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some of the most outstanding guitarists in
the world. Can you tell us what it was like?
MANOLO: I recorded with Nino Ricardo in a
placed called Le Chants du Mond. I also
recorded there with another friend of mine
from Madrid, Roman el Granaino. We did that
in Paris in 1953. Nino Ricardo was there
with Juanito Valderrama and, since I knew
Ricardo from before, we began to talk about
doing a record together. I was already
recording with that company, so I took him
there. He did an LP album with eight solos
and another one with me. All in all, I did
about seven albums, with Roman el Granaino,
Pepe de Almeria, who is deceased now; I did
another with Juan Reldmpago, and here in
America I recorded with Sabicas, Fernando

Sirvent, another one, "Cuadro Flamenco," with °

Juan Garcia de la Mata.

JALEQO: How did you meet Sabicas?

MANOLO: It was in New York, when I came with
Jiménez-Vargas. We were at the Waldorf
Astoria when Sabicas came to greet us. That
is the first time I met him, because he had
left Spain many years before. Sabicas then
proposed to me the idea of doing a record.
Every time a new cantaor came to the United
States he would do a record with him.

JALEO: How much did you rehearse?

MANOLO: Nada. Nothing at all. Sabicas knows
what he must do and it is not necessary to
rehearse with him. We were together all
night long talking, and at 8:00 in the morn-
ing, having had no sleep, we went to the
recording studio. Pepe Sequndo, who is now
dead, came with us, as did Felix de Utrera,
Juan de la Mata and Diego Castellén, Sabicas'
brother. We went from the Hotel Starlight to
do the record like nothing. When everyone
knows his duty in the cante or the guitar, it
is not necessary to rehearse. We recorded
under the Paramount label, I believe.

JALEO: What is the most memorable public
appearance you have made?

MANOLO: It was when I sang for Queen
Elizabeth of England. I appeared alone on a
stage, immediately following a choir of 300
voices. I was a single voice. It is the
only time when I have felt, not really afraid,
but "cautious." There have been so many
other memorable times. For example, I
remember with La Gitana Blanca, Mercedes
Borrull, in Paris at the 1'Etoile we did a
number por soled of "La Pena Negra" by Garcia
Lorca. Although people did not understand
the words, they were very moved by the
expressiveness of the number.

JALEO: You told me earlier that you never
know ahead of time exactly what you will sing
for the public, until you come out. How do

- JALEO:

'people will watch and enjoy it.

you sense what it is that the public wants?
MANOLO: It depends. When you are in a
ballet, as I have been many times before and
you work with a dancer, you can't vary.
Whether or not the public likes it, you must
sing por siguiriyas, por solea, por alegria
or whatever the number calls for. When you
do your solo, then you must use psychology to
tell what the public will like or accept.
When you sing for the dance, then that is
exactly what you must do, whether or not
people accept it.

JALEO: What are the most taxing cantes for
an artist?
MANOLO: The cantes libres are not as diffi-

cult as los cantes de compias. Los cantes
libres, such as la taranta or la granaina can
be sung very rhythmically, like la granaina
de Chacdén. Now, the media granaina is freer.
It depends upon the aptitude of the singer
how far he can go. ) .
Realizing it is difficult to talk
about yourself as an artist, I'd like to ask
you what your greatest contribution to el
cante flamenco has been.

MANOLO: Well, some people like some things,
other people like other things. Outside of
Spain, at times one must "commercialize"
things a little, because you can't offer pure
flamenco all the time. Whenever I have had
to do that, I do it only once, so the
performance will be well-balanced for the
public. Like they say, "entre col y col, una
lechuga.” You understand me? I give them
something light, so that people will feel at
ease, and after that I will introduce more
pure flamenco to them, something people can
understand. Some people can't understand a
word of what you are singing, whether it is a
song about love or jealousy or whatever, but
But it
depends upon you, the artist, how you can
"inject” it into the audience. If you come
out and the public dominates you, you might
as well leave. ' You have to know how to
handle the public. If you do, you will
succeed. It is a talent that the artist who
has "tabla" possesses, as we say. Naturally,
to be able to do that, you must be sure
about what you do. If you can dominate the
public, then and only then you can really
give them something. Otherwise you can't.
JALEO: What is the best type of public a
singer can have?

MANOLO: It is very difficult to tell ahead
of time. You never know what kind of
audience you will have. The most ideal is
the American public. They listen more atten-
tively and remain silent during the perform-
ance, by and large. About others...I reserve
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I am an artist, and as such I
owe myself to the public. I can't say this
is good or that one is bad. For me, any
audience who is willing to listen is a good
one.

JALEO: Are there any marked difference
between European and American audiences?
MANOLO: Yes, there are. As I told you,
there are many who know what they are listen-
ing to, and there are others who do not, but
yet appreciate it more than the former. They
feel the emotion. They may not understand
the words or what the cante is about, but

"el cante le llega y le llega..." There are
some who pretend to know, who want to impress
friends and end up putting their foot in
their mouth...

JALEO: What are the trends in el cante
flamenco today in Spain?

MANOLO: Mi amigo Frank, I have not been in
Spain for five years. I am not fully aware
of what is going on over there. I know that
every year they have concursos del cante
flamenco, those organizations that Mairena
put together. All the great figures, like
Fosforito appear. But to be honest, I can't
tell you exactly what is going on.

JALEO: What are your feelings on the modern
‘trends in el cante?

MANOLO: Well, for me, anyone who is involved
in el cante is an artist, Beyond that, it is
difficult to express one's personal opinion
without being misunderstood. You understand
what I am trying to say?

JALEO: Who is in your opinion the most
complete singer today?

MANOLO: Frankly, I could not say, because I
have not been in Spain for a long time. The
most well-rounded singer appears to be
Antonio Fosforito, and has been for some

my opinion.

time. I liked Mairena very much in the old
days. Nowadays, Fosforito does everything
very well. I have not listened to others as

much as I have to those two. I can't say
whether others can do it better or worse.
Besides, as I told you before, I consider
anyone who sings to be an artist with his own
flavor. All of us flamenco cantaores have
some cantes which we like better, which we
are most fond of and therefore do better than
others. You can't say that other things are
not done well. Some things you do very well,
and others you do just average, some just to

get by.

JALEO: What do you consider to be your
"specialty"?

MANOLO: I particularly like the malaguena,

and besides, I do it quite well. I had my
"gello" in Milaga in el cante por malaguena.
I created a fandango por malagueﬁa, a very

short one which I recorded in the album with
Sabicas. I also like to sing por soled, por
siguiriyas; I like la taranta, la serrana,
las livianas. I like all of the cante
flamenco.

JALEO: Do you like rumbas?

MANOLO: Ahf! That I do not like. I do not
like rumbas, sevillanas or el cante chico.

I like las alegrias, and the romeras because
they have more flavor. I like the tientos.
Those are cantes that everyone can assimi-
late well.

JALEO: Do you have any plans to travel to
Spain?

MANOLO: Possibly next year, on vacation.
JALEO: Any prospects for performances over
there?

MANOLO: No, because my stay will be brief.

I will go there on vacation only. I may do
something on TV, but festivales, no.

JALEO: I will be very interested to hear
your opinion concerning the new trends in the
cante when you come back.

MANOLO: There are things that are being
devalued, and that is a pity for those of us
who feel the pure cante flamenco deeply.
There is some commercialization going on,
cheap stuff, but there are still many of us
who conserve the purity of flamenco and will
not do that sort of cheap stuff.

JALEO: What do you think will become of
traditional flamenco as we know it?

MANOLO: I can't tell you really what will
happen. Life takes turns. People like
strange things nowadays and it is difficult
to say what will be next. Today you can't
present young people with cante por siguiri-
yas or por serranas if you don't give them a-
rumba or something like that, something they
can listen to and dance to. If you haven't
developed the taste for the cante the way we
did growing up in Andalucia, listening in the
taverns and doorways, then it is sometimes
hard to appreciate it. Everyone in Andalucia
sang; some did it well, some not so well, but
everyone liked it and listened. That is
where your love for flamenco comes. Now you
only listen to rock-and-roll and other
strange things, and therefore develop strange
tastes. I don't know what to tell you. May-
be flamenco will be lost little by little.

It would be most unfortunate, but something
is bound to remain forever and not be lost.
JALEO: When did you settle in the U.S.A.?
MANOLO: I came here in 1958 on a tour with
Ximénez-Vargas. We were at the inaguration
of the Havana Hilton in Cuba. After that we
were at the opening of the Hotel San Juan in
Puerto Rico; then it was the Waldorf Astoria
in New York. We toured the U.S. after that.
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I left the ballet company and spent two years
in Hollywood singing at La Casa Madrid. From
there I went to Mexico, to a place called Le
Gitaneria where David Moreno, a renowned
guitarist now deceased, played. Then I
returned to this country, did a few more
tours and then came to El Bodegdén as resident
artist with Carlos Ramos.

JALEO: You have known each other for quite
some time, correct?
MANOLO: Indeed. We met in Spain in 1947,

and began our careers together, he as a
guitarist, I as a singer. Here at El Bodegdn
we have worked together for sixteen years.

JALEO: Did you ever think of doing a record
together?
MANOLQ: We have many times, but I think it

has been a matter of timing. In Spain it
would have been difficult. When you are be-
ginning your career you can't cut a record
just like that. Later on, when we became
better known, we considered recording
together, but we were never able to work out
something concrete with the studios. But who
knows, maybe some day we will go ahead and do
it, if for nothing else, for personal satis-
faction and for our friends who know us.
JALEO: Manolo, on a different vein, explor-
ing another talent of yours which is not
quite as widely known, I understand you are
also a very good "guitarrero" too.

MANOLO: Yes, my guitars are very good. I
have sold them throughout the entire United
States.

