurermMe

DUCAS TRIP

In several conversations with older
flamenco guitarists, the topic of
guitar strings has come up. The point
was made that, back in the good old
days, it was common to remove the
strings from the guitar, boil them in
some liquid, and put them back on the
guitar. This is quite interesting
as factual information, but it also
contains a different message. I
can't help but hear overtones of
"ducas" in this type of conversation.

"Ducas" is the gypsy word for suf-
fering. Cantaores often mention the
words "ducas", "Duquelas", and the
Spanish synonym, "penas". A common
verse of the cante states: "Tu pena y
mi pena son dos penas." Is "ducas" one
of the main life forces of flamenco?
Can't flamenco be good unless "ducas" is
involved? Frankly, I'm not sure.

It seems that there are two kinds
of "ducas": "ducas" of the victim,
and "ducas" by choice. The first type
seems to be much more serious than the
second. The true victim hates "ducas"
and wants no part of it. The person
who chooses "ducas" is wrapped up in
the glorification of the "ducas"
lifestyle, which is like pretending to
be a victim. In either case the memory
may enter to preserve and protect the
"ducas" philosophy.

Here is where senility may get its
beginnings. A senile brain may be
overclogged with memories. The day you
actually prefer to reflect on what it was
like to play, dance, or sing, rather
than playing, dancing, or singing, is
the day you'd better buy your first
rocking chair. The surprising thing
here is that good memories may be as
dangerous as bad memories.

"Ducas" people tend to accentuate the
bad memories, and play down the good ones.
These bad memories usually deal with
themes of poverty, death and loss of love.
Generally, the older the person, the more
he has of these bad memories., 8o how can a
nine year old perfrom siguiriyas in a
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festival like that of Mairena del Alcor?
This was cause for quite a few chuckles,
which when it happened, surprised me,
‘'since the execution was excellent.

Here arises the question of "paying
your dues". The way I see it, "ducas"
is closely interrelated with dues. If
a person has suffered or had to jump
through certain hoops, he may wish this
on others as a kind of logical explana-
tion of life. The problem with this view
is that it isn't always accurate to reduce
the world to a simple logical explanation.
Both logic and emotion have their short-
comings when they are used to explain
things in their entirety or to reduce
the explanation to a simple balancing
scale of justice. "Ducas" people seem
to take pleasure in passing on "ducas,"
as if the perpetuation of "ducas" helps
alleviate the situation. Meanness and
cruelty will never bring about a world
full of niceness and kindness. So the
obvious intelligent solution would be
to stop evil in its tracks rather than
passing it along, whenever possible.

Finally, let's try to answer the
questien. Can't flamenco be good unless
"qucas" has qualified the artist? The
answer isn't so simple, is it? I would
say that there is indeed such a thing
as "ducas" value in interpretation.
suffering has a way of maturing an artist
as a complete human being, and it is
then transmitted through music or dance.
However, the world presently has enough
suffering in it. To anyone who feels
that "ducas" must be passed along, I
would say: I'll listen to your siguiriyas,
but stay away from me!

* % *
"VICTOR MONJE, SERRANITO"
Columbia Estereo Txs 3054 (1976)

For those not familiar with this artist,
I'd like to mention that Serranito has be-
come one of flamenco's most accomplished
guitar soloists. He is also known for his
years of tablao work with dancer Lucero
Tena. Most of his later records feature
him using a classical guitar.

This record begins with "Luz de Luna,"

a bulerfa. Serranito is accompanied by an
orchestra under the direction of Jose Luis
Navarro. This kind of flamenco record must
be heard in full stereo to be appreciated;
many flamencos have small cassette machines
and can't really hear everything. The first
time I heard the record was on a small
monaural cassette machine which gave me

a premature negative feeling about

the record. The orchestra accompaniment
sounds both classical and jazzy, but not
in a way that isn't compatible.

The next selection is a sevillanas,
called "Fantasia Sevilla". It is a very
sure-handed rendition on the part of
Serranito. The orchestra gives a nice
depth to the recording, especially here
in the sevillanas.

The only unaccompanied solo on side
One is "A la Perla de Triana". This is
an exciting solo overall. Only one small
section of Serranito's special three
finger picado seems to detract from the
mood. It's near the end of the piece and
is rather flighty, barely managing.to
stay in control.

Side one finished with a slow rumba
called "Dos Caminos". The effect of the
orchestra and the selection of rumba makes
"Dos Caminos" sound like it could have
been done by Manolo Sanldcar.

