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GLLLI;;I; / (Submitted by George Ryss,

translated by Juana De Alwva)

[Editor: Juan Pacheco “Cacharrito de Malaga" is a Spanish
cantaor living and working in the United States primarily on
the East Copast. The following are excerpts from an auto-
biographical letter written by Juan at Mr. Ryss' request.]

although my name is Juan Pacheco, [ am known artistically
by "Cacharrito de Malaga." I was born in the province of
that beautiful Andalucian capital -- to be more exact -- in
Alhaurin de la Torre of Malaga. I have my father to thank
for my knowledge and love of this difficult art and being the
great aficionade that he was, he taught me. He was a guitar-
15t in his prime and thanks to his good teaching I elected
"2l cante" as my profession.

I first came to the United States under contract with that
genial bailacr, Ciro, working together with Rosa Montoya in
the Chateau New Orleans. There I became acguainted with
Antonlo Vega, another great professicnal of our flamenco
iance. I went with Antonio to Washington, D.C., where we
rerformed for several months at La Taverna and later at Tic
Fepe's and at El Bodegon with the agreeable Carlos Ramos,

I continued to become oriented in the Flamenco ambiente of
this great country. I moved to New York where I was intro-
iuced to other great professionals such as Domingo Alvarado,
Simén Serrano and Marcelo and his Spanish Ballet,with whom I
toured Central and South America.

I returned to Spain for a long period -- "to my land"
{M23lsga) then came back to New York where I worked with
various companies and in various places such as the Segovia
Restaurant, Torremolinos, La Paella, La Sangria, etc.

One of the companies I worked with was that of Marfa Alba
with whom I did my first tour of the United States. In
Chicago I also had the oppertunity to work with other groups
and on several television programs.

From my present residence in Miami, Florida, I was
contracted by Pascual Olivera and Angela del Moral, perhaps
ne of the best dancing couples with whom I have worked as
cantaor. I also worked previously with another great artist
and professional —- Gisela and her Fiesta Flamenca. However,
it is Pascual and Angela with whom I have toured most exten-
sively, having the opportunity to sing accompanied by that
great professional of the guitar, Juan Serrano.

What the newspapers say (sources unidentified):

"Then there is flamenco singer, Cacharrito de Malaga,
slim, guick and bursting with energy and impudent humor. He
sings, he dances, he banters with the audience in Spanish
accompanied by universally understandable gestures and
shrugs. With a bit of urging he'll add 'Cabaret' or 'If I
Were a Rich Man' in comedy-spiced Spanish.”

"As a final point I'1ll talk of Cacharrito, that many-
faceted gypsy from some Sacromonte cave, animator, comedian
and dancer; a real jewel who with his bulerias, his beautiful

voice and great charm will provide you, as did me, with a
most delightful evening -- a little piece of Spain in
America."”

e
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LETTERS

FLAMENCO ON THE AIR

Dear Jaleo:

KFFE, the publiec supported Loz angeles radio staticn,
featured a program of flamenco music July 7, 1382, from 12
nagon te 1:30pm,  The program was hosted by Bili Davila.
Bill's guests were flamenco gquitarist, David Je Alva, and
flamenco darcer, Dscar Nietw. Oscar explained the origins of
flamenes and told about some of the different flameneo furms
and zlayed palmas for David's bulerias. David De Alva played
three sgivs beautifully -~ zapateado, soleares and bulerias.
David is a wery accamplished 13-year—ald gquitarist. He plays
solo flamencw well and alsc skillfully accompanies flamence
dance.

Eill played flamenco reesrds demenstrating cuadro flamenco,
sole flamence with Carles Mortova and Sabicas, Misa flamenco
-~ Pacg de Lucfa, flamenco in classicil musie ~- Torreba's
randangquilly and ended with Paco ge Lucia and jazz musiclan
Al Dimiela. Tt was a very enjoyable program.

Yvetta Williams
Los Arngeles, CA

FLAMENCO VIOEG CASSETTES?

Dear Jalsc,

This is the age of the YCR (video cassette recorder).
Every large city has a "video station” with movies to rent.
I wish that sorescne weeld make some video cassettes of
flamenco dancing/guitar fer sale or rertl The price of
video recurders Xeeds drgpring and used videg recorders are
becoming available. I purchased a used machine severzl
mornths age (YHS) apd have really enjoyed ik, One nicht I
rented a camera, got my guitar nlaving friends tegether and
recorded their classical gquitar technique...the results were
quite good! I wish that someone would de this fur flamencs
srd make it available for those gf us who da not have
flamencs guitar teachers gr dancers in our areas!! T owill
conate my classical-guitar cassette if a rental or lending
library is established.)

Yours truly,
Bill Erinda
3612 Adair 5t., MWW
HSv, AL 35810
F.5.: The Walt Disney movie "Sigr «f Zoxro" has an interest-
ing flamenca dance interjuce in it (although it is
somewhat snort) for anvene interested.

ADYICE ON TRANSCRIPTIDNS

Dear Jaleo:

I wonld like to tell the Jaleo readers not to buy the Paco
de Lucia written music printed in Spain. It's pet because
it's a bad work, but becauge the transcriptigns are not
avallable for guitar. I suppose the misician who dJid the
trangcriptions deesn't know about flamenco quitar with capoc.
This wnce happened to Sabicas' "Flamened Pureo.® For thgze
whg want tg krow the tugues 2f Pacy de Lucia, Yyou are Lnvited
to buy the videgtape "Paco de Lucia” produced by Carl Fisher,
recorded at TV1 London (1977). You will enjoy the virtuosity
and the fineness «f his gquitar.

For the readers who are interested in the toques of El
Serranito, there are two books of toques played by Serranitp
in the record Victor Monge Serranity [Columbia Estereo TXS
3054). The transcriptiuns are made by El Serrapito himsel?
and Jose Luis Navarro, so there are no oroblems. Write to:

Notas Magicas, S5.A.

Ediciones Misicales

Regqueres, 8, 1° Izqda

Madrid 4 or Gerona, 176 Earcelona g

Ho Tong Hang
Paris. France

PUNTO DE VISTA

PAN O VINO?

[Edizor: ?Professor Hlanchard's "Funte De Vista™ is angther
spin-off From the controversy sparked by Jerry Lobdill's
"Time Warp" Fantasy (Jaleo, Feb., 19B2). Never nas a 5ingle
article elicited such reader respunse (five months of letters
and conflicticg opinions). We hope that Jerry or another one
of our contributors has an article up his or her Sleeve which
will stir up cur readers' juices before the furor Sram this
one dies dewns. |

like to offer some okservations on the polemic
that seems te h2e ragung arsunéd Paco de Luc:a's, Enrigue
Melchor's, et al., attemgts to introduce musical Structires
and instrumen:zs belonging to cther traditions inte the
flameneo tradition, There seems to be no real zroolem here
sther than (1) a problem of terminology and (2} g difference
zf perecral likes/dislikes.

The first probklem revolves around rthe twyg camps in which
aficicradeos in the eighties find themselves: sither -n the
traditionalist camp (I don't like hearing a sitar accompany-
ing canta jonds™) or the evolutionist camp ("Art consists in
change, therefore flamenco music needs to be revelutiynized
in order to maiatain Lts witality”'). The approximately two
hundred years of flamencc's documented existence defines
flamenco music asz a vertain style of sicging often accom-
paried by guitar and jalea. Within thiz same cortext,
flamenco music has undergone many transfermarions. One good
example iz the guajira, a Cuban folk song which Spanish
soldiers returned from Cuba singing after the Spanish-
anericar War and which later became incorporated into the
flamenco repertaire. Many present day artists feel inspired
te tengvate flamenco music within the traditional cuntext:
Exrigque ¥corente, a master of the cantes antiquos, alsg has
created very different, very personal melodies fgr the cante,
but even with their striking differences, his alegrfas, foar
example, are done 133% within the spirit of <he traditignal
alegyias. My point is this: when you leave the traditional
‘ramework of an art, it L5 no longer the iepitia] art but
something else., Qil sainting permits a tremenduus variationm,
kut when you start gluing bits of metal or ceramic onto the
canvas, it becomes a type of graphic art, byt it is ng longer
=il painting as such. In the same way, the “new flamenco" is
net truly flamenco although it is modern music heavily
inspired by flamenco music as such, in the same way that
country blues differs tremendously when played by a rock
zand; it ther Lecumes blues-rock but is oo lgnger country
blues., This may be hard news in an age which no lenger
wishes tc respect fyrm or tradition, nevertheless, it is the
case.

Mow let's enter into the secynd part gf the problem., I
personally resoect Morents more for his renovation within the
flamenco traditien than I de the many artists who present
their Elamenco talants showcased by synthesizers, flutes,
ete.  llowevrer, this is my own wvery personal ineclinatigr and
zlthough when I gg to the flamencag sectior at the Corte
lrolés I Fass on the "flarencyg™ records whick 1ist orchestras
zmeng the credits, I alse agres whole-heartedly with John
Fowler's obgervations (Jaleo, Acril 1982 that each musical
croation -~ traditional or avant-garde -~ has a whole world
which the listerer may explore, and, Lf the music appeals to
fim, sheuld explore with open ears and an gpen mind. Ome
should welcome a talented artist's attempt to express himself
Im MowW ways; creativity demands that he do it.