JALEO: How did you develop the skills?
long have you been making them?

MANOLO: I don't really know how I developed
~ the skills, but I learned here in the U.S.
about fifteen years ago. A friend of mine
taught me. He had high hopes for me as a
guitarrero. He had learned with Ramirez and
the Esteso brothers. He is an American.
Presently he is teaching at a university. I
had done some woodwork at home -- furniture,
stereo cabinets, that sort of thing. He saw
them and he told me I could very well make

How
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guitars too. He brought me some materials
and showed me how. I have made many excel-
lent guitars since. The last one I sold for
$1,000. It was a classical guitar for a
Peruvian doctor. I only make them on
special order.

JALEO: What materials do you use?

MANOLO: I use palo rosa for the classicals
and cypress for the flamencos. I put wooden
or mechanical keys according to the person's
wishes. I have imported wood at home that
is some 15 years old, nice and dry. I have
enough to build about five classical and one
flamenco guitar.

JALEO: Do you play the guitar too?

MANOLO: No, I can't even tune it. I know
that Carlos Ramos has tried all of my guitars
and he approves of them. If he likes them,
then I know they must be good.

EDITORIAL

Jaleo is now experimenting with some for-
mat changes to cut costs. Even with those
changes, our subscription price will have to
go up slightly due to substantial increases in
printing and mailing costs. One of the
changes we will make will be to reduce the
size of the type we use, At first, this will
be done mainly to the longer articles and we
will mave a mixture of old and new type styles
Authors of articles should not feel insulted
by seeing their work in the large or small
size =- many factors contribute to whether we
can shrink an article or not. Hopefully we
can cut the number of pages of Jaleo, while
maintaining the same or increased content.
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= LETTER

Dear Jaleo:

Firstly, thank you for all the back copies
I received recently. The magazines are
really excellent! In the May 1980 issue,
there was an article regarding a joint effort
between Jaleo and International Record
Distributors to make flamenco records avail-
able. Records are nearly impossible to buy
in Australia, so I am writing in the hope
that you can help me obtain some. There was
a list of Hispavox LP's in the May issue and
I would be grateful if you could tell me how
I could order them, or the records that you
have received [David goes on to list about
twenty records that have appeared in Jaleo
since May 1980].

I thank you and sincerely would appreciate
any help you can give me. Australia must be
the worst place for someone who loves
flamenco.

Once again, thanking you,
David Smith
New South Wales, Australia

[Editor's comments: Obtaining records is not
easy for anybody living outside of Spain and
is especially difficult for those living on
other continents. The obvious answer is to
go to Spain or have a friend buy records for
you there. But, even in Spain it is not as
easy as one might expect to find good
flamenco records, except for those featuring
the biggest stars. Even in Andalucia, one
has to search for records by lesser known
artists ~- many records seem to come out in
limited editions, so that, if you don't buy
one when it first comes out, you might as
well forget it!

For reasons unknown to us, International
Record Distributors was unable to order the
records we requested; then the company went
through some sort of shake-~up and we lost
contact. The only sources of records that
we can suggest are the Musical Heritage
Society (14 Park Road, Tinton Falls, New
Jersey, 07724, USA) which has a few records
of Sabicas and Mario Escudero, and the
following address in Spain that Guillermo
Salazar gave in a recent "Gazpacho": Casa
Damas, Calle Sierpes 65, Sevilla, Espaha.

Probably the only way we can make flamenco
music available is to create an international
cassette tape exchange of some sort. A number
of record collectors have already expressed
interest in creating a catalogue of all
records to be found in collections around the
world and then making the catalogue available
to aficionados so that tapes could be ordered.
By dealing only with "out of print" records

JALEO - FEBRUARY 1982

(most flamenco records fall into that cate-
gory) and not sending tapes into Spain, we
could probably avoid copyright problems,
The problems standing in the way are, 1)
finding someone to put the catalogue
together -- I won't be able to tackle it
while acting as editor of Jaleo and trying
to put the Directory out, 2) making certain
that all recordings are done on good equip-
ment and on good quality tape cassettes, and
3) establishing a fair price for the tapes --
Guillermo Salazar suggests $15-20 as a neces-
sary price to cover materials, postage and
labor, a seemingly high price, but which
could cover two records on a single 90 minute.
tape, and would help discourage mass copying
by casual aficionados.

Input from readers on this idea would be
welcomeda

Dear Jaleo:

Since two years I am a reader of Jaleo and
I enjoy it very much. It might seem strange,
that a German subscribes to your magazine,
but as far as I know, there is no publication
existing in my country on the art of
flamenco, comparable to Jaleo. Your articles
are very interesting and informative. If
there will be a chance for me to go to
California I will try to visit one of your
juergas. I'm really looking forward to that.

Reading your August issue I found an
article (p.24) by Paco Sevilla about new
Flamenco Guitar Music available in the U.S.A.
(Juan Serrano Flamenco, Concert Selections,
Mel Bay Publications plus cassette tape). I
tried to get it here, but I did not succeed.
Here's my request. Could you find out and
tell me, where I can order this collection
by mail or would you make it available for
me (including cassette tape)? I would be
very glad if you could answer to my question
positively. ‘

Sincerely yours,
Peter Kaniut
West Germany

[Editor's Reply: It does not seem at all
strange to us that we have a German
subscriber -- in fact, we have many sub-
scribers in Germany and throughout Europe.
As for the Juan Serrano book, we can only
suggest that you try to order it from:

Mel Bay Publications

Pacific, MO 63069

USA
The cost is $9.95 for the book and $6.95 for
the tape; you might add an extra $5.00 or so
for postage. We have been trying to convince



JALEO - FEBRUARY 1982

PAGE 9

a mail order music dealer to stock all of the
currently available flamenco music but so far
have not been successful. All readers who
would like to help, might write to: Guitar
Studio, 1433 Clement St., San Francisco, CA
94118. (Music Catalogue -- $2.00 in the U.S.
and Canada; $4.00 for all other countries).]

Dear Jaleo:

In response to the editorial comment about
my statement in the "December" (January)
issue, pertaining to Benito Palacios playing
granadinas with the cejilla on the 3rd fret--
"What is wrong with a cejilla on the 3rd
fret?"--Actually, nothing. I apparently
failed to make clear that it is my personal
preference to hear granadinas played with the
full range of guitar. If Benito had been
playing zapateado or garrotin or such, I
would have been delighted to hear it with
the cejilla on the 3rd fret. As a matter of
fact, I believe Sarita played her soleares
solo that same night with the cejilla on the
QEE fret. 1In any case, I certainly had no
intention of impuning Benito's playing
integrity and fervently hope that this was
not the impression widely received.

Ron Spatz
Canoga Park, CA

Dear Jaleo:

In the Name of Allah, all-merciful and
all-compassionate, greetings. With great
pleasure I offer the following unsolicited
testimonial on behalf of la casa Menkes,
makers of dance boots and purveyors of a
great assortment of other theatrical
articles. May my experience rebound to the
benefit of others who heretofore have had to
rely upon the infamous Gallardo for boots.

1. Menkes promised me a pair of boots in
three weeks. They came in three weeks
exactly. Gallardo promised me a pair in
two weeks, but they came in five months,
which he himself admitted later to be
"about average time." And this in spite
of three letters of inquiry (the first
two of them polite) to which he didn't
even bother to reply.:

‘2. Menkes charges 5,000 pesetas per pair,
suede no extra, which comes to about $55.
Gallardo charges about $70.

3. Menkes' shoes can be bought "off the
rack" and fit beautifully. The sizes, in
centimeters, come in half-size gradations.
Gallardo offers no such ready-made ser-
vice at all. Furthermore his "custom-
made" shoes would delight only a maso-
chist. Of the three pairs he has made
for me, only the first I could wear. The

second "custom-made” pair were so small
that no amount of stretching rendered
them useful. I managed to sell them to a’
person of diminished stature. My third
pair of Gallardo "custom-made" boots
arrived defective in workmanship and
stubby-looking. The heels were mis-
aligned and when I attempted "chaflanes,"
the heels would skid outwards, my knees
would buckle inwards and I would go down
like a goat on an ice slick.

4. Menkes' style is clean and elegant.
Gallardo boots by comparison look
"chatos."

5. Menkes' heels produce clean sound with
little effort. Gallardo's product does
not favor the heel, but the planta, and
produce a dull taconeo, with much effort.

To the various flamencos around New York whom

I have heard commiserating over the short-

comings of Gallardo and indeed to the entire

American flamenco family, I gladly make known

to you an alternative that has brought me

satisfaction. May the following address
serve you as well as it has me:

H. Menkes

Mesonero Romanos, 14

Madrid - 13

Tel: 232.10 36

Send 5,000 pesetas (postage included) plus

measurements or size in centimeters, as well

as specifications. Allow three weeks from
date of receipt.
Id en paz,
The Shah of Iran
Brooklyn, NY

Dear Jaleistas: ‘

Sometimes I want to send you articles
about the flamenco artists I've met, but my
English is not good enough to write the
articles, and always each time I wanted to
send you a photo, or an article about an
artist, I at once received the new Jaleo
with an article about the same artist.
This year, I was in Andalucia for one month.
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experiences, narrated always in rich, impas-
sionate Andalucian speech, with Mari Carmen
filling in some of the details, but I hope to
share with Jaleistas my glimpse into this
extraordinary artist's life, one of that
pure, uncompromising breed that have elevated
the flamenco guitar to what it is today.
Carlos speaks little or no English. "I have
always worked in places where Spanish was
spoken, so I never really needed to learn
English. I always meant to (learn), but time
passed and I never did. The older one gets,
the more difficult it becomes. When people
speak to me slowly I can understand and we
can communicate, but my English is still bad
(para el inglés yo soy muy malo). Others
have come here at a younger age (than I did),
maybe married American women and have learned
a little more.™

Born in Vélez, Malaga, Carlos was raised
in the small town of Lagos where his father
owned a "finca" and an o0il mill ("molino de
aceite"), Carlos was one of eight brothers
and sisters. On his early years in Spain he
recollects: "I began to play when I was nine
years old. My father played a little, but
never tried to teach me. He was teaching an
older brother of mine, and since I liked the
guitar, I would listen, and when they'd leave
I would pick up the guitar and play every-
thing my father had taught my brother. One
day I was playing in my room when my father

called out, 'Julio, Julio!'’
I replied, 'He is not here.'
'Who is playing then?' he asked.
'It's me,' I said.