Side Two starts with another rumba,
"Junto al Mar". I call this brand of
music "easy listening flamenco". You
have to be sipping your "Fanta de Limdn'"
somewhere near the beach to be in the
right frame of mind. This is the real
Spain! Haven't you been there recently?
Seriously though, the rumba is well done.
Ever since Paco de Lucia came out with
his rumba "Entre Dos Aguas", there has
been a new interest in rumbas.

The granaina is called "Poema a
Granada", and is masterfully done. What
a contrast to the mood of the previous
piece! The next is "En La Otra Orilla",
a guajira. This is a new guajira, which
I wasn't expecting. It's pretty incred-
ible, but Serranito is capable of very
astounding things when he puts his mind
to it. Then he plays a campanilleros
titled "Al Son de Las Campanillas"
which has appeared on an earlier record
note for note. The record ends with the
Paraguayan song "Parjaro Compana", a
tune previously recorded by Sabicas.

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 ing around the world
in guitar and lute through—

guitaraiute
Magazine
1229 Waimanu Street

Honolulu, Hawaii 96814

Send for Free Brochure. $2.00-sample copy,
$10.00-4 issues

“ Read interviews with Segovia, Tomas,
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On the ones I have heard, Paco plays so
simply, so traditionally (except when
there is no singing -- like in the.
intros) that he sounds like any common
guitarist from Spain or even the USA.
Did Fosforito demand that, or did Paco
feel the need to do it? Someday perhaps
we can ask and find out.

Meanwhile, don't judge Fosforito
without listening to him -- he sings
beautifully and does amazing things.
Perhaps he is not at his best in the
cold atmosphere of the festivales, and
even when you listen to a beautiful
interpretation of his on record, you
have to realize that few artists ever
sing with inspiration in a recording
studio. For those who wish to learn the
cante, there is no better model to try
to imitate than Fosforito, for his compés,
placement, and structuring of the cante
are impeccable.

»* x
FOSFORITO: ADOPTED SON OF CORDOBA

(from: ABC, May 9, 1981; sent by Gordon
Booth; translated by Paco Sevilla)

by Rafael Lépez

The government of Cbérdoba met in an
extraordinary full session to approve
the only order of business of the day:
giving the title of adopted son of city
to Antonio Fernindez Diaz, "Fosforito."
For that reason, and to celebrate the
completion of twenty-five years since
his complete triumph in the "Concurso
Nacional de Cante Flamenco," a number
of events will take place in the capital
of C8rdoba. It begins on the 13th with
the presentation of a book dedicated to
Fosforito and the awarding of the prize
for the poster contest. The following
day, a poetic event with participation
of the poets who have collaborated in
the publication of the book and also the
concert guitarists Manuel Cano and Paco
Peffa, an event in which the adopted son
title will be officially given to Fos-
forito.

On the 15th, at a luncheon in honor
of Fosforito, he will be given the
Potro de Oro de la Federacion de Penas"
(the symbol of Cérdoba), and that night,
in the gardens of the Alcizar de los
Reyes Cristianos, there will be a
flamenco festival featuring Fosforito,
El Cabrero, Camardn de la Isla, Luis

de CS8rdoba, Chano Lobato, Chiquetete,
José Meneses, Juan Navarro Cobos,

Rafael Orddffez, E1 Turronero, and Juanito
Villar, plus the special appearance of
Antonio Mairena. In the dance, Manuela
Carrasco, and the guitarists Paco

Cepero, Manuel Domfnguez, Enrique de
Melchor, and Rafael el Merengue.

»* ¥

THE HOMAGE TO FOSFORITO

(from: ABC, May 17, 1981; sent by Gordon
Booth; translated and edited by Paco
Sevilla)

by Rafael Lopez

The festival in honor of Fosforito...
ended in a highly irreqular manner. A
segment of the audience prevented the
performances from continuing when the
festival was near the end, at two in
the morning.

This festival was held in the gardens
of the Alcidzar de los Reyes Cristianos
where the seating capacity of 3,500 was
sold out, but at the entrances thous- .
ands of people gathered, wanting to get
in. And they did get in; no one knows
for sure who gave the order to open the
doors or if they were forced by the
people...the Municipal Police estimated
that there were 10,000 who entered and
sat wherever they could in every possible
corner of the gardens and and even on
the stage itself...