7o osum up: if & certaln kind of music appeals to you
regardlese of its relatign to tradition, then ag they say in
Califcrnia, "Go for it!" But don't call everything flamence
twat uses the Phrygiar scale: as +hey say here in Eadaijoz,
“4ay gque llamar al pan, pan ¥ vino, vino."“ =
Brad Elanchard
Badajoz, SPAIH

I would

=0ne must call kreac bread and wine wine.
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EDITORIAL

JALEQ FEELS THE PINCH AND
ANOTHER JUERGA SITE BITES THE DUST

Like the rest of the nation, Jaleo 15 feeling the effects
of the depressed econcmy —-- circulation bas zarely held its
own fgor the last two vears while printing and oostage has
sky-rucketed —— the little back-up savings available has been
depliated and we have dipped inty the pockets of cur staff to
publish the last twa issues. To enable us =o get back un an
even xeel, Day our debts ané get our much needed advertising
campaign wff the grcund, Jaleo is prirting a single. com-
bined issue fur August and Ssptember. We hope to resume or a
monthly basis with the first issue of Volume VI in Octuber.

Readers will receive a copy of the new advertising rate
zard in the Octaber issue. It is hoaped that they will
parsonally take advantage of the infurration cr pass it on tc
a prospective advertiser. No magazine, including Jalew, can
surviva cn 1ts subscriptiun fees alone.

Baginning in October there will also he a small Fee for
classified ads [$51.30 per lire or every nine words). Updates,
cancert annwuncements and directury entvees will continue to
ke free of charge.

The other subject I want to address is juergas and juerga
sites. The Jaleistas wrganizaticn and Jaleo magarine Seem to
have given birth to flamenco gatherings acress the nation.

Up urntil neow Jaleo has only published the pusitive side of
its San Di2co gatherings. But it is felt that we would be
deing a disservice 1f we did not also share sume of the
nagative lesscns we have learned.

The sites ava:lable Zor san Diego juergas have steadily
declined. It os nct sasy to find a private heme or inexpen-
sive rental facility [with some ambiente) that is willing to
accommodate an unsoecified number of people, until an
unspecified haur of the night/morcing, making an unpredict-
zhle amount of neise asnd leaving behind an unpredigtable
amount of chaos.

San Diegans thaught that they had found the answer to
their needs with the cuzy three-rcoum casting agency where
they celebrated, in July, a "Jusrga toa End All Juergas" (sce
Zan [Hego Scene). But fullowing that juerga, in spite of our
zfforts to leave the place in ordar, we received a cancella-
tian nctice. The following are some of the reasans, gucted
from this letter, Zor which we were cancelled: ™A floodlight
missing from the studig.” "Wine was splattered on a water-
color and the wall behind it." "Wine was puddled on a tvpe-
writer." "Th2 ccuch in the studiu was soaked with wine and
~here were numercus wine spills wn the carpet.” "An ashtray
was spilled on the kEhrow pillluews of the anzique couch-" "A
zlgaratte was crashed cut on the rug in the reception area
SAWSING a burn." Ete.,,

The inventisn 13 not tc xntimate that flamences are ilncon-
siderate slobs but mast do drink and mary smoke; in the
feicht of the moment the§_ére nct always censclous of where
thay are setting down thelr drinks or dropping their ashes.
This should be taken sariously inke wonsideratiorn when chaas-—
ing 3 site. Heme owners should ze anccuraged tu open their
garages, ant patius, rather than their L.ving rooms. [Sarages
make great gYRSY caves -~ celorful sheets or posters can be

Flamenco Guitar For Sale
*¥1961 ESTESO *EXCELLENT CONDITION
*HARD SHELL CASE *PEGS
$1,100

SAN DIEGO AREA
714/274-7386

hung on the walls and no cne cares what happens to the floor).
Public halls are often one giant, barren room with glaring
overhead lights or have an early curfew or allow no alcoholic
beverages.

We hope that our readers are having zetter luck and will
share their experiences and solutions with us.

~—Juana De Alva

et N ST ——

AN BUS - STEAMSHIP . Bl - DOMESTIC AMO WOALD TOMNS

CHULA VISTA TRAVEL CENTER

(T04) 475-GA0 - 251 N SIREET - CHULA WISTA CAUF 92001

pecmli:—:ing m Spoin

REYNOLDS S. HERIQT
OWNER - MANAGER

426-§800

Qalliopes
Greek Taverna

Serving Fine Greek Cuisine
Join .0 our lively taverna atmasphere
featur ing ethini dancing gntly:

FLAMENCO SHOWS

Thursdays
pegunning 7:30

Reservatigns  281-2510

THE IDEAL STRING

ior the most demanding quirarist

A premium string
designed especially
Jor the top line of
flamenco guitars—
the choice of many
leading guitarists,
classical as well as
flamenco.

At vour local dealer or contact Amtonio David Inc.,
204 West 55th Street, New York, N.Y. 10019 —
{212) 757-3255 and (212) 757-4412.




PAGE ©

JALEO - AUGUST/SEPTEMBER 1982

TEO MORCA

AN INTERVIEW

[The following interview was conducted in late spring of
1982, in 8ellingham, Washington, at the Morca Academy of
Dance, Carel Jane Bangs, the interviewer, 1is co-ordinator of
dance programs for the Centrum Foundation in Port Townsend,
Washington, as well as a professional poet and writer.l

CJBE:  Teo, could you tell me something about your introdue-
tion to flamenco, how you got into the Spanish dance in the
first place?

T™: Well, it was in the early fifties, about 1952. Los

ace 1in those days. It

3, but thare were a lot of

Angeles was a really interesting
wasn't exoctly a hotbed of Elame

interesting people there: the general Spanish dance scene,
the folk and regional dances, what was known as the school
dances. Up until the fifties, flamenco in the United States
had only been sporadically popular. There was Escudera,
Carmen Amaya and some others in the forties -- Rosatio and
Antonio -- but really not much heavy duty flamenco until the
fifties, when a lot of major companies started coming through.
Los Angeles ended up being a real melting pot of flamenco
artists.
San Francisco.
time there were literally a few dozen of the top Spanish

Feople were migrating from Spain to Los Angeles and

a few in New York, too, but at one

artists living in L.A. There were coffee houses and clubs
and places to play. We all got our foothold workinag with te
people right there. The singers I worked with a lot were
Manolo Leiva, Pepe Sequndo and Miguel GAlvez: Chinin de
Triana came later, Chane Lobats one of Antonio's heavy
singers, came and I worked with him, too.

The guitarists were Julic de los Reyes, Benito PPalacios,
Bernabi de Morfin, Manolo Vquuez, Migue! Garcia.

Carmen

Amaya was there for about six months. We ended up following
her into the Chateau Madrid and that's where T got to know
her, seeing her every single night. She was a4t our opening
night.

S0 there really were quite a few flamences there. I
remenber one night the Matador, we were talking and soma-
one said, "My Sod, Lf we had an earthguake and were wiped
out, nalf the flamenco world would go, just that.”
sreco's comp yas in Lown then, too. it e of
those oy it was really Fantastic. I was fortunate
o pe i m 't Lt all, with nigntly lergas and
regular performances. [ learned a lot.

How long dud that scene in L.A. laste?

™. Ontil the mid sixties. Bur I wasn't there
»la Montes in 1955,

he TInited states.

i long tiow

=11 that time. [ started touring with

er

a community concert tour all ov
She 15 a great lady.
d at the Moulin Rouge in Hollywood for a year and a half,

We're still wvery close friends. Then 1
worke
with some fine drtists. Aftter that 1 started working
ak. 1T worked the Buddy Hackett show and with

wer, a lot of big stars, doing
Flamenco was very popular then,
#ith people like dreco carrying it around, so it wasn't just

working

1n l.as
Tohnny
that sorr of nightolub work.

Mathis, with Eddie Fi

SCeNe .
ou enjoy the nightclub work, or dao you prefer
& a concert situation?

™: 1 really feel my main outlet is the concer
first inspired me was seeing a concert and gett
You see, while

t field. What
ing that over-

e af Spain. enca Y Ampor -
me, I've also taken a great interest in the theater
of Spanish dance. That's why I do my Bach pleces.

This is a bit of a digression, but I think it's important.
Spain has been very important in my life, rather, the idea,
the image, the ambiente of Spain. That quality comes through
in every aspect of Spanish culture. For instance, in the
north of Spain they don't like flamenco. That really sur-
prised me when I toured there the first time. They just
don't like it. Flamenco is all over the place, but in some
rlaces it is appreciated and in some places it isn't. For
instance, when we were in New Zealand we found flamenco
people in the backwoods, just like you find flawmenco people
in the backwoods here, and it's the same in Spain, but there
are also the other regional dances that have their own spirit.
No matter what the region there is a certain energy, some-
thing about the ple, something about the music, whether
folk or classical, theater or flamenco. There is something
juite unigue about Spain that hit me from the beginning.

That's probably what happened to Bizet and Rimski-Horsakov
and all those other composers. You know that joke about the
best Spanish music having been written in France? Well,
there was a time when a lot of people "discovered" Spanish
music. Lorca and Falla were in Paris and they were
"discovered," tooc. They were the ones saying, "Yeah, this is
a serious art form"; it's like in India, where the music was
part of the art, the literature, for many years, and only
recently have people outside of India discovered it, Shankar
and people like that. The Beatles and a few people said,
"Listen to that sitar" and all of a sudden it was "dis-
covered,” even though it had been around for a thousand years.
Flamenco has been around far hundreds of years, but it took
lFfalla, it took intellects, to really bring the

the world to that music. And the funnv thing is
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that some of the greatest flamenco artists -- people who have
done things for flamenco -- actually have been discovered
putside of Spain. You know -- Antonic and Rosario, Argentina,
Vicente Escudero -- these people carried flamenco all over
the world. The world began to take flamenco music seriously,
even though many people in Spain do not take it that
seriously.

PERFORMING WITH GUITARIST GERONIMO VILLARINO, 1952

CJB: When did you go to Spain for the first time?

TM: I went for the first time in 1964. I went with a one-
way ticket. It was quite an interesting feeling.

CJB: What led up to that trip?