That was the first time he found out I
could play anything at all. We lived in a
very small town, though, and during the
season, we all had to work on the farm. In
those times, to play the guitar for a living
was considered a bad thing to do, done only
by 'indeseables,' 'gente perdfa.' True, in
those times, to play the guitar, or sing, or
dance flamenco was very much looked down
upon, ‘'una cosa indeseable.' Then, instead
of helping me with the guitar, they tried to
dissuade me by saying there was no future in
it. But I didn't care, I didn't do it to
make money, I did it because I liked it. So
I went on playing, but not the way I should
have done it. If I had had a teacher then,
or studied music, in 20 years or so I would
have been a great figure. But since they
paid no attention to it, given the lack of
future they saw, I just bounced around with
the guitar until the war broke out."

His unusual talent did not go unrecognized
in Spain, however, and from 1940 to 1948 he

gave performances throughout Spain, Portugal, -

-

and North Africa with many of the outstanding
artists of that time, including Pepe Marchena,
Manolo el Malagueno, Cepero, Juanito Mojama,
Pepe de la Matrona, Antonio el Sevillano,
Juanito Varea, Manolo Leiva and Nino Almadén.
With the latter he eventually did a record in
New York many years later. 1In 1948 he joined
the company of Pepe Marchena, playing second
guitar to Ramén Montoya for dancer Carmen
Sevilla. About Don Ramén, Carlos recalls:

"I liked him very much from the very first
time I saw him play the guitar. I always
thought he was the very best and he was the
influence that all of us (guitarists) have.
Well, it is true that other newer things have
been done after him, but he was 'la fuente'
of all guitarists of today. We worked
together for a year, but eventually Don Ramdn
became ill and left me in his place in the
company. After he fell ill, he never
recovered and finally died in 1949 at the age
of 69." And what kind of a man was he? "He
was a difficult man in many ways. For me,
though, he was a very good friend, but in
those times it was hard to make a living; all
artists were suspicious of each other and he
had that suspicion. I remember the first
time I rehearsed with him and the company.

He watched me constantly, but not in a good
way at first, as if saying, 'Who is this?
What does he want?' I noticed him looking at
me like that and I, who worshipped his art,
nearly went crazy. But eventually, he came
to accept me and we became very good friends.
In the end he appreciated me very much. After
I left the company and we had finished the
tour, I went to see him in his home when he
was very ill. Sick as he was, he would grab
his guitar and say to me, 'Mira lo que he
sacao yo!' (Listen to what I've done.) The
man was dying and yet still composing
(sacando cosas)." How did Don Ramdn become
such a great artist? "It was a good deal

of natural talent, but I think that Emilio
Pujol, a famous Catalonian guitarist of that
time had some influence on him. I believe
they were friends and that Pujol helped him
to some extent in his harmonizations. Ramén
did not read or write music, but he had an
incredible ear. I don't know exactly how
Pujol helped him, but Ramdn Montoya's harmon-
ization was very good in everything he played.
Very well arranged. You could never detect a
flaw in his style."

Carlos Ramos' deep reverence for Ramon is
quite obvious. He has based many of his own
arrangements on Ramdn's works, which he
readily (and proudly) acknowledges. A scrupu-
lously honest artist, Carlos Ramos makes it a
point to acknowledge those artists from whom

¢
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Nana Lorca. Her brother is a very good
guitarist; his name is Ricardo Modrego. I
have not seen the other members of the
company anymore. Hurtado went back to Spain
and is working over there I believe. But
anywhere we went with José Greco (the
company), the show was always a success,
always full of people with lots of enthusiasm.
We opened at Brooklyn College in New York
City. It was a sellout. There was another
guitarist with me, Miguel Garcfa, who had
been with José Greco before. Sometimes we
would go into towns that seemed to be
completely deserted. Nothing at all, the
theater empty. But half an hour before the
show, he (Miguel) would say to me, 'Take a
peek from the balcony.' I would and
surprised myself tremendously to see a full
house, outside a sea of automcbiles, people
everywhere. I just could not believe it
because the place had been a desert just
minutes before. Where all those people came
from, I'll never know. José Greco always had
a big name in the USA, the biggest of all
dancers. But at the end of the tour we would
all be tired, nervous, tense from lack of
sleep. Once we were in Las Vegas for three
weeks, working at the Sahara. That was very
nice! We would swim in the pool during the
day. We were also in another place, I can't
remember...where all the rich people like
Frank Sinatra live...Palm Springs, that is
it; we were there for three weeks. 1In Dallas,
at the Hilton, another three weeks. In those
places, where we worked in night clubs and

not in theaters, it was fantastic. But in
the theaters -- it was from here to Miami,
then from Miami to San Antonio -- no, no,

terrible trips. Finally we ended up in the
other extreme of the USA, Los Angeles, San
Francisco, all those cities."

//4 W4
V7
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The company received many accolades from
the press during that tour, of which Carlos
had a good share. He began presenting one
solo number, but eventually he was forced to
do two or more. "When we opened in New York,
I gave one guitar solo, a malaguena, and got
a standing ovation. I was only programmed
for one solo. After my solo number I went
back behind the curtain, and they couldn't
open it with all the applause! José told me
to go on out and bow again. I had to give an
encore. I can't remember what it was, but my
solos were always malaguenas. From then on,
José told me to do two soloes. The public
wanted more guitar.”

His successes with José Greco's company
came as no surprise, as Carlos brought with
him a wealth of experience gained from having
worked extensively with the best there was in
the world of flamenco in Spain, dating back
to 1953. His longest engagement was at the
Teatro Maravilla in Buenos Aires where he
worked for six months, having originally been
booked for only six weeks. "Sold out every
night. Daily shows with a Sunday matinee on
top," says Carlos, "That's the way to do it,
to stay in one place without having to
travel. The worst thing for an artist is
having to travel. You have no time to study."
Carlos makes no bones about his dislike of
travel. His very moderate habits belie the
notion of a flamenco artist as a bohemian.
He does not smoke (quit many years ago),
drinks very little coffee and almost no
alcoholic beverages. He usually retires
relatively early in the evening after his
appearances, and in general seems to lead a
very orderly life. In the early 1960's,
though, things were still quite hectic for
him. Besides his work at La Zambra, there
were many solo appearances at various places

A FINE SELECTION OF GUITARS
at the American Institute of Guitar

Lovers of the Guitar have the opportunity to select from a great variety of guitars
made by the best and most famous luthiers of today. You’ll find this selection at
ANTONIO DAVID, INC., sales office located at the American Institute of Guitar,

LA CUERDA IDEAL

para el ejecutante mds exigente

204 West 55th Street, New York, N.Y. 10019. ® (212) 757-4412 or (212) 757-3255.

KHPREMS

THE IDEAL STRING
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along the Eastern seaboard. Then in May of
1960, he traveled to San Francisco with a
group called "La Alegria de Espana" and they
opened at the recently inaugurated Casa
Madrid. "The lead dancer of that company,
Maria Gloria, eventually married Rafael de
Cérdoba. Maria Antonia was the singer. We
had a pianist, Virgilio Blanco, and another
dancer, Juan Antonio, very, very good, a
nephew of (guitarist) Juan Garcia de la
Mata. There were five of us. Our opening
was fantastic. Full every night. I also
gave several concerts around San Francisco,
at Berkeley, Oakland. I also performed in
Los Angeles and San Diego, too. My manager
then was Spencer Barefoot, a very good one.
He arranged many performances for me, all of
them very successful."”

Later the same year, Carlos returned to
New York where he worked again at La Zambra.
In 1962 there was a thirteen week engagement
in Seattle, where the World's Fair was being
celebrated. 1In 1963 Carlos traveled to Spain
for the first time in eleven years. He
recollects: "I visited my family and also
gave a concert in Madrid, at Las Juventudes
Musicales, and another one at La Pena Tarrega
De Barcelona. I also gave another one at
Casa de la Cultura in Malaga. I think I was
the first one to give a solo flamenco guitar
concert in Spain. I did feel like staying
over there, but there was no way to make a
living in Spain then. And I was also well
established in America."

Carlos does travel to Spain periodically,
though, although not as often as he would
like to, only every year or two. About ten
vears ago he bought an apartment in Torre de
Mar, on the Malaga coast. He and Mari Carmen
consider that "their real home" and it is
kept under lock and key while they are away,
which is obviously most of the time.

We talk about teaching and learning the
guitar. Carlos has been teaching for some
thirty years, having begun to do it in Spain
occasionally as his schedule permitted and
then, in Brazil, steadily. I ask him what
makes a good student: "Aficién," he says
unhesitantly, "The guitar is difficult, but
when the student has 'aficidén,' he will come
to understand the guitar and he will be able
to play it well. But it requires 'aficidn'
(love of the art). There are many who come
to me, who say they would like to be able to
play, but only the ones who have aficién
will succeed. Those will understand. You
can't expect everybody to be a virtuoso, but
aficidn, will get you ahead. The minute
someone starts playing I can tell if they are
really interested in learning or not."