El Cabrero, the last cantaor to per-
form, did so with success and the crowd
demanded more from him; he agreed and
sang several more cantes, until at one
point he was practically forced to sing
again by a spectator who came up on
stage and even stayed next to him as a
mute witness of the performance. Others
followed, interrupting the stage. When
El Cabrero refused to continue due to
fatigue, a segment of the crowd, with
shouting and whistling, prevented the
show from ending normally -- that is
the closing by bailaora Loli Flores
with Curro Triana, Manolo Sevilla, and
guitarist Manolo'Domfnguez. A group
of spectators remained in the gardens
as a protest and were forceably removed.

It has to be left on record that a
few of the contracted artists did not
show up, including Camardn de la Isla,
La Susi, and Manuela Carrasco (due to
the illness of her husband). Antonio
Mairena, whose special performance had
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been expected, left the gardens of

the Alcazar when the avalanche of people
began and the organizers couldn't find
him, something that could not be com-
municated to the audience during the
final disturbance.

But, for sure, Fosforito. received
his homage, the title of adopted son of
Cordoba, and proof of affection, being
able to consider himself a prophet in
his own land.

»* * ¥

THE FESTIVAL IN HONOR OF FOSFORITO

(from: ABC, May 27,
Booth;

1981; sent by Gordon
translated by Paco Sevilla)

by Miguel Acal

We have allowed a few days to pass in
order to review, mentally, what happened--
so that we wouldn't be so affected by our
first and very disagreeable impression.
But what happened was so intolerable that
we are obligated to declare ourselves
clearly against this type of performance
that abridges the rights of some citizens,
that supports public disorder, and does
nothing but damage to flamenco and the
image of this land. The search for
theatrical effects, the out and out "popu-
lismo" that was seen in C&rdoba on the
15th and has to be a clear warning for
future performances.

It was announced that there were 3,500
seats available in the Alcdzar de los
Reyes Cristianos in C8rdoba. And one
would assume that the doors could be
opened for the crowd while they waited
quietly at the entrance. And the doors
were opened. And the festival, ended
before it began. Neither the cante, nor
C6rdoba, nor Fosforito, deserved the
thoughtless decision by whoever it was
who ordered the doors opened to admit
a number -- estimated by some at 10,000 --
much greater than what was foreseen.
Those who paid their admission have all
the right in the world to attend the show
in all normalcy. A simple order cannot
trample the rights of these pcople and
permit, aside from obstructing the con-
templation of the festival by those who
paid, the destruction of the marvelous
gardens of the Alcazar.

The attitude of El Cabrero, clearly an
opportunist, was only the spark that ig-
nited the disturbance. He sang well por
siguiriyas and so-so por fandangos, but
he is not to blame in the least for the

very sad ending. The blame must be
sought in the origin of the order to
open the doors. It is clear that every-
body has a perfect right to witness the
festival in honor of Fosforito, but if
something so large and grandiose is
wanted, it could be organized in an-
other place with more room and free
admission.

It is said that a scalded cat flees
from cold water. That is something for
organizers of the summer festivals to
keep in mind. Because, if they want to
collect admission -- a perfectly nor-
mal thing -- only to later, out of a
desire to make an impression or other
shameful reason, open the doors of any
place to the whole public, we see a bad
future for the festivals. Last year in
Lebrija, we were in attendance for some-
thing similar. The consequences were
a serious economic loss, a destroyed
festival, and an absolutely negative
impact. In CSrdoba, on the 15th, all
the tickets were sold, but we don't
believe that will cover the destruction
caused in the gardens. And the impres-
sion given to the citizens, aficionados
of the cante or not, is going to be dif-
ficult to overcome.

Neither C8rdoba, nor the cante, nor,
of course, Fosforito, deserved that ir-
responsible and unfortunate order. We
hope that good sense will be imposed and
that rothing like this will happen again;
it ‘can only damage the cante, to the
benefit of nobody.

& s xXEINZSN
SAN PIEGO SCENE

MINI-JUERGA
Text & collage by Mary Ferguson

August 1, 1981 -- a night to be rem-
embered by classmates and other close
friends of Victoria Ballardo who gather-
ed at the minisjuerga in honor of her being
awarded Masters Degree in Education from
National University. The event was hosted
by her sisters, Juanita and Elizabeth,
at the lovely home of their parents,
Francisco and Elizabeth Ballardo.

Nephew, Damian, was official guitarist for
the night.

Two tablaos had been set up in the
garden with its many beautiful statues,
fountain, colored lights, plants with
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same day as the running of the bulls in
Tecate, Mexico). They played to an enthus-
iastic over capacity audience with people
standing in the back of the theater and
sitting in the aisles.