TM: Well, I had done some solo concerts in Los Angeles with
Fepe Segunde and some other fine artists, and I felt really
good. It was a very interesting turning point in my life,
andII give credit to a man named Luis Alvarez. He presented
me in a4 solo concert. He just offered to present me as soon
as I could get a concert ready, sort of a "put up or shut up"
kind of deal.

CJB: Was he a promoter?

TM: He was a promoter. He loved Spanish dance and had pro-
moted a few artists in the area at the time. He was a very
unpretentious, very nice fellow. I had never really thought
of doing a solo concert, you know, to really plan it myself.
And he offered to present me, to pay the bills, to rent the
theater, and out of that challenge came some of my best
choreographies. This was a very creative period in my life.
1 had a ftudio to work in. Things fell into place. I used
Miguel Galves, Benito Palacios, myself, and a wonderful con-
cert pianist and a narrator. The program really was unique
and to this day 1'd like to try to duplicate it, because T
thought at the time it was quite innovative. 1 did classical
things. I did things with violin and pianc. I did Sara-
saFe's "Zapateado," a thing sort of like my "Magic Boots,"
which I Stll& do. Some story things. A jota, my “Homage to
Ca;men Amaya’'-- all kinds of stuff. And the audience really
flipped out. We did two shows in L.A., back to back. This
was in '62 or '63. And what that did, more than anything,
was to give me confidence that the track I was on was the
right one for me. That what I was doing choreographically,

and with the dancing, was what the audience was looking for.
I got very idealistic after those concerts.

CJB: &and it was on the wave of that idealism that you bought
a one-way ticket to Spain?

TM: 1 guess so. HNot that I thought I was going to Spain to
get discovered. On the contrary. Running on instinct and
intuition, I just went there. I didn't go and audition for
anything. I just went there. I had some friends whe invited
me to stay with them, but they were on tour when I arrived
and so I stayed in a hotel for the first three days in
Sevilla. For three solid days I walked -- day and night. I
felt like I was home. I really loved the ambiente. I had
about three hundred dollars in my pocket when I arrived. No
return ticket. But I spoke Spanish fairly well and I felt
that I had a good foundation with what I had picked up from
all the Spaniards I had known in Los Angeles. They were very
giving. I lucked out. I walked for three days and when my
friends arrived I went to their home and lay down to take a
nap before dinner. When I woke up my friends were laughing
and laughing. When I asked them why, they told me I had
slept for two and a half days!

CJB: PBut you did end up dancing in Spain.
about?

THM: I had danced with singers in Los Angeles who really knew
their salt, so when I learned, I learned correctly. When I
arrived in Spain I had a good foundation. and a lot of
exciting things happened without my really trying.

It was weird. I was down to a few dollars. T had kept
rehearsing, and I had met a few people. I started to choreo-
graph for Luis Rivera and Maria Benitez and Antonio Alba
(they were making a trio) and I made a few bucks there. And
T was doing a little teaching. Then a friend of a friend
sent me to this Catholic Padre who was very interested in the
arts and he thought it was really interesting, my being
Hungarian, a Jew (that's how they categorized me, they're
very into that: "Oh, you're not Spanish? Where are you from
and how did you learn flamenco?" I told them my parents were
from Hungary and they really liked that.} Anyhow, he was
fascinated by all that, and he got me onto a TV show, kind of
an afternoon Johnny Carson show, a talk show. I danced on
the program. That was fine; it was kind of fun and T picked
up a few bucks.

I went to the studio the next day to rehearse and I got a
phone call from Pilar Lopez. She happened to see the show
and needed a guest artist. Her male dancer had just left and

How did that come

she wanted a tall dancer who could "do everything": castanets,
flamenco, the classical stuff.
interested in showing her some things.

"audition,” just "show me some things."

She asked me if I would be
She didn't say
She said her

SRR e e e

PERFORMING HIS FAMOUS ZAPATEADO "MAGIC-BOQTS"
(Photo by John Van Lund)
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A SPANISH JOHNNY CARSON-TYPE-TALK SHOW
LEFT TO RIGHT: HOST (UNIDENTIFIED), LA MELENA, TEO MORCA, CANTAOR--EL PORTUGUES

chauffeur would pick me up and take me to Rosario's studio.
Of course I said that would be great. She had recently come
back from a European tour. This was in the summer of '64.
It sounded perfect. I didn't want to go with a man's com-
pany, because with & woman I'd have more of a chance, and it
all fell into place.

I went to the studic and danced three or four things for
her. FRight there and then she hired me as her guest artist,

I learned tons from her. She is the magic lady of partner—
ing. She was about sixty or sixty-two at the time and I was
in my twenties, and at first I thought, "I'm going to be
dancing with someone old enough to be my grandmother!" But
onstage she was transformed, you know. She became, The Woman,
the personification of the woman, and I can see where Greco
and Jiméﬁez-Vargas and Antonioc Gades and Alberto Lorca --

all those marvelous male dancers -- where they learned that
special mystigue of partnering. I always make a point of
that. Y¥You know, in flamenco, it's not a corps de ballet;

it's a solo art form. And yet, when man and woman get to-
gether there has to be that same kind of energy as in a solo
dance, in close, and few people have that. MNureyev has it,
that certain magic in partnership. Flamenco is very man/
womarn, you know, that' 'Macho/Herbra thing. If it's not there,
if you're out there doing your footwork and she's looking one
way and you're looking the other, there's no juice; no duende.
Nothing!

So I learned a lot from Pilar Lépez.
don't learn steps in that sort of scene. You learn the real
stuff, the stage presence, that sort of thing. So I worked
with her for about a year and a half. We went all over on
tour.

After that I went back to the States. I was freelancing,
doing some tours. There was a girl, Conté de Loya, a very
nice dancer, who worked with me for a few years. When I
first came back Teresa, of Teresa and Lucia, was opening the
first flamenco club in New Orleans. I had worked with her
before I went to Spain and she called me and asked if I'd
like to open the club. Cont& danced with me there, for about

Not steps. You

six weeks. Then I got a call from Mario Escudero. He was
putting together a tour back East. So we went with him. It
was a great group. That was in 1966.

Things kept falling into place. 1 went to Taos, New
Mexico, and worked there on and off for a few years, then
went back to Wew Orleans a few times. At this time in my
life I was working constantly, doing a lot of concert tours.
I worked a lot with Benito Palacios, one of the greatest
gquitarists. And Boberto Rico, David Lainfiesta, various
other guitarists. I was deing tours of the Midwest and
Southwest, with bockings through some regional booking organ-

izations. We'd jump in an old station wagon like a bunch of
gitanos -- me, a guitarist, sometimes a singer if we had the
meney. When Isabel and I got married in 1969, she started
touring with me. We toured almost every state in the USA
Then, in 1971, Isabel and I went back to Spain. We stayed
there a couple of years. That's when I worked with La
Chunga, and at the Cafe de Chinitas. We had a marvelous
time. I was teaching at Amor de Dids and absorbing the
ambients. We went and let happen what would happen.

A lot of people want to know why we don't go back to
Spain more often. I just can't go for those little three
week tours. It's not long enough for me. I don't go to get
steps. It's a bigger absorption process. I have to hang out,
just drive around the back alleys and pueblos.

Someone I admire greatly told me that I am one of the few
Americans who can dance por bulerias. I give credit for that
to my approach to flamenco. I'm not just worrying about
steps. The technigue is one thing; steps are ancther thing.
Then what makes the steps and technigue come together is the
third thing, which people usually don't give enough time --
the roots. The roots are knowing why, for instance, a
bulerias can't be a farruca, why it can't be a waltz of the
flowers. You have to start with the roots to get toc the
point of doing it really well. Dancers will come and say to
me, "Show me that desplante; show me that step."” They get
the steps, but they still don't have what they need. Band you
wonder why some of the old people in Spain have that. They
talk about so and seo who could stand there and maybe move a
shoulder suddenly and then everybody goes crazy. That's the
point we want to get te. And a lot of people who go to Spain
don't give it enough time to get te that point. They go for
the steps and the technigue, but they miss the real thing.

wWhen I danced at the Cafe de Chinitas that real stuff
showed. I'm not trying to pat myself on the back. I've
never tried to say I'm Spanish or born in the caves. My
background is fairly uneventful. I'm just an American who
discovered an art form I like and that, happily, a lot of
other people like. And I've approached it in a way that has
made sense to me. Nobody gave me anything for free. 1It's
been hard work.

CJB: Well, we're up to 1971.
back from Spain?

TM: We came back to Los Angeles after a tour and then our
son was born. We were broke, so I took a job teaching at
UCLA and Loyola Marymount University. Then I started teach-
ing in Hollywood and we did some local stuff -- some West
Coast tours. I've always kept up my tours, both as an
artistic outlet and as a source of income. We did that until
about 1974. This was another real growth pericd for me

What happened when you came
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IN CONCERT WITH PILAR LOPEZ IN "ALBAICIN" WITH LAS VEGAS SHOWGIRLS AT THE SAHARA

FINALE "JOTA ARAGONESA"
(Phote by Loran F. Smith) W EORGERT, BEVY SACAR LORER
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artistically. I discovered Bach, which tock me out of a
choreographic plateau. WNot so much with flamenco, but in
other ways I was kind of spinning my wheels. I love to
choreagraph; not all dancers do, but T love it. Isabel, who
1s a fine pianist, led me to Bach. I was listening to the
Toccata and Fugue in B-Minor and then I started hearing it
differently, thinking {(t was very flamenco. With Isabel's
encouragement, I started doing some choreography to it. All
of a4 sudden I changed; I reached a turning point. Up until
then I had been doing my stuff to the music, but suddenly 1
found the music moving me. THe music brought up movements
and steps I had never known I could do, and that really blew
me away. I started doing different arms, different feet, and
new movements. L was like a discovery. I used it in my
flamenco, not that I want to change the flamenco, but to
broaden it. So, until the end of 1974, I was doing a lot of
new stuff, a lot of stuff I still use. T was teaching -- had
a little workshop of serious students -- was doing some group
things.