I ask him whether it is an advantage or
a disadvantage to have a classical or jazz
background prior to taking up flamenco. He
replies: "It is always advantageous to know
as much technique as you can. It helps. 1In
some cases, however, it may be a disadvan-
tage, because hand position is different for
flamenco. You have to change it for improvi-
sations, rasgueo and alzapﬁa, and that sort
of thing. In some cases, classical technique
could hold you back, but for the most part,
it is helpful to know other styles."

I should add that Carlos does not play
classical guitar pieces, at least from sheet
music, which he does not read or write. 1In
flamenco you do not "compose" music, anyway,
you "sacar cosas" (bring things out), which
implies that in some way the melodies were
always "there," somewhere, just waiting for
the true artist to come along and bring them
out into the open. Likewise, flamenco
teachers seldom refer to having "taught"
someone a falseta or a tune; they prefer to
say "ponerle una falseta" (to place a falseta
in him), again in a way restating the some-
what mysterious nature of the music. This is
merely speculation on my part, but I could
not help notice this with certain consistency
among the flamenco greats I have had the good
fortune to meet. His opinion of American
guitarists is that, "They are extraordinarily
good, very enthusiastic. When an American
comes to me for lessons, he is usually con-
vinced he will be able to play. They are
very dedicated." Carlos does not seem to
believe it is necessary to have the Spanish
"ambiente" to become a good guitarist. He
believes that in order to play for singers or
dancers you need a strong background, but
that one can become a fairly good interpreter
of flamenco as a soloist without el baile and
el cante. "For dancing maybe you can play
without knowing too much," Carlos says, "but
'el cante' has many, many complications. It
is very difficult to accompany well." While
on the subject of singing I asked him who, in
his opinion, was the most complete singer he
had know of. He replied, "Antonio Chacédn,
but I never met him personally. I worked
with Pepe de la Matrona, who died, very old,
and Juanito Mojama, who became very famous.
He died a long time ago, too. Of the modern
ones, in my opinion, are Fosforito, and
Meneses. They can sing everything." Carlos
made one record with El Nino de Almaden
(Estoeric Es-544) while the latter was in New
York in the late 1950's. I tried to obtain a
copy once some time ago, but was told that it
was no longer available. Carlos made another
recofd, a solo guitar entitled "El Arte
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Flamenco" (SMC-1004) which is still available
from the Spanish Music Center in New York.
Those readers who might have the record will
readily appreciate the strong, pure, tradi-
tional style which is Carlos' trademark. He
is indeed a purist when it comes to flamenco
and has little patience or tolerance with
what he calls "bad" playing, meaning seeking
cheap effect through flashy dress, or stage
histrionics such as pouncing on the guitar,
long runs of left hand ligados, and many of
the tricks that some guitarists have resorted
to impress the less-than-knowledgeable
audiences —- sometimes with some commercial
success. "Very difficult to understand what
is good and what is bad," Carlos says
vehemently, "because if people could under-
stand and discriminate, there are some
guitarists who would not exist. No bad
violinists are permitted; they must be extra-
ordinarily good, every one of them. The
piano is the same. But for the flamenco
guitar, the world's worst performers can
camouflage themselves and be liked by the
public. I do not know why that is so. It is
the strangest thing in the world. You can
fool people easily by doing this (demonstrat-
ing some rapid, but discordant left hand work
on his guitar). This is the way some play.
It is worthless, but some people go crazy.
This is the duende of the flamenco guitar.
People can be fooled. Others can play very
well and be barely noticed. There are some
people who understand, especially those who
can play the guitar. But I've known many who
can play the guitar and who say, 'so and so
...is the best there is.' Even those people
cannot make the distinction between good and
bad flamenco. It is a mystery to me. You
have never seen a pianist who is mediocre

(un malahora) who can give concerts and get
good reviews. The same goes for a violinist.
But in the flamenco guitar, some of the worst
have enjoyed greater success than the real
good ones. Promotion has a lot to do with
it

I ask him if the same also holds true for

flamenco dancing and singing. He replies:
"Yes, there is camouflaging there also.
can fool people seeking effect and nonsensi-
cal stuff. There was a guitarist in Paris, I
did not know him personally, but he was very
famous for a while over there. He did a solo
entitled 'La Campana,' which went like this
(he demonstrates by holding the guitar with
his left hand by the neck and swinging it
like a pendulum while doing ligados). That
was his solo! And people ate it up! 1I've
never seen anything like it in my life. 1In
the flamenco guitar you can fool the whole

You

world. On the other hand, take someone like
Sabicas, who never resorts to effect; he
places his hands on the guitar in such a way
that he doesn't even seem to be moving them
and does wonderful things with them. But
that, people won't notice.

In 1964, Carlos Ramos left New York
permanently for Washington, DC, where he has
lived continuously since. His decision to
move was prompted as much for personal health
reasons as by the closure of La Zambre. "I
had lived there (NY) for a long time. The
weather was terrible. You could not be com-
fortable anywhere. I had a bad allergy, so
bad I thought I was going to die. My nose
running all the time. At night I could not
sleep, always drenched, soaking wet, had to
change my sheets several times every night.

I would get medicines from the doctor, but
it was to no avail. Finally I moved and my
problems went away permanently. I had been
in Washington before, in 1957 I think, with
José Greco. Then it was a very quiet city,
nothing to do. I had to go to bed at 10 PM,
as everything was closed."”

Upon his arrival in Washington he began to
work at El1 Bodegén, where he has remained
until this day. "It used to be very hectic
before," he recalls, "There were no other
Spanish restaurants in DC besides El Bodegdn.
How we worked! Six shows every night. It
was exhausting (para reventar). People had
to make reservations a week ahead of time."

Carlos plays a Ramirez guitar which he
recently had refurbished in Spain. As far as
strings, he uses a combination of Savarez
basses ("los bordones"), while he uses La
Bella gold or red for the first three ("los
altos" as he calls them). I have found him
to be always willing to give advice on
guitars very freely. Having contemplated the
purchase of a couple of "brand name" instru-
ments while in Washington, I brought them to
him. He tried them out quite thoroughly,
pointing out the strong and weak points of
each, but saying that each person has to
decide for himself in the final analysis.

On technique for studying, he recommends
practicing slow, but very forceful picado in
the beginning to gain strength, and later
concentrate on speed and evenness. A similar

"approach to other techniques such as arpeggio

is recommended by him. For the beginner, at
least two or more hours per day, the more the
better. But just to sit "sacando cosas" in
the guitar does not count as studying, so
additional time must be devoted to technique.
He does not advocate counting as a technique
to develop compas, but rather he says that
one should develop a "feel" for it. Just
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exactly how that is done it is not entirely
clear though. He says that many dancers, for
example, concentrate so much on counting to
keep compas, that they forget to "dance."
Apparently the same applies to the guitar as
far as Carlos is concerned. At the present,
besides his regular appearances at El Bodegén,
Carlos is active in teaching as well as doing
concert work. His most recent appearance was
in New York City at the Guitarreria Orozco,
where he shared the stage with Mario Escudero,

»

the Romeros, Narciso Yepes, Ernesto Bitteti
and other great figures of the guitar. It
was for me a rare privilege to develop a
friendship with Carlos Ramos during my time
in Washington. It was an experience I
thoroughly enjoyed, having gained a small but
perhaps deeper insight into the mysterious
world of "el arte" and the men who have
shaped it into what it is. I hope to have
successfully shared with Jaleistas a part of
this experience.

Flamenco Guitarist
Carlos Ramos

By Dean Wallace

Flamenco guitar, like many arts
in the folk tradition, can occasional-
ly be elevated to the highest reaches
of poetic expression. It seldom hap-
pens, it is true, but that is only be-
cause a musician like Carlos Ramos
comes along so rarely.

In his first San Francisco recital
Saturday at Veterans Auditorium,
Ramos unveiled his magic.

If everyone who heard him tells
one of two friends of the revelation
in this remarkable man’s playing, it
will be SRO from now on.

LIKE ETCHING

Flamenco, as it is usually per-
formed, is essentially monochromat-
ic, somewhat analogous to an etch-
ing in deep reds and blacks.

The tender, more subtle side of its
tragedy is eclipsed by flaming pas-

---'A Master’

sion, just as the lyrical possibilities
of the music a generally sacrificed
for flashy pyrotechnics. A couple of
hours of this is enough for almost
anyone.

IMAGINATION

Ramos, on the other hand, can
play all night and still leave his
audience hungry. His imagination
is as seemingly boundless as his
technical skill; it gets his feet out of
the dry dust of Andalusia and sends
him on a restless search of the mu-
sic’s remotest provinces, where he
bends as sensitive an ear to the
plaintive drums and bagpipes of
Northern Spain as to the castanets
of Seville.

With its frame of reference as
large as Spain itself, Ramos’ flam-
enco guitar makes most other per-
formers sound positively hermetic.

FOR EVERYONE

There is a facet of his art for.
every listener—he is composer, in-
novator, traditionalist, classicist,
and lyricist all rolled into one.

With his incredible technique, he
throws away fillips and phrases that
other guitarists would give their
right thumb to master; he confects,
seemingly out of thin air, melodies
of the most surpassing loveliness
and then leaves them less than full-
blown while another drama unfolds
under his hands; and for all his
technical skill and inventiveness, it
is the soul and not the body of the
music that primarily concerns him.

This kind of expression needs no
aficionado, no apology, and no
mystique.