Esmeralda opened.the program with Jiménez'
"Boda de Luis Alonso in a pink and white
classic costume with madrofla sleeves and
hair net. Her presentation of this marathon-
length, intricately choreographed piece, with
rapid spins, castanets and heel work, was
impeccable and bursting with vitality. 1In
contrast, the understated and subtle ren-
dition of Manuel de Falla's Ritual Fire
Dance from Paco de Lucia's De Falla album,
was danced in flamenco style in a simply cut,
full length black polka~dot dress. Carla's
sinuous arms and restrained intensity off-set
her sister's non-stop vitality.

The first part of the program closed
with one of the best zapateados I've seen in
some time. It was, again, a taped orches-
trated piece, danced by Esmeralda in a
campero suit (riding habit) with a great
deal of movement and personality (if a little
too much whip swinging).

The first two numbers of the flamenco
portion of the show were also taped. Esmeralda
danced a tientos with guitar and
cante in a bright yellow blouse and black
skirt. (Since no program was available it is
not possible to credit the musicians). She
proved herself to be as versatile here as in
the previous classic numbers. A bulerias, by
Carla, followed in which she again exhibited
her subtle artistry.

Finally Manuel Heredia made his appearance.
Manuel is part of a guitar-singing team,

'"Los Manueles," who are currently performing
at Gitanerfas in Mexico City. He is another
vitality person, throwing himself whole-
heartedly into his performance. Unfor-
tunately, the boom'mike that should have been
picking up the voice was malfunctioning and
we were unable to hear the singing adquately.
The trio performed some great sevillanas
followed by Carla in soled. We discovered,
in talking with the artists after the show,
that Carla came out of a five year retire-
ment from professional dancing to participate
in this concert. Manuel accompanied
Esmeralda next with a modern style

alegrias as sung by Camardn de la Isla in
which she did a virtuoso escobilla section

""a palo seco" (heelwork with no guitar).

Manuel stole the end of the show with
four rumbas, some his own compositions,
which he sang and played. Two numbers were
accompanied with an orchestrated background.
Carla and Esmeralda joined in the last, each

with her own, equally captivating, interpre-
tation. They were given a standing ovation
followed up by another taped and live
rumba encore with the whole audience clap-
ping in unison.

Would that we could have this sort of
spur-of-the-moment-concert pop up more often.

s
AMARAL

A MAN WITE CONVICTION
by Juana De Alva

Roberto Amaral and company played to a
packed house of enthusiastic fans at the Wil-
shire Ebell Theater in Los Angeles June 14th.
Roberto is a man with a vision and despite
what traditional purists may feel, he has the
courage to put his ideas into practice. 1In
Roberto's words this concert was "dedicated
to those who support not only the tradition-
alism, but also the evolution of Spanish
music and dance." Roberto's approach was to
take the audience through this evolution in his
program —- opening with classic Spanish
pieces (Castilla and Triana), gradually in-
corporating more flamenco style, and culmin-
ating in "Flamenco Moderno".

ACT I - TIEMPOS CLASSICOS

Castilla, danced by Rosal Ortega, Laura
Torres, Mari Sandoval, Rubina Carmona, Ambar
Gozales, Irene Heredia and Valencia, was pure
classic style -- rounded arms, tilted torsos
and cocked heads -- whirring castanets --
bodies forming graceful geometric patterns
in space. 1In classic, the essential element
is design -- precision -- in flamenco, it is
feeling. Roberto followed in Triana, again
in plastic classic style. He was joined by
Mari Sandoval for Canto de Los Pajaros, a
dream sequence or Spanish Fantasy. Mari
floated on and off in a filmy blue gown cap-
tivating and eluding her persuer.

As costume colors became more intense, soO
did the dancing. In Ritmo, performed by
Rosal Ortega and Laura Torres in gold and
black, some of the classic feeling began to
give way to flamenco. Fandango, danced in
red and black by Roberto, Valencia, Irene,
Rubina, Ambar, Linda Rosa and La Dajad was
almost jazz-flamenco with strong rhythm and
sharp angular movements -- a choreographic
gem in simplicity and succinctness.

ACT II - CONCIERTO FLAMENCO

There is something to be said for the
fast-moving, non-stop, no intermission,
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concert format -- the mood need never be
broken and when handled well, one part
flows into the next. An objection might be
that the spectator has no chance to catch
his breath between numbers or assimilate
what he has experienced -- something like
watching a three ring circus. One was left
with "sitter's cramp" trying to sort out
numbers, moods and performers.