Then I got a call from Western Washington University. That
was in 1975, I had beon teaching at the Summer Dance Lab in
rort Townsend, working for the First Chamber Gance Ensemble,
and somecne from the Cornish Institute in Seattle had heard
of my werk and recommended me for a residency in 8ellingham.
S0 1 went up there for ten weeks that spring. 1 took a sab-
batical from OCLA. We were really eager to get away from Los
Angeles -- from the smog. Our son was about a year and a
half old and we wanted to raise him somewhere else. We came
up to Bellingham, got an apartment off campus, and began
reaching. Within three weeks we looked at each other and
said, "This 1g 1t!" We loved it up here. 50 we impulsively
drove down to Old Town, to Fairhaven, drove into a real
estate office, and asked the lady there if they had an old
church for sale. She must have thought we were crazy, but

she took our name, anyway. Two days later she called me and
said, "Mr. Morca, I've found a church for you." We went to
look av it and she asked me why I wanted a church. I told

her churches make great spaces. "I'm a dancer and I've

always wanted my space. A guitarist can carry his gquitar,
but I1've never had my space; I've always had to rent a studio
somewhere. If it's cheap, I want it." 1t was run down, but
it was a space. On impulse we got together a down payment
and bought it.

I went back to Los Angeles, quit four jobs in cne day,
packad up the pianc and the car, got back intoc the bus and
drove back to Bellingham. Everyone thought we were craazy.
When we came back I didn't have a job; the residency was over
by then. We fixed up the church, put in an cak floor, f[ixed
up the living quarters downstairs, and started teaching right
away. Our first week we had one student, It's been building
from there. Seven years we've been here, and it's been a
very full time.

Since we'we been here we'wve travelled more than ever be-

fore, Lots of tours. And our flamenco workshop here has
been great. Living here has not been a hindrance to our
artistry. In 197B we toured cross-country, hitting just

about every state or region, and we didn't find anyplace that
had more ambiente than Bellingham. That's the reason we're
still here. The point is, that the ambiente can be anywhere.
You know, Port Townsend has more than a lot of towns, and
it's smaller than Bellingham. Even New York doesn't have
that much, I mean, here's a town of a couple million pecple,
and there's a couple of shlocky clubs, you know? This has
been a very creative time. 1I've worked on a lot of good
stuff and with some good people. In the last five years
we've worked with some Fine guitarists. Gary Hayes has been
with us off and on for most of that time. And it's been fun
meeting the flamenco people in the area. There are really
Jquite a few. Allen Yonge called us almost as soon as we
moved up -- called and introduced himself. We've been
friends ever since. And then there's Bob Clifton and Paco
Mitehell and the other people in Port Townsend, and people

in Portland and Vancouver.

2JB: Can you say a little more about your annual Elamenco

C shop?

TM: Well, the interesting thing is that this is the only
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PERFORMING CANA AND LEYENDA WITH JULIO DE LOS REYES, PEPE

all-flamenco workshop in the country. The overall Spanish
dance and music scene is so big, I think the success of our
workshop has been that we have not tried to do it all. A

lot of times you'll go to a workshop and they'll teach you a
jota and a bolero and castanets and flamenco, and everything.
If you don't have classical training you can't do classical
very well, and so you get a let of bits and pieces. I don't
want to fall into that pit. I =said, "If this is going to be
a flamenco workshop, it's going to be pure flamenco, because
there's so much material right there."

CJB: What kind of background do most people who come to the
worksiop have?

TM: Ninety percent of them have a tremendous interest in
flamenco. The workshop takes place on two levels. The
beginning level is literally for beginners -- people who have
little or no experience with flamenco dance. But the love
for flamenco is there and their desire is there. We've had a
lot of people with backgrounds in ballet or modern dance. on
the other level are people who have already had flamenco;
they have to know the rhythms and stuff. The criteria to get
into the advanced level is that they have to know compas. You
know, even though they have tons of other dance training,
they'd just be lost without a knowledge of compas, Some are
good followers, but I don't want them to be fooled. Their
main interest is in flamenco. I make a big point of it. I
mean, there are no castanets because that's a whole other
world, at least for ninety percent of the flamenco stuff.
There are some things —- sevillanas, fandangos -- but these
are really Andalucian folk dances; flamenco they're not.
VYerdiales -- even when I was in Los Angeles, I always taught
those in a separate class. I had a castanet class -—- a class
for Andalucian folk dances because there's enough material in
that for a separate class. It's like ballet. There's enough
to learn for years. But there are some schools in the
country where, in fifteen minutes, they teach a little ballet,
a little jazz, some tap, and that's really...well, it's a
bunch of mush.

CJB: Could somecne without an extensive background in dance
get much out of your workshop? What wmight one expect?

T™: You don't need to have a step of dance experience before
you come to one of the workshops. What you would learn is a
very important way to approach the techniques of flamenco.

SEGUNDO, BENITO PALACIOS AND ROBERTO RICO AT THE OPERA HOUSE

The workshop is based on three main factors: technigue
classes, repertoire classes, and then what we call the
culture facet. We usually come back in the evening

after dinner and make time for all the things we can't cover
in class, the wverbal stuff, the interpretation. What is
flamenco? What does the singing have to do with it? The
guitar, the costume, the history, palmas sessions. We go
into things as deeply as we can -- some gquestion and answer
and then we rap a lot.

The first few days I do a basic history and try to explain
some of the different rhythms and some of the philosophy and
history behind flamenco. Then we get into what role the
palmas play and what role the castanets do and do not play,
the evolution of footwork, styles of costuming, and what this
or that posture means. What I have worked out and I am very
proud of, something I'm hoping to get out in book form before
too long, is a way to study flamenco in which one can find
one's personal style -- a complete technical thing. You
approach it first by "taking your body apart," just like a
jazz dancer does: isolation of head movements and shoulder
movements, torso, arms, feet, and then put it all together
again. The difference is that you don't learn to dance like
me. It's not learning somecne else's style. HNine out of ten
teachers approach it that way: "You do it my way." I say,
"This isn't the way; it's a way, a basic way that works for
you."

My methods correlate with ballet in this way; they give
you a certain adaptability. 1I've worked on this. I am an
analytical person. I wasn't born in the caves and my teach-
ing methods didn't just cowme toc me. I've taken the time to
work it out and get it down, so I won't shortchange my
students. I wanted to find a way which would give them the
most in the least time, without wasting time. One of the
concepts, for instance, is moving from the upper body down.

I make a point of this because nine times out of ten people
will start from the footwork. Ninety percent of your body is
above your feet. If you don't get that in shape, and in the
proper centering and posture, and pull up in the back and in
the head, and the whole estampa flamenca, then you're just
going to have to relearn your footwork eventually because
it's not going to be clean and good. You're not going to

get this as quickly. You don't get your aire, your pull-up,
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the coordination of movement in the whole body, all at the
beginning. I've had people almest want to walk ocut of class,
even advanced people, because they wouldn't believe I would
make them do footwork with arm movements. They want to grab
the skirt, the shirt, or put their hands on their waists, you
know, security blankets, because they've learned only pieces.
A dancer needs to dance with the whole body, not pieces of
it. Flamenco is not piecework. I can't stand it, for
example, when someone says, "Oh, he's got great arms," or
"She's got great arms but lousy feet." wWhy should dancers

be dissected? Why shouldn't you look at a dance as a total
thing? ‘The beautiful part of this technical training is that
it works. When I gave my first workshop here it was very low
key. But from the beginning, the beginners, actual novices,
walked away knowing coordination in ways that people who have
studied flamenco dance for years often lack.

CJB: Have you had many students go on to dance profession-
ally?

T™™: ©Oh, yes!

CJB: Students coming out of the workshop here?
any students you are especially proud of?

TM: Yes, there are. There's a lady right here in this town.
She lives out in Deming. She started absolutely from scratch
You ought to see her! I mean, she's not out dancing profes-
sionally, but just to see what she does. 1 taught one of
these workshops in Albuguergue last January and she came
along. There were people who had studied guite a bit, you
know, even longer than she, but she held right in there. My
kids in Los Angeles -- well, Grecc tock a lot of them. A lot
of the best dancers studied with me. Not because of me per-
sonally; I'm not bragging. It was because they could make
use of some of these shortcuts. It really worked for them.
They learned how to interpret the different flamenco rhythms

Are there

UNIVERSITY OF MAINE (Photo by Jack Walas)

so they didn't all look alike.

This is where the repertoire class comes in. I always
work in this part of the class so that you can put the tech-
nigue into training, and the repertoire works on actual
rhythms sa that you learn the different dances. There are
really only two basic rhythms, of course. MNinety percent of
flamenco is based on 12 or 4. Other than that, well,
zapateado has 6, and so on, but those are the basic founda-
tion rhythms. Someone will say, you know, accenkting things,
they sound miles away. But that's where the interpretation
comes in. It's like learning to swim. You make them get in
the cold water right away. We don't fool arcund.

CIB: 1In the workshop, do you work with guitarists all the
time or with tapes part of the time?

TM: ©Oh, we always have live guitar., This year Gary Hayes
will play. We might even get a singer. If the workshop
fills up ahead of time I'm going to try and find a singer. So
then we'll have that element, too.

CJB: So you believe that the more you can provide the total
environment, with guitar, singer, etc., the better learning
experience it will be?