Monday, Sept. 12, 1960
SAN FRANCISCO CHRONICLE

ARTIST IN PROFILE

~ NATALIA MONTELEON

by E1 Chileno

Natalia, Jaleo's Washington, DC, corre-
spondent, is an active flamenco dancer who
performs regularly in the Capitol City. Born
and raised in Baltimore, Natalia attributes
her intense Spanish looks and artistic lean-
ings to her Sephardic Jewish ancestry. She
traces her interest in flamenco to watching
José Greco dance in the movie, "Around the
World in 80 Days," when she was eleven years
old. PFormal instruction in dancing had to
wait until she was fifteen or sixteen, at
which time she began to study with Maria
Morales in Baltimore, who taught her the
first steps in classical, theatrical-type
Spanish dance to recorded music. With
flamenco still very much in her heart, she
moved to Washington, DC, to attend college,
and also began to study in earnest with
Raquel Pena and Ana Martinez. Her first
professional break came in 1976, when she was

asked to substitute for Micaela Diaz at El
Bodegén restaurant with none other than
guitarist Carlos Ramos.

Carlos was a decisive influence on
Natalia's development as a dancer. Always
patient and supportive, he worked with her
through basic sevillanas and alegrias
routines at first, allowing her to become
gradually freer to develop other steps, which
now run the entire gamut of the flamenco
repertoire. Since then, Natalia has appeared
regularly with Carlos and cantaor Manolo
Leiva at El Bodegén. She also appears
frequently at various special events around
Washington, including a show with Raquel
Pena's company at the Kennedy Center and an
appearance at the Spanish Embassy at a recep-
tion to honor Andres Segovia. Having gradu-
ated from college with a degree in library
science, Natalia works during the day for a
local engineering firm. How does she find
the time to do all that plus care for her
small son Damon? "Difficult," she says, "but
you can do anything when you put your mind to
it."
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large stage, but none was as wildly

acclaimed as the grupo flamenco, composed of
dancers Juan Valentin, Natalia Monteleédn,
Maria Candela, cantaor Pepe de Cadiz, and
guitarist Miguel Rodriguez. The group pre-
sented a selection of sevillanas, rumba,
alegria, and tanguillo which was greeted with
wild enthusiasm by the crowd, with shouts of
"0lé," "viva Espana." It is hard to get two
latins to agree on anything, but the Festival
Hispanico demonstrated that E1 Arte from "la
madre patria" is something that can bring
everyone together (anglos included, of course)
and provide great fun and enjoyment at the
same time. I am told this will become an
annual event to be held during the summer, so
if you happen to be in the area, be sure not
to miss it, whether you are anglo, Hispanic,
or both, or neither. You'll have a great
time regardless and maybe find your "roots"
in the process.

MALAGUENA DE CARLOS MONTOYA

Bill Brinda sends us the following trans-
cription that he had Peter Baime do for him.
It was listed as a fandango de Huelva, but is
obviously malaguenas based on Ramén Montoya's
ligado passages. Even if you do not care for
Carlos Montoya's approach to flamenco, this
passage is interesting for the insight it
gives into his playing and alsoc could be used
as a ligado exercise. The original version
appears on "Carlos Montoya" (VOX STPL
513.450). It starts right at the beginning
of the piece called "Variaciones" and
finishes just before Carlos goes into a
malaguena copla. If that record is not
available to you, but you happen to have
"Carlos Montoya: Flamenco Guitar" (ABC-
Paramount; ABC-157), the piece titled "Huelva"
has similar passages. Bill says he will make
a tape of the piece for anyone who wants it
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""It is a free-style [without compas].

and will send him $2.00 to cover costs
(William Brinda, 3612 Adair St., N.W., Hunts-
ville, AL 35810).

Peter Baime adds the following comments:
Only
the first note of each ligado is played with
the right hand; all of the others are
obtained with the left hand, and there are
sometimes as many as sixteen notes in a
ligado. To obtain a note on an adjacent
string that is within the ligado, you must
hit the left-hand finger down on the note
with sufficient force to produce the sound.
Keep in mind that not only is Montoya's
guitar tuned a whole step low, but the action
is so low that the strings are practically
lying on the frets. B2all of this makes it
much easier to get sound out of such lengthy
ligados. Carlos usually amplifies the guitar
because this type of falseta is not very
loud. But, it can be done. The only other
thing is left-hand fingering. I have indi-
cated the basic positions with the circled
numbers. Right-hand is all tirando (free
stroke) ."

MALAGUENA DE CARLOS MONTOYA

transcribed by Peter Baime
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Paco Pena and Loli Flores; Paco Pefia
and His Company; Dance in Color
(lighting); @ulture Takes to the
Hills (Ronald Radford); Manuel Torre
(bio.); Carlos Montoya (interview):;
Miguel Herrero (bio.); Juan Martin's
Guitar Method (review).

‘No. 8:

Marfa del Carmen (bio.); Antonio
Mairena (series of articles in his
honor); Antonio Mairena (interview);
Antonio Mairena and Manuel Torre:
Antonio Mairena on Manuel Torre;
Making a Flamenco Record; Guillermo
Salazar (bio.); Some Records by
American Guitarists; Fandangos de
Cabezas Rubias; Rafael de Cérdoba
(interview) .

No. 9:
Marina Torres (bio.); José Greco and
His Companies (bio. and list of ’

artists); What's Flamenco?; Manuel
Torre: Interview with His Daughters;
Flamenco Dancer Teaches at Colony
(Marina Torres); The Making of Jaleo.

No. 10: .

Joel Blair (bio.); I Quincena de
Flamenco (articles and photos);
Granada: Doctorate in Cante Flamenco;
Patri Nader (bio.); Manuel Torre

(bioc.); Merengue de Cérdoba (inter-
view); Miami Flamenco.
No. 11:

Candida Gilotti: American Cantaora

(interview); Carlos Montoya (inter-
view); José Greco Today; Flamenco in
France; Costuming for Flamenco; Art
of Suffering (about Jaleistas); The
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Mythical Fiqure of Manuel Torre; Fan-
dangos de Santa Eulalia; José Miguel
Herrero; Guillermo Salazar Reports on
San Diego Flamenco.

No. 12: s

On the Flamenco Trail (flamenco in
san Francisco); Ghost Story (Duende);
Diego en su noche deé Mordn; Diego del
Gastor, A Legend; Burial of "Nino del
Gastor"; A Style That Endures (Diego
del Gastor); The Music of Diego del
Gastor; A Mordn Scrapboock (photos);
Finca Espartero: Flamenco as a Way of
Life; A Way of Life (book review);
Costuming for Flamenco (Skirts - Part
I).

VoL. IV
No. 1:
Juan Serranoe (bic.); Juan Serrano as
Maestro; Tientos by J. Serrano;
Flamenco in Detroit; Antonioc Gades
(bio: three articles); Paco de Lucia
(interview); René Heredia (interview);
Espanolisimas.
No. 2:

"Flamenco Tablaos"; Ramén de los
Reyes (bio.); Paco de Lucia in Cadiz
(concert report); "Encounter: A Caper
in Sevilla" (personal account by
Brook Zern); Donn and Luisa Pohren
(bioc.); Pepe el de la Matrona
(obituary).

No. 3:

Carmen Amaya (bio.); Carmen Amaya
(collection of newspaper articles
covering over 20 years); Costuming
for Flamenco (sSkirts - Part II);
Festivales 1980 (list of upcoming
articles); Mario Maya in San Diego.
No. 4:

A Carmen Amaya (personal account plus
photos); Flamenco Quiz; Portraits of
Carmen Amaya (collecfion of articles
and photos); Surviving as a Solo
Guitarist in San Francisco; The Story
of a Flamenco Contest (collection of
articles about the I Bienal, Sevilla);
Paco de Lucia (interviewed for Jaleo);
Costuming for Flamence (Trimmings);
Angela Giglitto; Flamenco Books in
San Diego Libraries.

No. 5:

Jose Dominguez "El Cabrero"; Marta
del Cid (bio.); Archivo: The Making
of an Anthology; Conversaciones con
Gino D'Auri; Gazpacho de Morén;
Festivales 1980 (Triana, Ginés,
Utrera, Marchena; Angelita (concert
review); Paco de Lucia with DiMeola,
McLaughlin (review); Carlos Montoya
(interview); The Cries of Madrid
(pregones) .

No. 6:

"Cante Jondo o Abrirse las Carnes
Cantando" (Flamenco juerga in
Malaga); Festivales 1980 (photos:
Lebrija, Mairena de Aljarafe, Mairena
del Alcor, Jerez); Index for Vol.
III; Archivo (Sevilla).

No. 7:

Vicente Escudero (bio.); Archivo
(Alcald de Guadaira); Mario Escudero
in Los Angeles; Gypsy in Escudero
Dictates Style of Play; Esteban
sanliicar (photos); Malaguefas
(Description of styles, history,
music, accompaniment, etc.).

No. 8:

Conversaciones con Sabicas (interview
for Jaleo); Sabicas (concert reviews);
Saeta (technical description): The
Saeta (history plus collection of
verses); El Concurso de Cante Jondo
de Granada, 1922 (historical account);
Records by American Guitarists;
Archivo (Utrera).

No. 9:
Sarita Heredia (interview); Paco de
Lucia (bio.); Paco de Lucia (concert

reviews including with DiMeolo and
McLaughlin); II Quincena de Flamenco
(plus photos); Archivo (Jerez de la
Frontera) .

No. 10:
Lydia Torea (bio.); Conversaciones

con Rodrigo y Remedios Flores;
Archivo (Mairena del Alcor).

No. 11:

Recuerdos de Manolo Bardn (auto-
biography); Carolina de los Reyes
(bio.); Guitar Competition in Jerez;
El Inglés (Peter Holloway, plus
photos of Sevilla artists), Fosforito
(bio.); Archivo (Pueblo de Cazalla);
Peg Care.

No. 12:

Pepe de Milaga; Estrella Morena (bio.);
"La Sonanta" (The guitar in flamenco);
Enrique el Cojo (Interview - bio.);
“"Guitar Olympics"; Review of Juan
Serrano: Flamenco Concert Selections;

Archivo (Mordon de la Frontera).