Amaral's handling of the transitions be-
tween acts was very creative, such as Pan-
tomima con Martinete, While scenery and cos-
tume changing went on back stage, Rosal
Ortega, in a rippling train, gradually
worked her way across the stage in front of
the closed curtain - singer, Antonio sinchez
joined her and they exited at the opposite
side as the curtain opened for alegrias.
This was performed as a group number in
bright yellows accompanied by guitarists
Antonio Durdn, Marcos Carmona, Gino D'Auri
and singer Kati Majia. Rosal, Laura and
Irene danced "Casantera' with shawls, followed
by Roberto's dynamic zapateado. The only
rough spot in the show was the scraping
and mcaning of the heavy specially built
zapateado platform as it was struggled on
and off stage in the black-outs.

ACT III - TABERNA ANDALUZ

Singers Antonio S&nchez and Rubina Carmona
were in rare form in the taberna scene,
where performers sat at tables with great*
animation and bantering. Antonio wooed
Rosal Ortega in a comedy rumba "Que Pena Me
Da" in which she ended up in his lap. At
this point Rubina entered chiding Antonio
with the song "Desgraciao.' Rubina threw
herself totally into the roll as well as
the letra. She is definitely at her best in
the modern style cante. Roberto and Laura
danced in a spectacular taranto, "Sensual-
idad" supported by Rubina, Antonio Duridn and
Marcos Carmona. For the closing bulerias
everyone abruptly left their places to form
a semi-circle breaking up the taberna atmos-
phere. (This seemed unnecessary, as few
participated and could have done so, just
as well, from their tables.) Roberto and
Irene starred in this number as they tried
to out-desplante each other and cther mem-
bers of the company.

ACT IV - GITANOS MODERNOS

"Mesquita" composed and played by Gino
D'Auri was the transition number into the
last act. Special credit must be given
to lighting designer Jack Pelton for his
splendid lighting effects in this and other
scenes throughout the show. Gino was

bathed in light in such a fashion that he
and his guitar seemed to emit a golden aura.
This, along with the direct electronifi-
cation of his guitar and the minor tones of
his piece, gave an eerie Star Wars-like
introduction to the moderno section.

The curtain opened on a totally non-
traditional scene -- performers wore black
and platinum costumes -- women's long
dresses split up to the hip ~- musicians
and singers were elevated on three four-foot
high platforms at the back of the stage —-
one for the guitarists, one for the two
female singers and the center one for the
percussionist, Rico Garcfa.

This section all blended together for
me. The music was all highly amplified,
of course. The bongos and drums, at times,
imitated or competed with the tacomeo. The
flavor of the flamenco "Moderno", for me,
is not so much "Moderno", as Latino Ameri-
cano." I enjoyed it as part of the program
but appreciated the presence of the tra-
ditional sections as well. Two pieces in
this last section, "Please" and"Para Ti,"
were written and arranged by Amaral. The
latter, which he dedicated to the audience,
was particularly significant as it epiti-
mizes Roberto's giving of himself. One had
the feeling, from the warmth and enthusiasm
of the audience, that the majority of those
present were friends, students or had in
some way been recipients of his giving nature.

Whether or not one agrees with the modern

trends of flamenco, one must concede that
Roberto has the courage of his convictions

and the talent to carry them to fruition:
to build dancers, creats choreography,
design lighting and costumes, compose music
and lyrics and put together one heck of an
entertaining show!

ARCHIVO
- The Making of an Anthology

by Caballero Bonald

. PART IV - CASTILLEJA DE LA CUESTA

Translated by Brad Blanchard

During one of our frequent returns to
Sevilla, we went to nearby Castilleja de
la Cuesta, a short distance from Triana.
We were especially interested in gath-
ering some information about the flamenco
in thig gleaming white puebls, so close
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to Sevilla and at the same time, so far
away, from the perspective of the history
of the cante. Castilleja, like Dos
Hermanas, with its white houses near the
marshes of the Guadalquivir, is a pictur-
esque place, through which the Romerfa
del Rocio passes. And its flamenco
habits, with an almost sentimentally
rural influence, belong to the orbit of
Huelva. The Triana area has done nothing
to condition the forging of Castilleja's
cantes. Castilleja has affectionately
adapted to the annual visit of the Rocio
wagons and riders and it seems to have
wanted to yield to them in the emotional
anticipation of their sevillanas and
fandangos"onubenses" (de Huelva).