TM: O0Oh, yes. BAbsclutely. And it's good for them to feel
under pressure, like they should be working hard. Flamenco
is not a comfortable art form. It's like any form involving
physical exercise. You've got to get in shape. 2 lot of
people aren't used to working that intensely, that many hours
a day. Even maintaining good posture all the time. If
you're not used to it your abdominal muscles get sore. You
have to stretch and work. And they do learn in that environ-
ment, under that pressure.

ane of the beginners last year, a fine little ballet
dancer, fell in love with flamenco so much that he's been
zeroing in on just that ever since. After two weeks, start-
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"Fictious Guest"; June '82, p., 15.

"Flamenco Direet Vol. I, Crystal Clear Fecards:; Carles
Montava, Guitar"; Feb. '82, p. 23,

"La Guitarra Flamenca -- Paco Pena”; Dec. 'Bl, p. 27.

"Manzanita, Espiritu Sir Nembre"; Oczt. '81, p. 21.

'R New Laok at Mordn“; Mar. '8z, p. 21.

“Nuevos Carinos, Contemporary Flamenco Guitar: Gino OJ'Auri,
Guitarist"; July 'S82, . 13,

"The Recordings of Mario Escudero"; Apr. '82, p. 20.

"The Recordings of Sabicas”; ¥ay 'S8Z, p. 5.

"Review Time"; Jan. '82, p. 24.

“Epanish Lesson": Mow. '81, p. 12.

"What I: Duende?”; Oct. '81, p. 21.

GENERAL ARTICLES

Alpharetta, Romeria, "Romeria Alpharetta" by Marta del Cid;
Feb., '32, p. 29.

*anthalogy of Cante and Baile" by Miguel Acal (ABT, 12/17/8Bl);
May ‘82, p. 17. -

"Arcnivec: Fart X ~- Arcos de la Frontera® &y Caballera Bonald;
Cct. '81, p. 25.

Part XI --Puerto de Santa Maria" by raballero Bonald:

Nov. '3l, p. 28.

_Part XIT ~-The Making of an Anthology™ by Cabaliera
Bonald:; Dec. '3Ll, p. 29,

Part XIII-- Cordokta and Madrid" by caballera Sonald;

Jan. '82, p. 3. .

"Brtists of Utrera Will Nake a Record to Benefit Retarded
Thildren” by Miguel Acal (ABC, 11/5/81): May '82, p. 18.
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"Back Issues of Jalec"; Feb. 'B2, p. 22.

"The CZantes and Americans" {FISL Newsletter, 7/68}: apr. '82,
p- 10,

“"Zante Jonde in Miami" by H. F. Huttig, II ({FISL Newsletter,
Sep/Oct. '73}; Apr. '82, p. 11.

Coral, Matilde, "Matilde Coral Opens a New Dance Academy:
Inés y Luis to Be Honored" by Miguel Acal (ABC, 11/13/B1);
May '82, p. 18.

Curro, ©, "Murid Curre” by H. E. Huttig II; Mov. 'Bl,

P. 27. i
YEl Bodegdn® by Frank Campbell "El Chileno"; Feb. 'B2, p. 17.
"El Flamenco en &1 Arte Actual™ {aBC, 12/19/81}: apr. ‘B2,

p. 12.

Bscuderc, Vicents, "Algo Sobre Vicente Escuderc, Part I™ by
Gahriel Ruiz de Galarreta; Jan. 'B2, p. 3.

;, Part II, Feb. ‘B2, p. 26.
s Part III, Mar. 'B2, p. 27.

"First Prize for Guitar in Jerez Goes to Rlgueni® by Jerénimo
Roldan {(ABC, 12/22/81); May 'B2, p. 18.

"The Flamenco Copla"™ by Brook Zern (FISL Wewzletter, Nowv./
pDec. '73); Apr. '82, p. 12.

"Flamencohio: Spanish Language Students Bitten by Flamenco
Bug" by Mary Mounts; Apr. 'B2, p. 9.

"Guitar and the Masters" by Jean Shepard (New York Daily
News, 3/7/82): Apr. '82. p. 1B.

"Huelva Should Not Feel Left Qut of the Quincena" by Miguel
acal (ABC, 12/18/81);: May '82, p. 17.

"Income Tax™; Jan. '82, p. B.

Keet, Marina, "South Africa’s Loss -- America‘'s Gain™; Aug./
Sep. 'B2, p. 20.

"Los Flamencos of south Australia" by Veronica Hood: Nov.

'Bl; p- 3.

Mairena, Antonio, "The Unavoicdable Presence of Antaonio
Mairena" by Miguel Acal {ABC, 8/8/81); Mar. '82, p. 15.
Melliro, Enrique €1, "The Last Malaguefa of Enrique Mellizo"

by Gabriel Ruiz; Nov. '8Bl, p. B.

Moeser, Charles, "Charles Moeser™ by Frank Campbell "El
chileno"; Mar. 82, p. 22.

Monteleon, Natalia, "Matalla Montelecn® by Frank Camphell "E1
Zhileno™; Feb. '82, p. 16.

Mora, Carmen, "Carmer Moya Dies in Mexicc™ (La Vos de la
Frontera, 13/3/8l); wov. 'El, p. 13, -

Morca, Teo, "Merca™ by Teo Morca; Dec. '81, p. 28.

Kelson, Martha, "Martha Welson: 1922-19B1"; Jan. '82, p. 9.

Nieto, Dscar, “"Death Sparks a Comounity" by E4 Parde
{Calendar, 11/29/81); Feb. 'B2, p. 27.

"dn Cante Flamenco and North Americans” by Alberto de
Santiago (FISL Mewzletter, 9/68); Apr. '82, p. 10,

Favon, Pastora, "Pastora Pavon 'La Nina de los Peines" by A.
volland [(FISL Hewsletter, May/June *'70}; June '82, p. 21.

Peria, Pace, "Centro Flamenco Paco Pefia, Cordeba®; July 'B2,
p- 3. )

"Centro Flamenco Paco Pena: Internatiscnal Guitar
Seminars Cédrdoba 1281" by Ror Bray: Dec. ‘81, p. 16.

Penia, Raquel, "Raquel Pena™ by Alan M. Kriegsman {Nashington
Fost, 5/17/8D):; Mar. '82, p. l14.

Pernia, Sanchez, "Sinchez Pernfa: Composer of Famous Themes,
But an Unknown" (El Sol de Espana, $/1/E2);: Aug./Sep. '82,
P. 22.

“Potaje de Utrera" by Miguel Acal (ABC, 6/30/El): Nov. 'Bl,
g. 29.

"Putting Flamenco Pack on Its Feet -- Via TV' by Daniel
cariaga (los Angeles Timesl: Apr. '82, p. 23.

Reina, Juanita, "Juanita Reina and Caracolille" by Higuel
kcal [ABC, 12/15/81); May ‘82, p. lE.

"Response to A. Santiaga" by Broak Zern (FISL Newsletter,
10/68); Apr. '82, p. 11.

Sanlicar, Mancle, "Manolo Sanlicar Summer CGuitar Course®;
July ‘82, p. 16. )

shearer, Benjamin, "Big Ben Tones Strike Qften in Los Angeles:
An Interview with Flamenco Guitarist Ben Shearsr” by Reon
Gpatz: Mar. '52, p. 26.

"Techanique, Craft, Art" by Tecdoro Morca'; hug./Sep. ‘82,

P-

Terremote, Fernande, "Fernande Terremeto Dies Suddenly™
summary of many articles sert by Eob Clark of Ohia. (from
Za voz del Sur, 3/8/21, and Hoja del lunes, 9/7/81); by
Paco Seviila; Nov. ‘dl, p. 15.

"Terremoto, Heaven and Mourning,” by Juan de la Flata,
{Hoja del Lunes. 9/7/81); Nov. 'Bl, p. lA.

; "Los Tablos de la Vendimia to Be Dedicated to Terre-
moto” (Hoja de Lunes, 9/7/81}; Nov. 'Bl, p. 18.
"Unrest in Huelwva Due tc Their Absence in Quincena™ by
Enrique Garcia-Izquierdo (ABC, 12/17/81); May ‘B2, p. 17.
"A Visit to Sobrinos de Esteo” by Ron Spatz; Nov. '81, p. 11.
"Whatever Became of Spanish Dance?" by Walter Terry {New York
Times, B/23/81); Oct. 'Bl, p. 8. )

JUERGAS

"Arizona Juerga" (photos} by Mary McCcnnell; May '82, p. 15,

"Florida Jusrga® (photes) by H. E. Huttig, II; Junes '82,
p- 24.

"Harrisburg, PA Juerga" (photos} by John W. Scott; MNov. 'B1,
P. 23.

“"Los Angeles April Juerga™ by Yvetta Williams and Pon Spatz;
May '82, p. l4.

"Los AngeleZ June Juerda™ {photos]) by ¥vetta Williams and Ren
Spatz; July '82, p. 20.

"Northern California Juerga" by Halcyon 1da; June '82, p. 24.

"philadelphia Juerga™ by Lynn Wozniak: May '82, p. 14.

JUERGAS: SAN DIEGO

"April Juerga with Marilyn Bishop™ [photaos) by Mary Perguson;
June '82, p. 26.

"August Juerga: Duende Appears at Midnight™ (photos) by Juana
De Alwva; Oct. '81, p. 23,

"August Juerga: "Juerga to End All Juergas™ by Juana de Alva;
aug. /Sep. '82, p. 26.

"November Juerga: The 'Mon-Smoking' Juerga™; Feb. '82, p. 3l.

"October Juerga: Aficionade Night" (photos! by Juana de Alva:
Dec. 'Bl. p. 31.

"December Juerga: Aficicnades' Juerga" {photas):; Feb. ‘82,
p. 32.

MDRCA...SOBRE EL BAILE

"Are ¥ou a Flamence Dancer?": Mar. '82, p. 19.
*Castanets"; May '82, p. 3.