VOL. V
No. 1:
La Tamara (bio.); Gisela (brief
bio.); "La Singla ({photos, bio.,

interview); Paco de Lucia, DiMeola,
McLaughlin (concert review); Olympics
II (fastest feet):; Ronald Bradford
{review collection); Index to Vol.
IV; Rosa Durdn (brief bio. and inter-
view); Fosforito (further thoughts
and three news articles); Archivo
{Castilleja de la Cuesta); contents
of "Archivo" Record set.

No. 2:

Mariano Cérdoba (brief bio. and
interview); Whatever Became of
Spanish Dance? (news interview with
Carola Goya); Zorongo Flamenco (con-
cert reviews); Festivales 1981
(Trebujena, La Union, Mordn, Ginés);
Olympics III (Sabicas, Sanlicar,
Serranito, Nino Miguel, Paco de
Lucia); Archivo (Arcos de la Fron-
tera) .

No. 3:

"lLos Flamencos" of South Australia;
The Last Malaguena of Enrique el
Mellizo (personal account); A Visit
to Sobrinos de Esteso; Carmen Mora
(obituary and brief bio.); Fernando
Terremoto Dies Suddenly; Carmen Amaya
(photos from 1941); Festivales 1981
(Puerto Santa Maria, Barcelona,
Utrera); José Greco in Santa Fe (con-
cert review); Murid Curro (Zamorano);
Archivo (Puerto de Santa Maria).

No. 4: .

Paco Pefia: Fascinating Rhythms (bio/
interview); Paco Pena: Interview for
Jaleo; Paco Pena: Concert Reviews;
Tentro Flamenco Paco Pefia (personal
account and photos); Ron Bray (bio.);
Archivo (Cadiz).

BAZrPACHE p,
Guiurerme

EI. RINCONCILLO

Let's talk a-little about the most diffi-
cult question in this month's Gazpacho. How
would you answer this: What is flamenco?

Before I give my definition, let me list
some of the answers I have heard to this
vital question:

1) Above all flamenco is music.

2) Flamenco is ethnic music.

3) Flamenco is a form of artistic
expression.

4) Flamenco is essentially therapy, to take
our minds off the troubles of daily life.

5) Flamenco is a form of personal achieve-
ment.

6) Flamenco is entertainment.

7) Flamenco is the history of a suffering
people.

8) Flamenco is the original "fusion
music."”

9) Flamenco is uncouth rabble rousing
behavior practiced by lower class people of
the Spanish peninsula.

10) Flamenco is a life style for people
who refuse to find real jobs.

All of the statements listed are possible
definitions of flamenco, depending on the
person's frame of reference. Here is my
definition of flamenco: Flamenco is music
performed by fellow human beings from the
southern part of Spain. My definition is as
weak as the others because, when you try to
reduce something as large as flamenco to one
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sentence, it is difficult to fit everything
in. My definition attempts to erase lines
between people by saying "fellow human
beings," but creates another line by saying,
"from the southern part of Spain."

Drawing lines is the problem. Haven't you
heard it said that, "There's a very fine line
between what is flamenco, and what is not?"
Who is to say where the line is then? If we
believe in lines, then maybe we could get the
Pope to come in and draw the line. The Pope
had to be summoned to draw the famous line of
demarcation between two countries in South
America in the last century. Of course it
was the Catholic Church that tried to draw
lines during the inquisition between the
believers and the infidels, so maybe this
isn't such a good idea.

Why do people insist on drawing lines

then? I would say there is security in draw-
ing lines. The "rinconcillo" is created like
this. You are in your little corner {(rincon-

cillo), and T am in mine. When I am safe in
my little corner I feel good. I don't feel

it is necessary to learn anything about any-
one else's corner, which breeds mistrust and
misunderstandings, further perpetuating the

need for lines.

Many in flamenco say they don't acknowl-
edge borders, flags, passports, or nations.
This sounds noble but it's quite a different
thing to live the philosophy, "Hacer es
decir."

What is flamenco then? Take the next five
years to answer the question instead of rush-
ing to answer it in one or two sentences.
When one finds out what it really is, it
might be tempting to come out of the silly
little "rinconcillo."

K ¥ ¥

FLAMENCO DIRECT VOL. I, CRYSTAL CLEAR RECORDS
CCs 6004 AND FLAMENCO DIRECT VOL. II, CRYSTAL
CLEAR RECORDS CCS 6005 (1980)

CARLOS MONTOYA, GUITAR

These two records by Carlos Montoya
feature his solo interpretations on direct
to disc recordings. The sound is excellent
and the playing is unmistakeably Montoya.
The records are a must for stereo buffs,
record collectors, and Montoya fans. There
is no tape hiss at all since tape was not
used to record the master.

As on all other Montoya recordings, the
strings have that loose, flapping sound. On
some of the tremolo passages, Carlos hits his
fingernails on the top of the guitar, which I
have never heard him do before. Also, since
direct to disc is employed, Carlos can be

heard tuning the guitar a few times, and even
has a false start. This lends an air of
authenticity to the recordings that is
usually eliminated when tape is used.

Indeed, Carlos Montoya has become the most
successful and recognized of all flamenco
guitarists to date. Just as anyone else who
achieves such heights, Carlos has plenty of
detractors. The question then is: 1Is
flamenco just another game to achieve recog-
nition, wealth and power? If so, flamenco
becomes another way to get out of the ghetto,
much like boxing, bullfighting, and other
sports. Just like any sport, the "flamenco
game" has winners and losers. Carlos is
clearly the greatest of winners,and his
detractors the envious losers. Of course, if
Carlos's triumphs don't phase us one way or
another, then flamenco becomes something
other than a game of recognition, wealth, and
power.

-=Guillermo Salazar

FESTIVALES
1981

X FESTIVAL FLAMENCO
EN ECIJA

Booth; translated by Paco Sevilla)

by Miguel Acal

And at the end, disillusion. The
arguments between the organization and the
artists, the eternal problem of money. It
was the first festival of the year and "al
primer tapén, zurrapa" (the first uncorking
produced dregs = started off on the wrong
foot). We must be very careful from now on.

I left the festival site at 5:30 in the
morning with the disagreeable feeling that
all was not well. At the end there had been
problems with the artists over the ever-
present subject of money. They had not
covered their costs and the organizers tried
to reduce them at the expense of the fees of
the main performers. There was exhaustive
give and take, some of it amusing if it
weren't for the tragic element of this type
of argument...

Chocolate was okay, better than on other
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recent occasions, but he lacked security, was
repetitious por fandangos, without pellizco
por siguiriyas, and lifeless in the tangos de
Malaga. He left us with just a glimpse of
his ability, and that is the important thing
about his performance--he can and he wants
to...

The comments during the break were
unanimous, or almost, backstage: The festival
had high quality, but they had been waiting
with fear for Lebrijano. After his throat
operation, this was the first festival in
which he was to perform. And he responded
with confidence in the first part. He sang
por soled and por bulerias, frankly, very
well. In the second part, por tangos and
again por bulerias, having to repeat, he did
considerably worse. Practically the same
thing happened to all the artists--except La
Paquera; the heat and the long wait must have
had a strong effect.

Chiquetete, who opened the program,
reached great heights in his first appear-
ance. Later he fell down quite a bit and
sang sevillanas for his "solo". The
audience was in the mood to applaud and did
so.

"But,”" you ask, "doesn't it seem right
to you for him to do that sort of thing?"

"Hombre, as long as you pay and applaud,
it is normal for him to sing that way. But
the truth is that Chiquetete has many more
positive qualities and he should demonstrate
them!"

"But this is good, since one gets filled
up to here with 'jipios' (flamenco warbling),
don't you think?"

"Apparently you think so. I like the
cante, any type, as long as it is well done.
For that reason, I am interested in
Chiquetete, because he can do it--although,
at times he doesn't!"

...La Paquera gave a lesson in strength,
delivery, and control of the stage. The
guitar of Parilla was exact and smooth...as
it should be...fulfilling its role exactly,
without going too far.

Turronero was strongly applauded. Por
bulerias, por tangos, and por tarantos. He
gave generbusly and sweated a great deal...

Enthusiasm gave support to the performance
by Carmelilla and her family (Montoya). It
was a surprise to many, myself included, to
hear the good cante of this one who first
became important as a bailaora. The others,
Carmen Montoya, El Morito, Juan Jose,
Raimundo Amador, and El Nino Jero, performed
at a high level.

Bambino, closing the show, received a much
debated homage. To the purists, it was not
the right thing to do. Twenty years of art,

twenty years of fighting hard for one who
does not have so many shortcomings, deserves
something. Especially when the purists don't
pause for a moment in giving high marks to
the second-rate cantaores, when they give
ovations to flamenco demonstrations that are
in no way exceptional, only because of
favoritism (paisanaje = coming from the same
region as the performer). Ecija, showing
itself to be well-bred, showed appreciation,
with this act, for the art of Bambino.

¥* ¥ W %

THE END OF THE FLAMENCO FESTIVALS?

(from: ABC, Sept. 2, 1981; sent by Gordon
Booth; translated by Paco Sevilla)

by Miguel Acal

It seems to be so. It seems to many that
the whole thing is on a bad road and, as is
well-known, that which goes badly, ends
badly.

A friend of mine from Alcali was saying to
me during the past Potaje that, to tell the
truth could produce negative results. To
deal with the festivals and to tell what is
happening might discourage those who wish to
organize one. And it is possible that my
friend is right. But it is no less true that
we are here to tell the truth and not to give
half-truths. Mind you--as my dear and
admired friend, Montoya, says--that the com-
mentators do not organize contests of this
kind and, therefore, we are not responsible
for the defects. But we must not contribute
to the concealment of those defects.