During these wanderings, we made
contact with two young singers of
sevillanas rocieras, Rafael Ruiz and
Antonio Romero, and with one old
"tamborilero" (flute and drum player),
Rafael Jiménez, native of Paterna del
Campo, -now in the Condado area. It
seemed important to us not to omit from
our "Archivo" this special example of
a flamencoized" regional song. The
sevillanas have evolved in a very signi-
ficant way with the passing of the years,
perhaps driven by their growing popu-
larity. That which in the beginning
was mostly a local derivation -- which
emerged in Andalucia from Huelva and
Sevilla -- of the ancient seguidillas
manchegas, has branched out into other
subtle, modernized innovations. Today,
the sevillarias rocieras are much like
the choral country songs (cancidén cam-
pesina) lyrically nurtured by the
marismeflo (Rocio) influence -- like
certain forms of the fandango de Huelva —-
and adapted to the taste and demands of
its enthusiastic listeners. It is now
frequently performed by two cantaores
whose voices complement each other at
different tonal levels. There is no
doubt that- this single characteristic
removes the sevillanas, as if they were
not already part of their own expressive
world, from the most pure confines of
flamenco. This doesn't mean that they
have no suggestion of their own, nor an
independent value. In the aspect of
their verses which are especially
created toc accompany the dance of the
same name -- whose main characteristic, the
"palillos" (castanets) already indicates
its rustic folkloric origins, separated
from flamenco in general and even more
from gypsy flamenco —-- the sevillanas

perfectly define the fertile repertoire
of the Andalusian popular songbook that
allowed itself to be influenced by
certain flamenco attributes and which
perhaps arouses more direct and more
general fervor in the public. Rafael
Ruiz and Antonio Romero sang for our
"Archivo" various series of sevillanas
rocieras, accompanied by the guitar of
Antonio Maravilla and by the flute and
drum -- reminiscent of Castilla -- of
Rafael Jiménez. For these young canta-
ores, flamenco has ceased to be a ques-
tion of heart-rendering esoteric manifes-
tations of intimacy in order to be
converted into a catchy, melodious
exponent of the renewed interest in
Andalusian folk-culture.

Contents of the Archivo

Here is the complete listing of cantes,
cantaores, and guitarists on the anthology:
"History of Cante Flamenco: An Archive." The
order of cantes is as found on the Everest
version; other releases may have different
sequences (some had 7 records instead of 5),
but the information is still valid. If you
don't have this record set (you should), the
list can give you an idea of the immense
variety of cantes that are sung and the
complexity of flamenco. We thank Brad
Blanchard for thés information. .

Record

1A--Martinete-Carcelera: Juan Talegas
--Tond chica y Martinete: José Menese
-=-Debla: Rodolfo Parrita
--Martinete: T{a Affica la Piriffaca
_==Tona Litdrgica: Montesino el Lobo
--Martinete y Cambio de Tond: Juan Romero
Panto ja
--Corrida: Jos& Reyes el Negro
--Tond grande: Rodolfo Parrita
lB~-Siguiriyas de Diego el Marrurro y del Loce
Mateo: Tia Affica la Pirifiaca;g. Parilla
de Jerez
~--Siguiriyas de Paco de la Luz y de Manuel
Cagancho: Juan Talega; g.Eduardo el de
la Malena
--Siguiriyas de Joaquin la Cherna y Cabales
del Fillo: José Menese;g.Pedro el del
Lunar
--Siguiriyas de Manuel Torre: Francisco
Mairena; g.Eduardo el de la Malena
--Siguiriyas de Padre Manuel: Tomds Torre;
g. Eduardo el de la Malena
2A--Siguiriyas Cruzadas de Curro Dulce y
Diego el Marrurro: Luis Torres Joselero;
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g. Diege el del Gaster
-~3iguiriyas de Paco la Luz y Francisco la
Perla: El Perrata de Utrera; g. Eduardo
el de la Malena
-=-8iguiriyas Cruzadas de Jerez: Juan Romero
Pantoja; g. Luis Morales
--Soleares de Joaquin el de la Paula:
Manolito de Mar{ia; g. Ferndndez el Negro
--Soleares de Merced la Serneta y Juaniqui:
Fernanda de Utrera; g.Eduardo de Malena
2B--Soleares de Alcald: Juan Talega;
g. Eduardo el de la Malena
--Scleares de Jerez y Lebrija: Tia Afiica
la Pirifiaca; g.Parrilla de Jerez
--Soleares de Antonio Frijones: José Menese;
g. Pedro el del Lunar
--Soleares de Cadiz: Pericdn de Cadiz;
g. Pedro el del Lunar
-=S0leares de Utrera: Manuel de las Angusti-
as; g. Eduardo de la Malena
-~Soleares de Cérdoba: José Moreno Onofre;
g. Jose Morales
3A--Soleares de Alcala, Cddiz, y Jerez:
Francisco Mairena;g.Eduarde de la Malena
--Soleares de Joaquin el de la Paula y de
Enrique el Mellizo: Tomds Torre; Eduarde
el de la Malena
--Soleatres de Juan Breva y del Tenazas de
Mordn: Fernande Montoro; g.Luis Pastor
--Soleares de Alcald y Utrera: El Perrate
de Utrera; g. Eduardo el de la Malena
--Scleares Cruzadas de Jerez: Manuel Borrico
g. Parrilla de Jerez
«-Soleares Cruzadas de Alcala y Jerez:
Santiage Donday; g. Nido de Rizos
3B--Polo y Soled apold: Juan el Lebri jano;
g. Antonioc Arenas
--Cana: Amos Rodriguez; g. Benftez de Alcala
~-Liviana Grande y Cambic de Marfa Borrico:
Manuel el de Angustiag;g.Eduardo Malena
--Liviana Chica y Serrana: Luis Caballero;
g. Antonio de Sanluear
--Saeta de la Meonica: Antonic Almendrito
--Saeta del Gloria: Jerdnimo el Abajao
--Saeta de Puebla de Cazalla: Montesino el
Lobo
-=Saeta de Arcos: Manuel Zapata