"rlamenco for Won-Flamenco Dancers™: Apr. ‘82, p. 20.

PUNTO DE VISTA

"Guitar Qlympics" by Jehn W. Fowler; jan. "82, p. 5.

"In Support of Time Warg™ by Marta del Cid: June '82, p. S.

"paco de ~ucia-- Cabalgando con el Viente (Riding with the
Wind}" by Kenneth sanders; Nov. 'Bl, p. 7.

"pan Q Vino?" by Brad Blanchard; hug./Sep. ‘82, p. 4.

"Rebuttal <o Marra" by Kathlyn powell; July '62, p. 4.

"Time Warp: B Tale by Jerry Lobdill™; Mar. 'B2, p. 4.

- RECORDS

"El Zvangelic Gitang® (ABC, 12/19/81); Apr. '82, p. 19.

"A Few Records by Ramén de Algeciras" by Guillermo Salazar;
Jan. '82, p. 29.

“Flamenco Direct Vels. I & II, Crystal Clear Records: Carlos
Montoya, Guitar" by Guillerms Salarar; Feb. '82, p. 24.
"Flamenco Record Collecting" by Gecrge Peters; apr. '82, p.7.

"La Guitarra Flamenca-- Pacc Pepa" by Cuillerme Salarar:
Dec. '81, p. 27.

"Manzanita, Espiritu Sin Nombre" by Guillermo Salazar: Oct.
'gr, p. z21.

"Nuevos Camines, Contemporary Flamenco Guitar: Gine D'Auri,
Suitarist (19Bl1)" by Guillermo Salazar; July '82, p. 13.

"face Peda Discography'; Dec. 'El, p. 15.

“Reccrd of the ¥ear (1981): "Como El Agua' Camardn de la Isla
with Pace de Lucia and Tomatito" by Guillarmo Salazar,
June '82, p. 1E6.

"soele Quierc Caminar -- Ancther view' by David Alford; MNaov.
‘8l, p- 7.

REVIEWS (PERFORMANCES)

"alcald de Guadaira" by Miguel Acal (ABC, 8/18/81);: Mar.
‘gz, p. 18.

"%Vl Caraccla Lebrijana” by Higuel BRcal {ABC, B/2%/El);:
Mar. ‘82, p- 18. -



INDEX TO JALEQ VOL V

Castillo, Antonio del, "Castillo Dances Flamenco Program” by
lewis Segal (lLos Angeles Times}; Apr. '82, p. 23.

"Exciting, Stimulating Impresiwnes II"™ by Eve Eorlanc [Cape
Times, 1/27/82): ARpr. '82, p. 22.

"Flamenco in South Africa”; Apr. 'B2, p. 2Z.

Flores, Lola, "The Clear Triumph of Lola Flores" by Miguel
acal (ABC, 12/20/81); June 'B2, p. 4.

Fosforito and Chaquetén, "The Mastery of Fosforitc and
Chaquetﬁn's Great Evening in Vallecas" by A. Alvarez
Caballerc {E1l Pais, 3/31/82); June '82, p. 22.

Greco, José, "Jos€ Greco in Santa Fe' by Bllan N. Pearson:
Nov. '8, p. 22.

Haredia, Sarita, "Los Flamencos Beredia" by Yvetta Williams;
Jan. '82. p. 33.

“Sarita Heredia at the Centro ESpancl™ by Ron Spatz;
Jar.. '82, p. 33. -

Martinez, Ana and Paco de Malaga, "Nightlife in Montreal” by
rCharles Lazarus {Montreal Star); June '82, p. 15.

Morca, Teodoro, "Flamenco Brilliance Hailed by Flowers" (The
Advocate, 2/17/82); Apr. ‘B2, p. 21.

, "Flamenco Spices Ferformance” by Robert Lindstrom
{Oregonian, 10/13/81}; Dec. 'Bl, p. 29.
, "Morca in Fasadena™ by Ron Spatz; June "82, p. 16.

"T Muestra Cultural Flamenca de Cadiz" by Miguel Acal (ABC,
11/19/81); May 'B2, p. 3.

Olivera, Pascual and Angela del Moral, "PaScual Dlivera and
Angela del Myral™ by Ann Barzel {Dancemagazine, Feb. 1980);
July *BZ, p. 1l3.

"patter Detracts from Flamenco Dance® by Laurie Horn
{Miami Herald, 4/1/82}; May '82, p. 19, '

Fenfia, Faco, "Paco Pana: Concert Review™ by Scott Davies: Dec.
'81, p. 15.

Ramos, Carlos, "Carlos Ramos -~- 'A Master'" (San Francisco
Chronicle, 9/12/60); Feb. 'B2, p. 16.

Rodrigo, "Flamenco Solc Guitar Performed by Rodrige” by
Theodore ¥W. Libbey, Jr. [New York Times, 5/2/82]; June
182, p. 16.

Sabicas, "A Masterful Lesson by Maestro Sabicas” oy Albert
Mallofre (La Vanguardia, 7/13/82); Aug./Sep. 'B2, p.

Serranc, Juan, "Guitarist Serrano: Elegance, Taste and the
Fulse of Life" by Robert C. Marsh (Chicago Sun Times,
4/13/82); June 'B2, p. 1l6.

"Spanish Brtists Unite for Entrancing 'Elood Wedding'" by
B1ll Cosford (Miami Herald, 2/7/B2); apr. '82, p. 24.

"Spanish Stars in Cape Town" by Glynnis Underhill (The Argus,
1/22/82); Apr. "BZ, p. ZZ.

Triana, Chinin de, "The Art of Flamency Is Jyywnusly Received
by Avid Wesleyan Fans" by John Spike {Wesleyan Argue,
4/11/72); July '82, p. 10.

r "De Triana's Flamenco Is Real Thing" by Jack Loughner
{5.F. News~Call Eulletin}; July '82, p. 11.
"Rock, Rell, 'n Flamenco" by Willard Lewnard (Chicago
Sunday Tribune}; July '82, p. 11.

"Wedding Offers Dazzling Flamenco" by Laurie Horn {Miami
Herald, 2/15/82); Apr. 'B2Z, p. Zd.

"Zorongo Flamenco®™ by Caroline Hall Gtis (Minnesota Daily,
1981); Oct. 'Bl, p. 11.

"Zorongo Flamence: Eorongo Flamenco and 'Soul Music, Gypsy
Style'" by Eruce Helland (Leader-Telegraph, 7/4/81);
oct. '8, g. 10.

"Zgrongo Flamenco Frovides Sizzling Frogram of Music & Dance"”
by Roy M. Close {St. Faul Dispatch, €/30/81}: Oct. '81,

p. 11.

STRUCTURE UP CLOSE

"More Syncopation® by Peter Baime; Aug./Sep. '8B2, p.
"Music Examples" by Feter Bajme, Rpr. 'B2, p. 16.

TECHNICAL

"Crazy Glue" by Paco Sevilla; Mar. 'B2, p. 25.

"Dance Shoes" by Morre & Estela Zatania (FISL Newsletter,
4/69) ; May "8Z, p. 20,

"The Effects of Humidity" by Lester DeVoe; Dct. '8l, p. 20.

"Guitar Dlympics" by Peter Baime; Jan. ‘B2, p. 29.

“Guitar Strings" by M. Zatania (FISL Newsletter, Sep./Oct.
1870} ; Jan. '"82, p. 31.

"Handling Cracks" by Lester DeVge; Jan. '82, p. 32.

"Hailing Oown Nail Care" by Ron Spatz; Mar. 'B2, p. 23.

"Nails and the Flamenco” by Morre Zatanla ([(FISL Wewsletter,
2/69); Mar. 'BZ, p. 23.

"Hails and the Flamenco: Part II"™ by Morre Zatanla (FIsi
Newslettex, 3/69); Mar. '82, p. 24.

"Nail Freparatior Review" by Morre Eatania (FISL Newsletter,
May/June, 1970)}; Mar. '82, p. 25.

"0lympics TII™ by Peter Eaime; Oct. '8l, p. 1B.

Back Issues of Jaleo

Here is a 1list of back issues of Jaleo and their contents. Only major articles are listed. Each
issue also contains such things as letters to the editor, Punto de Vista, Morca Swbre el Baile, Gazpa-
cho de Guillermo, Lester De Voe on Guitar Care, concert, record and music reviews, flamgnco dictionary
and juerga reports from around the country. Order through the Jaleo P.0. Box and send: ﬁl;QOXCOPY for
Yol. I, No.s 1-6: 5$2.00 for all other issues through Vol. IV: 52.50 for each copy of Vol. V. We are
running cut of some issuses and do not plan to reprint. (Add $1.00/copy for overseas mailing.)

WOL. I
¥o. 1: {bio.}; Castanets; Cald; Siquiriya Prancisco Scene.
Why a Flmmenco Assaciation?s {music); Flamenco Dlcticmary {first
Sevillanas sin Guitarra: Sevillanas installment) . Mo, 12:
Castansts; Music for Two Sevillanas Wa. S: Gypay Ganius [Sakricas); For Lack of

Coplas.
¥No. 2=

randangos; rand
Ha, 3:
Soleares; The Spanish Tablao: Luis
Nendricks (local bio.).

Ho. 4:

Donn & Luisa Pohren in San Nlego;
Lattar from Paca Sevilla on Tour.

Ha. 5:

Open Letter £ o Sevilla on
Tour: i }; The Searcb for
Fl 1co City; Faca de

1uei Mexico City.
Ha. 5:
Cuende and the Juerga; Rodrige de San

Oiega (hio.}; Siguiriya (musici; Luois
Ermsst Lenshaw (bic.).