The title of this proof-sheet might seem,
perhaps, too drastic--excessively pessimis-
tic. Moreover, the pitfalls that can ruin
the festivals have been brought up many
times, but when they are seen to be appear-
ing everywhere, it naturally results in the
tremendous question, "Are we reaching the
end?"”

The solution, without being a marketing
expert, is, I believe, very clear: Lower
the costs. Or tighten the belt--which
amounts to the same thing in this case. And
work with responsibility. One does not have
to be an alarmist when the alarm is sounding.
It is sufficient to be a realist and to know
a basic rule: two and two are four, and two
minus two...If the artist charges two and
works two, the result is evident. But if he
charges two and works one, you will have to
tell me what happens!

When are the organizers going to get
together to confront the problem? Ecija,
Ginés, Utrera, and Triana, are four signifi-
cant facts. They are only four, certainly,
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very moved by his death, for he was a good person, polite and
serious, and a great artist. We arrived at the conclusion
that he had committed the act in desperation over the civil
war in Spain, which prevented him from receiving news about
his family in Madrid, and perhaps, also, due to the large
amount of money we saw him lose that morning.

Sometimes Antonio de Triana would come by, at the peak of
his youth, art and abilities. Antonio danced very well. His
"Polo Gitano" by Albéniz, I sincerely believe, has become
part of the history of the Spanish dance -- nobody has
equaled his interpretation, much less surprassed it. In
alegrias, always, in the middle of the dance, when he closed
for the escobilia, the audience would applaud; aside from
his feet, he won over the public with his unique smile. In
London, in our debut, he had to stop the dance and I had to
stop playing in order to acknowledge many times the stolid,
formally dressed, English public who were madly applauding.
On occasion, I visited his house -- he Tived in Paris with
his family -- and had the pleasure of holding "in my arms,"
a beautiful sefiorita named Luisita -- today, Luisa Triana;

I should make it clear that, at that time, Luisita was barely
a few months old...

One night, shortiy after I began to go to the Gran Duc,
Reldmpago asked me what had happened to Vicente Escudero in
Madrid. I, with the vehemence of my youthful ignorance, told
him the truth about what happened in the movie house in the
Spanish capital, adding loudly that said Escudero was "un
chalao" -- crazy -- and didn't know what compds was. The
husband of "La Joselito" told me that I should be very care-
ful with Vicente, that he was a bully, "un gitano bravo,"
that he always carried a large knife and was capable of any-
thing if I were to say things 1ike that. Much later I found
out that all of that was a joke -- Relampago always Tiked
jokes -- but I took it seriously and began to curse myself
for having such a big mouth, although my pride at that time
made me act the opposite. Today I laugh, since poor Vicente
was not a bully, nor a gypsy, nor did he always carry 2 big
knife.

I went on tour with Argentinita -- just the pianist and
myself with her -- and we did a number of performances
throughout Europz, among them an important one, with the
whole company, for the inauguration of television in London
in, I believe, 1937. back in Paris, Encarnacion offered me
another contract, for Yugoslavia, and later New York. I
asked for more money, but she was a bit "corta" in these
matters and we did not come to an agreement, even though she
was insistent. In the end 1 stayed to live in Paris (which
I Toved) and Argentinita made immediate arrangements with
Carlitos Montoya and he, therefore, came to the United States
with her.

1 worked a lot in those days. One year in "Le Moulin
Rouge" as leader of the "Cuadro Espafiol," at the same time I
was performing in the fashionable "boites" such as "Baga-
telle" and "La Vie Parisiene"” which was owned by the famous
French singer of those times, Suzy Solidar. In "La Vie
Parisiene," a very fashionable nocturnal gathering spot, I
had the pleasure of meeting great American movie stars who

came there when they would visit Paris; I recall Gary Cooper,

Tyrone Power, Clark Gable, Spencer Tracy, Cary Grant, Marlene
Dietrich (I went out often with her daughter) and others --
with some I became very friendly since I admired them and
they liked my flamenco guitar.

Due to my work, I always arrived at the hotel around six
o'clock in the morning; after the last show, which was very
late, I would eat with other artists in the Gran Duc. One
morning, shortly after I had gone to bed, the telephone rang;
it was "1a mamd," as we called the good and .courteous sefiora
who was in charge of the reception desk, and she said, "Mon
petite Gaby, Monsieur Vicente Escudero is here and he says he
wants to talk to you about something very important...!"

A1l I know is the fear that went through me; the first
thing I thought was to escape through a window that led to
the patio. But pride prevented it. I bolstered my courage
by lighting a cigarette. Then I put a suit on over my
pajamas, a coat and hat, but when I opened the door of my
room to leave, I noticed that I was barefoot! 1 put on my
shoes and went out "ready to die."”

To give myself more time, I took the stairs -- I Tived on
the fourth floor -- instead of the elevator, slowly, very
slowly. When I lacked only a few stairs before reaching the
small entrance hall of the hotel, I saw Vicente Escudero

standing in the center of the hall. Without knowing why, I
stopped and looked at him, while he did the same to me; I
still remember him at that moment, wrapped in a grey over-
coat, his hands in his pockets, his head covered by a hat,
also grey, with a wide brim; over his forehead, coming out
from under the crown of his hat, were some strands of hair,
bangs of black hair, giving his face a certain gypsy "aire
marchoso," while his small, sparkling and lively eyes looked
at me with malice -- or so I thought at that moment. Later
1 found out that he had been using a toupee for some time,
due to the small amount of hair he had in front, and I also
learnad that he was not a gypsy. He spoke slowly:

"You are Gabrielillo, verdad?"

"Si sefior," 1 answered.

"Pues, as 1 imagine that you are a man, I have come to
speak with you."

I sTowly came down the few steps that separated me from
him, as I answered, "Well, here I am, ready to talk about
whatever you wish, Sefior Escudero."

I had reached his side and stood there; he was a little
taller than I, and then, to my astonishment, he put out his
hand. At that moment I no longer felt fear, and I knew, I
felt, that that man had not come to challenge me to a duel in
the "Bosque de Bolonia” nor anything l1ike that -- which
filled me with enthusiasm and made me feel like a different
person.

At his request, we headed off to the Gran Duc, sat down
and ordered coffee. Vicente told me that he knew that I was
a good tocaor and he would 1ike me to go to his home-studio -
someday. I have never been able to understand what impelled
him to go looking for me at such an hour to tell me such
things. Afterward, we talked a long time, until noon, about
his ideas, projects, and how he saw baile flamenco and its
future. It was then that 1 first admired him for his
creative genius and imagination. In his conversation (I
hardly spoke), he constantly mentioned the names of famous
cantaores, bailaores, and guitarristas -- all from the last
century -- as well as old and pure cantes; surely, he did it
to show me that he knew well the history of flamenco, some-
thing that one could see was true and, I supposed that he had
read a great deal of what 1ittle was written on the subject,
but that did not impress me in the least; only his ideas
about the baile were really worth something -- although I
knew that he would never be the perfect interpreter of that
which he felt and desired for the baile jondo...

And that is how I met Vicente Escudero!

Next month: Part II1 - Performing with Escudero.

DEATH SPARKS A COMMUNITY

(from: CALENDAR, Nov. 29, 1981 ; sent by
Pilar Moreno

by Ed Pardo

Oscar Nieto is, and has been for some
time, one of Los Angeles' best known flamenco
dancers, as well as unofficial spokesman for
other local flamenco performers. But after
the death of a close friend a year and a half
ago, Nieto saw both roles jeopardized.
Indeed, Nieto believes that death also
changed the entire Los Angeles flamenco
community.

Nieto says young Alfonso Bermudez was
going places: he was just hitting his stride
as a performer. 1In fact, Bermiudez and he
were going places together. '

"He was my closest friend," Nieto
explains. "We toured together, and we
studied flamenco together in Spain."

Both considered among top local performers,
their closeness stood in contrast to rival-
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of ambiente and an admission fee would need
to be charged to everyome.

This particular location has the advantage
of being centrally located with many rooms
of varying sizes. 1Its disadvantages are a
healthy f£light of stairs which must be tra-
versed, a limited number of chairs and limted
parking in freont of the building. The Gas
Lamp District is gradually improving with
the down-town rejuvination projects but to
alleviate your worries the local "Bobby™
will be patroling and you might consider car-
pooling with friends.

DATE: Saturday, February 20th
TIME: 7:30 to ?
PLACE: 520 Market St. (between 5th & 6th)
PHONE: 232-1331
BRING: Tapas (hors d'oeuvres), folding
_ chair or cushion
Donations: Members, subscribers, first guest
of 5/C member...............53.00
Non-members.......vo000.4...55.00
Children 17 and under.......51.D0
Ajudantes (see below)........Free
Ajudantes: Helpers will be admitted to the

juerga free of charge. They must be current
members of Jaleistas, must nctify the juerga
coordinater by Wednesday before the juerga
they wish to help and be prepared to donate

at least one hour cf their time before, during
or after the juerga. Call Vicki Dietrich
460-6218 or 468-3755.

Directions: From I-5 So. take the Frent Street
Civic Center exit and bear left, right on 4th,
left on Market. Hwy 9 West empties onto F,
left on 6th, right on Market,

Special note: There is a wery remote possibil-
ty chat the juerga might have a last minutce
cancellation. If this should occur, the
cuadro leaders, Junta officers and juerga
coordinator will be notified. You may call
one of them prior to the juerga to be sure it
is still on.

La JUNTA es el grupo que organiza y gufa el cursp de
JALEISTAS. 5e redne el SEGUNDQ MARTES de cada mes en la
oficina de JALEQ, 162B Farn Street, a las 7 p.m. La préxima
reunitn serd el 9 de febrero. TODOS ESTAM INVITADOS, vengan.