484-=Tientos: Rafael Romero; g.Pedro del Lunar

--Tangos: Luis Totres Joselero: g. Diego el
del Gastor

~~Bulerfas de Cddiz: Manolito el de Mar{a;
g. Fernandez el Negro

~-Bulerfas de Jerez: Tia Afiica la Pirifaca;
g. Parrilla de Jerez

-~Bulerfas de Utrera: Bernarda de Utrera;
g. Eduardo el de la Malena

~-Albore&: Luis Torres Joselero; g. Diego
el del Gastor

=~Fandangos Gitanos: Fernanda de Utrera;
g. Eduvardo el do la Malena

4LE-=Alegrias; Pericdn de Cadiz; g. Pedro el
del Lupar
--alegrias de Espleta: Amos Rodriguez;
g. Joaquin de Parada
--Mirabrds: Juan el Lebrijano;g.Antenio
Arenas
~~Romeras: Marfa Vargas; g. Paco Ceperc
--Cantiflas de Pinini y Estribillos de
Alegrias: Luis Torres Joselero;g.Diego
el del Gastoer
--Caracoles: Antonio Almendrito; g. Nific de
los Rizos .
~~Tangos de C4diz: Pericdn de Cddiz;
g. Pedro el del Lunar
--Alegrias de Cdrdoba: José Moreno Onofre;
g. José Morales
5A~~Jaberas: Juan el LebrijanciAntonio Arenas'
~-Rondeflas: Rafael Romero;g.Pedro del Lunar
--Bandolds: Angel de Alora; g. Paco el de
la Isla
~=Malagueha de Enrique el Mellizo: Pericédn
de Cﬁhiz; g. Pedro el del Lunar
--Malaguenas de Fernando de Triana,
Franciscc Lema Fosforito, La Trinl,
Perotas: Angel de Alora;g. Paco el de
la Isla .
--Malaguefia de Antonio Chacon: Luis
Caballero; g. Al'ltDnio'de Sanlicar
Fandango de Lucena: Jose Morenc Onofre:
g. José Morales _
--Verdiales de Juan Breva: Angel de Alora;
g.- Paco el de la Igla
--Taranto de Almer{a: José Menese; g. Pedro
el del Lunar
==Taranto de Manuel Torre: Antonioc Calzones;
g. Antonio de Sanlidcar
--Taranta de Jaen: Manuel Zapata; Juan Caro
3B--Taranta de las Minas: Luis Caballero;
g. Antconio de Sanllcar
--Cartageneras: Juan el Lebrijano; g.Antonio
Arenas
--Granaina; Luis Caballero; Antonic Sanlucar
--Fandangos de Huelva: Maria Vargas; g.Paco
de Antequera
--Villancicos Flamencos: Amos Rodriguez;
g. Benitez de Alcald
--Sevillanas Rocieras: Rafael Ruiz y Antonio
Romero;flute/drum, Rafael el del Paterna
--Garrotin: Rafael Romero; g. Pedro el del
Lunar
--Petenera Corta y Larga: Pericén de Cddiz;
g. Pedro el del Lunar
~~Farruca: Rafael Romero; Pedro el del Lunar
--Guajira: José Moreno Onofre;g.José Morales
~~Tanguillos de Piyayo: Angel de Alcra;
g. Faco de la Isla

&=
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(San Diego Scene continued from page 25),

SEPTEMBER JUERGAH

Since we were unable to find a location
for the September juerga, those wishing to
celebrate Ernesto Lenshaw's 89th Birthday
can come and have dinner with him at The
Ocean Playhouse Restaurant in El Cajon (691
El Cajon Blvd.). Wear a costume and come
prepared to dance. Special dinner - choice
of paella or sweet and sour chicken $6.00.
Sunday September 27th, 6:00 pm.