Mo, 7:
Palmmg [tachnique}) Jowé Luis Egparza

gos Styles, Rocio.

Alegriaa; Deanns Davis (hic.); Ballet
Nacicnal Festivales ds Espana
{rwviaw); Enriqua de Melchor [racord
review); Aleqrias (music); Flamenco
Music in Print.

Wo, 9:

Sevilla; Se#villa Is Like a Parads
{perssmal account); La Feria de
Sevilla; More en Cald; Aleqrias
{(masic); Flamsncao Guitar Method Bocks.

HBo. 10:

Pinding the Eagle (Rafasl 21 Aguila}l;
Flamenco Palwmas [technigue); Festival;
The Morcas tha Marrier; Gary Hayes
(bia.}; Alegz{ae (music}; José Molina
[concart reviews).

Wo. 1l1:

Flamance and Its Hew Audiences: Paco
de Lucis (bie.}; Tangos-Tiantos;
Tangos Today; Routes {flamenco
origins); Flamenco Geography; San

fnowlesdge, Flamenco Langquishes; One
Magnanimcus Flamanco Lost (Bob
Strack); The Thras Sidas of Carlos
Montoys (bie.==3 artizles); carmen
Mora in Califormia; Tangos (music); A
Year of Juargeg {photos).

WoL. II
Ho. 1:
In Spain; JHselaro; Malagquenaa; Paco
de Lucia with Santana.
Bo, 2:

Suganne Haonmer Tours with Gypmiss;

Disgo del Gastor: Flamenco Staries;
Dancing in Spala; Romanktic Verss in
Flamsnca.

No. 3.

Flamenco in San Francisco; Accents,
Strawses, and Compis; Psco de Lucia -
Revolution of Plamenco: Casi Gitano -
Morea; Dancing in Spsin; Diego dal
Gastor: Flamanco Stories.
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No. 4:

Café da Chinitas; Ssnozes, When?:
Lola y Manuel; Diego del Gastor:
Flapenco Stories.

He. 5:

« The Jusrga; Plamenco: For tha Purist
Ita a pitwal, Mot a Spectacla;
Eateban d& Sanlicar; Compas por Soleas
Dieyo del Gastor: Plamenco Storiee.
Ha., 61 '

Buler{as; Daniel Maya, Raquel Reyes
in Spain; Bulerias...The Most Flusive
Rhythm; Llamadas and Deaplantes; Paco
de Lucie: A Flamenco for the Music of
Falia.

Ho. 7:

Camardn de la Isla; Fape ds la Matrona:

Cald - A Dying Language: Interview
with Ramén Morteya.

Ha. 8:

La Zambra; Renald Radford, Enrique El
Coje, Reviews ef Maris Escudero,
Haruja vargas, Tec Morca & Carmen
Morca.

Ho. 9

Granada: In Granada with David Chenay;
The Heredias; René Hersdia: Granainas;
Coryell, De Luice, McLaughlin.

®Wa. 10:

huqustin Rica de Mordn; Granada with
Pepe Tranca; Manelitc de Maria;
Fobertd Cartagena; Don Antonis Chactn:
Harken Bull Lovers.

®Wa. 1l:

Flamenco Fling; Rdventures of an
Aficionada; Insplration of Carmen
hmaya; Don Antonlo Chacdn.

M. 12+

Aguiatas; Ansosini in Seattle;
Flamance, Gypsila, and History: The
Guitars of Ramcn Montoya: Fandangos
da Milaga - Part I; Dos Antonio
Chacén, Castanats in Spanish Music.

VOL. IXI
Mo, 1:

Earlo® Bond Lomas (bie.):; The Other
5ide ef Jendo (tablaos today); Fan-
dangos de Miiaga ~ Fart II (technical
discuseion of Bandolds, Halagueras
de Juan Breva, Jabegotas, Javeras,
Rondefas, Pandangoa dm Lucena,
Fandangos de Almeris); Indea te Vol.
I1; El Guikto (iskerview): Ajena ai
Capté (hic. of Carcl Whitney); Hew
Recorda; The Soul of Flamence {Aené
Deredial.

Ho. 2:

Anzoninf:Second Round; Manuel Torra
(big.); Criatina Hoyos [incecview);
A Viglt with the Guitar Finisher;
Laarning to Sing; Mew Guitar Mathods.
Mo, 31

Angel Monzén = A Profile; FPlamenca in
Egypt (Adela Vergard; Jalsc (what,
how, and when); Cencert Hight with
Paco Aa Lucfa; Paco's Muwic Inspires
[concert review); Morca's Filrst
Flamance Horkahop; Morca as Maestro;
Baviaw of Confeswicnes da Antonic
Mairana.

Mo, 4:

Baroque Wings (isterview with Marie
Maya); La Nifa de los Peines (bia.};
piscography ef La Nifia de los Peines;
The Flamesco Guitar Repertoire;
Cayetane Muriel (brief hio.); Racism,
Hol (Camelames Baquerar); Laz Morca;
From Dndaz the Rocks (youngaters in
Flameaco): "Que Jorndo Cald E1l Cante";:
Manc a Mano [Anita Sheer).

Mo. 5:
Marcelc Barbero {bic.}; Teaching
Dance; Fegtivalss y Tablaes, 1379

{list of current activities in Spain
plua reviews of feativales in Lce
Palacice, Alcald de Guadaira, Jerez,
Mairena del Alcor; Plamenco, The
Prolomged Tear of Poverty (Peliz
Grande interviewed); Antonio {inter-
view); Sabiras in Mew York: The
Making of a Baybers Guitar; Recard
Review; René Heredia lconcext Teview);
Guitarist Chucheo Vidal [brief bie.).
Mo, 63

Edwatrd Freeman {bis.]; Englishman
with a Flair far Flamenco; Abruptly
Eisgraphirai; Freeman's Legacy;
Wondena intro by Paco de Lucia; (plus
nina more articles on Edward Freeman)s
Manuei Torre: Voice and Presanra in
Remerbrance (bia.}, "Cantands por
Alegrias; Mancolo Sanlicar (interview):

Ernesto Herndndez -- Bailarin:
Jalechiao 1379,
Bo. 7

Paco de Lucia in Prance; Juana de
Aiva (bie.!; Fandangos del Cerra: The
Virtucao and the Gypsy (Pace Pefa):
Pace Pefia and Loli Florea; Paso Pena
and Mis Company; Danre in Cslor
{lightiag}: Culture Takesa te the
Hi3ls {(Ronald Radford); Manuel Torre
(bic.); Carlass Monteya (interviewe):
Migusl Herrere [(bio.}; Juan Martin's
Guitar Method {review).

Mo, 83

Maria del Carmen (bio.); Antanie
Mairena (#eriee of articlea in his
honor): Antenio Mairena (interview};
Antonlo Mairena and Manuwel Terxs:
Antonio Maizena on Manuel Torre;
Making a Flamengo Record; Suillermo
Saiazar (big.}: Some FRecords by
American Guitarists; Fandengos de
Cabezaw Rubias; Rafaal de Céirdoba
{interviewi.

Ho. 9:

Marina Torres {bio.): Jeek Greso and
His Companies (bie. and lisc of
Aztists); What's Flamenco?: Manuel
Torre: Ieterviww with Hie Dauwghtars;
Flamensc Dancer Teathss at Colony
(Marina Torrea); Tha Making ef Jaleo.

Ba. 10: -

Joal Blair {(bio.}; I Quinceoca de
Flamenco (articles and photas);
Granada: Doctorate in Cante Flamanco;
Pacrci Mader f(hio.); Manus]l Torre
(bio.}; Merengue de CArdoba (inter-
view); Miami Flamence.

No. 1l:

candida Gilotti: American Cantaozs
(interview); Carles MNontoya {inter-
view); José Greco Today; Flamenco in
Franre; Cestuming for Flamesco; Art
af Suffering (about Jalsistas); The
Mythicai Figure of Mangel Torre; Fan-
dangos de Santa ruialia: José Migquel
Herrero; Guillermo Salarar Reports on
San Diegn Flamenco.

Ko. 12:

On the Flamenco Trail (flamenco in
can Francisce); Ghoat 'Stery (Duende ;
Diege &n su noche de Mordn; Cisge del
Jaster, A Logend; Buriel of "Sino del
Fastor”; A Styie That Endures {Ciego
del Gastor]; The Music af Diego del
3aster; A Mordn Scrappock (photas):
Finca Esparterc: Plamenco as a Way ef
Life; A Way of Life [book review);
~ostuming for Flamenro [(Skirts - Fart
bt TN

VOL. IV
Mo, Lz

Juan Serrance (Din.); Juan Serrana as
Maesiro: Tientos by 5. Serranc;
Flamenco ir Detroit; Antonio Cades
(oio: three articles); Facc de Lucia
{interview); Fené Heredia (interview);
Espanclisimas.

Mo, 2:

"Flamenco Tahlmog®; Ramdn de los
Rayes [bic.); Paco de Lucia in Cediz
(concert report); "Encounter: A Caper
in Eovilla“ (parsonel account oy
Erock Zern}); Donn and Luisa Pohren
{bic.); Pepe &l de la Matrona
{ob1tuary) .

No, 3:

Carmen hmaya |bic.); Carmesn Amaya
{collertion of newspaper articles
covering over 20 years); Costuming
for Fliamepco (Skirts - Part II);
Festivales 1982 (liat of upcoming
articles); Marie Mava in San Diego.
Mo, 4:

b Carmen Amaya [perscnal account plus
photos); Flamenco Quis: Portraits of
Carmen Amaya (crliection of artirles
and phataes}; Surviving as a Salo
Gultarist in San Franriscoc: The Story
af a Flamencc Eontest (callection of
artacles about the I Bienal, Sevilla);
Pace de Lucie (interviewed for Falsol:
Costuming fer Flamence (Trimmings);
Angela Giglitte: Flamenco Books in
San Disgo Librarises.