REUNION DE EMERD

Al presentarse el Informe de Tesorerfg, se indich muy
espaciaimente gue cheques que no estén escritos en dilares
estadounidenses no son aceptables como pago de subscripciones
de JALED,

Se discutid el aumento de costos de correcs y su efecto en
Tos costos de subscripcifin. Existe una necesidad obvia de
aumentar los precios de subscripcifin, especialmente aquellas
gque se ervian por correo aéreo y de primera clase. [a situa-
cibn es ya critica en 1o que concierne a Australia, Nueva
Zelandia y Jap6n. E1 correo de primera clase dentro de los
Estados Unidos, a Canadd y México, esti ahora a 53¢ por 232
pdginas y a 71¢ por 36 a 40 pdginas.

"E1 directorio de Artistas Flamencos serd impreso muy
pronto. Todavia no han 1legado suficientes drdenes para
Tlenar el requisito, pero esperamos que la situacidn se
mejore durante al mes de enero.

Se sugirid que 1a posicién de historiadar(a) podrfa in-
cluir, no solamente el coleccionar y arreglar fotos ¥y articu-
los publicados como parte de un expediente permanente, sino
también el tomar fotos de eventos y escribir resefas para
asegurarnos de gue todas las actividades y funciones estén
incluidas. Esto se discutirf en mis detalle con la Histor{a-
dora, Nina Yguerabide.

Tambi&n se discutié acerca de un modeip para certificadns
de aprecio por contribuciones a JALED. Algunas muestras fue-
ron sometidas a consideracidn en cuanto a forma. Esto se
resolverd mis adelante.

Es de absoluta necesidad el tener MAYOR PARTICIPACION {uso
de casas para Juergas, cooperacidn de miembros de cuadros,
etc.) si queremos continuar teniendo Juergas. Unz alternati-
va seria tener Juergas pequefias, privadas, solamente por
inyitacifn.

REUNIOM GEMERAL ANUAL - 982

La Reunidn General tuvo lugar el 16 de enero de 1982, con
13 miembros presentes. In vista de que no hubo nuevos volun-
tarios para candidatos, se propusn ¥ se aprobd por unanimidad
el continuar con la misma 1ista de ejecutivos:

Presidente Juana De Alva
Yice-Prasidente Francisco Ballardo
Secretaria Carolina T. Mouritzen
Tesprera Elizabeth Ballardo
Directora Mary Ferguson

Nina Yguerabide
Tony Pickslay

Historiadora
Conjuntn de Socios

YICXI DIETRICH ha aceptado el puesto de Coordinadora de
Juergas. IiiGracias Vickill!

Se enumeraron algunos de 1os méritos de Jalefstas durante
los d1timas afins: a) La incorporacitn como sociedad no lu-
crativa es ya casi un hecho. b) E1 gran azumento de subs-
cripciones extranjeras a Jaleo; ya tenemos subscriptores de
todo el munda. <¢) Se ha completado el Directorio Flamence -
ya estd listo para la imprenta. d} E1 logro mayor: estamos
en nuestro quinto aflo. e) Hemos podido sobrevivir a pesar de
12 reduccitn de fondos para las artes. f) E1 fantdstico es-
fuerzo que estd a nuestra disposicifn es la razdn por la cual
podemos coptinuar. Por ejemplo, el gran nfimero de personas
de todas partes que contribuyen, escriben y envfan material
de publicacidn; esto es algo muy importante con que cuenta
Jaleo ¥ una de las razones de su Exita.

iSE NECESITAN URGENTEMENTE CASAS PARA JUERGAS! Por favor,
piénselo y permftanos tener por o menns una Juerga en su casa
No se arrepentiri. Todos estaremos pendientes para que todo
quede bien y en la misma condicifn en que 1a encontramos.
Mos podemos adaptar a cualquier tamaflp de casa. Si es chica,
se puede hacer una Juerga para socios solamente. Ay isenns
qué mes es mis conveniente para usted.

THE JUNTA

The JUNTA is the organizational board which steers the
course of JALEISTAS. Meetings are held on the SECOMD TUESDAY
of every month at JALEQ HEADGUARTERS, 162B Ferm Street, at
7:00 p.m. Our next meeting will be on February 9th. Do plan
to attend, EVERYOME IS WELCOME.

JAKUARY JUNTA MEETING

Upon presentation of the Treasury Report, special note was
made that checks written for other than U.S. dollars are not
acceptable as payment for subscriptions to JALEQ.

Increased postage rates and their effect on subscription
rates, along with increased cost of supplies and printing
expenses, wera discussed. An pbvious necessity exists for
increasing subscription rates, particularly for first class
and air mail. The situation has baecome particularly alarming
regarding subscriptions to such places as Australia, New
lealand and Japan. First class postage within the U.5.,
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Canada and Mexico is now 54¢ for 32 pages and 71£¢ far 356 to
40 pages.

The directory of Flamenco Artists should be going to press
soon. It is still short the required pumber of orders;
however, we expect the situation will be better in January.

It was suggested that the position of histarian might
encompass pot only the collecting and arranging of pictures
and published articles as a permanent record, but also the
recording af events with camera and written articles to make
sure that there is caverage of all functians. This is to be
discussed further with the historian, Nina Yguerabide.

Discussion was alsoc held on the farm for a certificate af
appreciation for cantributions to JALEQ, Samples were Sub-
mitted for consideration as to farm. To be resolved later.

The need for GREATER PARTICIPATION {use of homes for
Juergas, cooperatian of cuadro members, etc.} s an absalute
necessity if we are to continue having Juergas. An alter-
native would be the small, private Juerga by invitation anly.

1982 -- ANMUAL GENERAL MEETING

The General Meeting was held on January 18, 1982, with
13 members present. In view of the fact that no new volun-
teers were available as candidates for affice, it was moved,
seconded and unanimously agreed to continue with the same
board:

President Juapa De Alva
Yice-President Francisco Ballarde
Secretary Carglina T. Mouritzen
Treasurer Elizabeth Ballardo
Directar Mary Ferguson
Histarian Nina Yguerabide
Membership Tony Pickslay

The positian of Juerga Coordinator has been filled by
VICKI DIETRICH. Thank yau Yicki!!!

some of the milestones af Jaleistas during the past few
years wers enumerated: a) Incerporation has almost been
accomplished, b) The tremendous increase aof foreign subs-
criptions to Jaleo; we now have subscribers from all over
the world, c) The campletion of the Flamenco Directory - it
is naw ready to go to press. d) The greatest accomplishment:
we are on our fifth year. e) We have managed ta survive
despite the dwingdling national fumnds for the arts. f) The
tremendous amount of effort that is available is the reason
we continue an.
other areas wha contribute, write and sendmaterial; this is a
great asset to Jaleo and oné of the reasons of its success.

JUERGA SITES ARE DESPERATELY NEEDED! Please, think it over
and let us have at least one Juerga at your home; you won't
reqret it. Everyone will be on the loak-out se that every-
thing will be left in top condition. We will adapt our-

selves to any size house. If it's small, we can make it a
members-only type af Juerga.

most convenient far you. ]
’ carolina Terdn Mouritzen

secretary

" ANNOUNCEMENTS \\

Announcements are free of charge to sub-
scribers. They wWill be placed for two months
if appropriate and must be received by the
1st of the month pricr to their appearance.
Include phone number and area code for use in
the DIRECTORY. Send to: JALEQ, PO Box 4706,
San Dieqo, CA 22104.
JALED CORRESPONDENTS

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

For example, the great number af people from

Let us know which mofith will be

updates

CALLIOPES GREEK TAVERNA presents flamenco
shows Thurs evenings beginning at 7:30pm.
Spanish music for dancing is provided in
between shows. 2927 Meade Ave, San Diego
CA. Reservations for dinner: 281-2610.
MESON ESPAROL (4th & Constitueidn in
Tijuana) presents flamenco shows Thur-Sat,
EL CID RESTAURANT now presents 3 flamenco
shows Thur & Sun and 4 shows Fri & Sat.
4212 Sunset Blvd., Hollywood, Ca 668-0318,
concerts

CAROLINA RUSSEC & COMPANY in concert Feb 13,
8:30 at the Music Center in Los Angeles.
For Inf. call: 213/972-7211

MORCA DANCE THEATER presents Flamenco
Anthology I Feb. 5, 8:15 at the Performing
Arts Center at Western Washington University
For information call: 206/&76-1864.
BENJAMIN FLORES, ERNESTC HERNANDEZ, Adela
Vergara, Ana and Roberto Dalé will appear
at the Palo Alto Cultural Center, Palo
Alto, CA, Mar 13 at Zpm.

CARLOS MONTQYA to perform Mar 6, 8:30 at
the Ambasgsador Auditorium in Los Angeles.
For inf. Call: 213/577-5511

JOSE MOLINA BAILES FSPANOLES will appear at
the Ambassador Auditorium in Pasadena, CA

Sun, Mar 14, 1982, at 2:30 & 7:30pm. For
info call 213/577-5511.

classified

FOR SALE: 1966 Jos€ Ramirez flamenco guitar.

First wodel, pegs, excellent condition.
Asking $1200. Call: 406/728=-1957

FOR SALE: 1978 conde hermanos flamence guitar
$2,000 or best offer, Sobrinos de Esteso,
formerly owned by Mariano Cordoba, flamenco
machine heads, plush-lined hardshelled case
Robert Arnold 205/872-1493 evenings.

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.

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 532009.

FOR SALE: Bgoks by Don Pohren, Music by
Maric Escudero and Sabicas, plus complete
line of quitar supplies (strings 1/2 price).
The Blue Guitar, see ad for location.
PANADEROS 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 RA., Austin, TX 78749.