This is not a juerga as such--Ernesto's
folk dancing friends will also be present. So
plegse.be prepared to share dance space with

them. Tel: 442-8542

- ANNOUNCEMENTS

Announcements are free of charge to sub-

scribers. They will be placed for two
months if appropriate and must be received
by the lst of the month prior to their
appearance. Include phone number and area
code for use in the DIRECTORY. 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.O. Box and let us know. We
need to have an update at least every two
months.

updates

AUGUST IN SAN FRANCISCO (sent by Carlos
Mullen) Paco de Lucia performed with Al
DiMeola & John Mc Laughlin to a packed

house at the greek Theater in Berkeley;
Theater Flamenco performed two weekends at

the Victoria Theater; Guitarist Diego Torres
Amaya gave a concert at Fort Mason on the
29th; Rosa Montoya performed at the Napa Fair.
MICHAEL HAUSER plays wed & thur nights at the
Fuji-Ya Restaurant in Minneapolis. '
CANADA'S WONDERLAND, the new one hundred

forty million dollar theme park near Toronto,
will feature MAXIMILIANO y LOS HISPANICOS for
six days a week in the Latin.section of Inter-
national St. from June 13th until Sept. 30th.
They will be assisted by guitarist Harry Owen.

“PAULA REYES is available for private flamenco
dance lessons in the Monterey Bay Area.
Phone: 408/375-6964

concerts
RODRIGO IN CONCERT, Sep 18, 8PM, Carnegie

Recital Hall, New York, tickets 5:50 & 6:50.

classitied

FLAMENCO COSTUMES: mail order or custom
design, catalog available. Write JoAnn
Weber, 331 Ramsey Hill, St Paul, MN. 55102.
FLAMENCO "T'" SHIRTS for sale, inspired by
dance rhythms. "Alegrias' now available

(red with yellow or green with yellow)

$7.50 plus postage. Write JoAnn Weber

(see above for address)

EQgiéALEE-Solo guitar album by Guillermo
Salazar, recorded 1977, 12 pieces, $6.98

in U.S. Write: 2106 E. 17th Ave., Denver,
Colorado 80206

FLAMENCO GUITARIST WANTED to play for dancer
and singer, contact Huguette Lacourse,

2380 Cypress St. #204, Vvancouver, B.C.
V6J3M8 Phone 732-8970

GUITARIST WANTED to work with dancer and
singer in the Atlanta area for club dates,
concerts, school demonstrations and work-
shops, teaching, etc. Write or call collect:
MARTA DEL CID, 773 Nile Dr., Alpharetta, Ga.
303201 Te. 404/993-3062.

FOR SALE: Francisco Barba flamenco gquitar:
$1,650.00 or trade. Tomas Mellado, 4337
15th Ave., NE #503, Seattle, WA 98105, phone:
206/632-1299.

PANDEROS FLAMENCOS by Esteban Delgado
recorded by Paco de Lucia -- accurately
notated sheet music: $2.75 in USA, $4.50
foreign, Southwest Waterloo Publishing Co.,
6708 Beckett Rd., Austin, TX 78749.

ROSA MONTOYA'S BAILES FLAMENCOS is currently
available for the 1981 - 1982 booking season.
The company consists of ten performers and
presents both flamenco and classical Spanish.
For more information contact: Rosa Montoya,
267 Teresita Blvd., S.F., CA 94127. .

MINI WORKSHOPS AND CHOREOGRAPHIES by Teo
Morca available through 1981. Write to
Morca Academy, 1349 Franklin, Bellingham,

WA 98225 or call: 206/676~-1864

GUITAR MUSIC AVAILABLE:

Music of many top

artists, both modern and old style, trans-
cribed by Peter Baime, 1100 W. River Park
Lane, Milwaukee, WI 53209.

FOR SALE. Books by Don Pohren, music by
Mario Escudero and Sabicas, plus w complete
line of guitar supplies (strings 1/2 price).
The Blue Guitar, see ad for location.
GUITARISTS AND GUITAR STUDENTS WELCOME to
accompany dance classes. Call Juana 442-3862
(san Diego).