Mo, 53

Jose Dominguez “El Cabrerc”; Harta
del Cid {bioc.): Archive: The Making
of an Antholegy; Convarsariconas can
Gino I'Ruri; Gazpmcho de MOTAR;
Fegtivales 1980 (Iriana, Gines,
Utreara, Marchani: Angelita (soncert
review); Paro de Lucia with DiMeela,
Mclaughlin (revies); Carlas Mostoya
[intezview); The Cries ef Madrid
[pragones) .

Mo, 6:

"Cante Jondeo & Abrirse las Carnes
Cantandc" (Flamencoc juerga in
Milagal; FPastivales 198C {photaz:
lebrija, Mairena de Al jarafe, Mairena
del Alcor, Jerezl; lrdex for vel.
III; Archivo {Bewilla).

Ba. -

Vicente Eecudero {bia.]); Archive
(hlcala de Guadaira); Mario Escudaro
in Los Angeles; Gypsy in Esruderr
Dictates Stvle of ?lay: Esteban
Sanlicar [photos): Malsgusiias
(Description of styles, history,
musir, acrompaniment, etc.l.
Conversacicones con Sabices {interview
for Jalenl; Sabicas (concert reviews);
Saeta (technical descriptian): The
Saekz {risiory plus collection of
verses); Ei Concurse de cante Jonde
de Granada, 1922 thistoricai accoant);
Aerords by American Guitariste;
Archive (Utrera).

Hg. O:

Sarits Heredia (interview); Pece de
wocia fbio.); Paro de Luciz (cancart
reviews incloding with DiMeslo and
Mclanghlinl: IT Quincena de Flamenca
(Flus photos); hrchive {Jerez de 1z
Fronktera).

Mo, a0
Lydia Turea (bio.); Conversacicnes
con Rodrigo y Resedios Fleres:
hrcnivo (Mairena del Alcor).

Recuerdos de Manolo Aardn {eutc-
biography}: Carelina de Ios Reyes
{eic.) Guitar Competitien ia Jerer;
El Inglés {Peter Holloway, plus
photos of Sevilla artists), Pasfarita
{bio.]); Archivo {Pueblo de Cazallal:
Peg Care.

Mo, L2:

Pepe de Milaga: Esirella Morena f(bic.);
"La Sopanta" (The guitar in flamenco];
Enrique el Cojo [(Interview - blo.l:
“Guitar Dlympics"; Revimw of Juan
Serrans: Flamenco Concert Selectiona;
Archivo (Moron de la Frontera).
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ing from scratch, he did a whole alegrias. I don't mean just
steps; he really got the concept, People come here just for
flamenco. Two weeks of saturation. We don't want them tao
get distracted by any other thing.
CJB: What are your dates for the worshop this summer?
TM: August 16 to the 28th.
CJB: Teo, you'wve been working on qQuite a project this past
year. 1 mean the anthology of flamenco forms. Can you tell
us a little about that?
T™M: That was on a grant through the National Endowment for
the Arts -— the first half of it. [ hope we have it on tape.
What 1 want to de are two things. The antholegy had to do
with categorizing, little by little, a cross-section of
popular and unpopular flamenco rhythms, both for song and
dance -- a sort of basic anthology. I got to thinking of it
that way because a lot of the things T dance you don't see
much anymore. And you don't see many theater pieces, like
the "Magic Boots" piece. In the concert we did this spring,
1n what we called the Anthology, we did farruca, cantinas,
cana, zapateado, Caracoles,» siquirivas, bulerias, rumba,
and fandangos de huelva. In the next thing we do I want to
io my tarantas and some heavier stuff: peteneras, serranas,
Juajiras, tientos classicos. What it amounts to is that I
want to Jet this stuff on videotape, whether at the college
hers in ®ellingham or somewhere else. 1It's both a perform-
ance and a chance to document my choreographies.

1 think tnat, especially in this country, 1'm one of the
few dancers who has a fairly complete repertoire in flamenco.
And I don't kXnow how many years I['m going to be dancing any

more, S0 Lt's something I want to do. Not that I feel 1'm
jetting old or something, buc I feel like before I get to a
point where I put things to rest, 1'd like to be able to

document these things -- to get good videos and write them

videotapes weren't Loo good. What we're

iowrn. The last

Jjoing to have to do is to get intoc a situation with more

light and do it right. 1'@ like to get a grant, eventually,
anse I haven't got the money to de it myself, to really
ument it well.

WITH GUITARIST SERRANITO--CAFE DE CHINITAS

CHOREOGRAPHING FOR DELTA FESTIVAL BALLET, NEW ORLEANS IN CONCERT WITH MARIA DEL ROCID, SINGER CHININ DE TRIANA AND
(Photo by Karen Marie Asis) GUITARISTS DAVID LA INFIESTA AND GINO D'AURI
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FROM CONCERT STAGE TO CAVE -- TED WITH SINGER ANDRES
ESCUDERQ AND GUITARISTS EL FRANCO AND PEPIN SALAZAR
IN CUEVAS DE NERJA, ANDALUSIA

CJB: Do you See this project as providing 3 source fax
students?

TM: 1 would love to have it available as a resource. The
main thing is to get it donme. I don't want to die holding
311 thic stuff. I had a fine teacher (I won't mention his
name hecuase he's still alive) whe was a very fine dancer. I
studied with him just a little bit, though, because one day I
was invited to his house. He did all this incredible stutf,
and then I asked him about it. He said, "I don't teach that;
that's my stuff.” I'll never forget that. I guit then and
there. I think a teacher should give his or her all. I
don't want to take my knowledge to my grave. That's why in
our workshops I'll work as hard or harder than the students.
1'11 demonstrate everyfhing over and over and over. The
coint is that it's not just an ego trip, wanting pecple to do
it my way. I think & teacher should teach. There's so
little research mate-ial; I mean, people are 5o guarded with
their material. I don't care about steps. You can have all
my routines. Who cares? 1'd love to be able to have this
all documented so people could see it, how it works. 1sabel

- ——

e - G

REHEARSING WITH GUITARIST SUSANA IN AMOR DE DIOS STUDIO IN
MADRID

iancing with the Bata de Cola, things like that, and hearing
thi singer and seeing the relationship of music, song, and
Years ago you used to be able to buy phonograph
records with some dancers on them, but you don't see that any
I1'd like to make 3 record, toao.

CIB: Are you planning to repeat that anthology concert some-
where, sometime?

T™M: I would love to, but it's getting the singer and all.
Unless you get someone to help sponsor you, it's very hard to
present yourself. In Seattle, or any town farther away, it
would be very hard. 1'd do it if someone wanted to take the
initiative, but I won't do it on my own. 1'll do the show 1f
someone else does the publicity, posters, etc. The concert
in Bellinagham was the best we've had in the past sewven years,

dance.

mare.

They gave us a standing ovation, just leaped up. It was
great.
CJB: You mentioned in a recent ceolumn in Jaleo the diffi-

culty in getting bookings because flamenco was cateqorized as
a "folk dance."

1™: VYes, there is that difficulty with labels. Right now
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MORCAS CUT LASTER-SHARP IMAGE

the big thing in universities is modern dance and then ballet,
and if people haven't seen much flamenco they just don't know
what category teo put it in. Very few people in their
twentlies, for instance, have ever seen flamenco. They den't
know what they're getrting. They put it under an "ethnic”
label and think it's all folk dancing. Why should they want

"

rhat? Spanish dance, flamenco dance, has become a world
Hance. It doesn't just come from Spain. It's a world-wide
art.

CJB: The question of guality seems to be an important one.
['ve met gquite a few pecple who, if 1 mention flamenco, will
say, "0Oh, yes, I've studied some flamenco dancing,” and then

when 1 talk with them a bit 1 discover that they don't know

anything about compds or the various forms, and that says to
me that they don't really know anything about flamenco., Is
this a problem, teachers who pass off some steps or something

as "Flamenco dancing?"

™. Yeah. That's the mentality. I've
classes. They teach what they call a "

seen some of those

character style.”

They've picked up a few Russian steps, a few flungarian steps,

a few Spanish steps, and they bolt it all together, maybe to
some bullfight music, and call that flamencao.

The real essence and art of flamenco is wvery little under-
stood by most people, even when they see it. The beauty of
it is that when they do see the real thing they usually like
it. But it's hard to find. Jose Greco carried around a lot
of flamenco in the fifties. He had beautiful dancers, but
those days are gone. We're just a little company and we do
small tours some nice places. Like this spring we did Cal
Tech and a major theater in Denver, you know, those little
shots. I don't belittle what we do, but it's still not in
any great quantity. We don't reach the masses. It's not
like weekly national TV.

CBJ: Do you have any desire to have a larger company?

T™M: No, I would like to have a singer and maybe a few more
dancers, but really big, no, because what I do wouldn't work
right that way. For instance, right now there's a possi-
bility of going to Spain to do some concerts, Some very
exciting possibilities, and if that happens it would be a
larger company. We're just starting to talk about it with
the Spanish promoters at this stage. We won't Know until
this fall.

CJB: So what are your plans for the immediate future?

TM: Well, there's the workshop in August, and I'm writing

a2 book on flamenco on many of the topics we've discussed.
There will be some "how to do it" stuff, the technical
theory, some stories. TIt's not going to be an autobiography,
not too much about me -—-.more of a general introduction. I
would like to use a lotr of photos and document the approach
we use in the workshop, the technigues that can be used with
any compas, so that people can go home and practice. Not
that you can learn out of a book, but it can help. And it
will be in English since there isn't much available now. I
think there will be a call for a beook like this. A lot of it
comes out Oof my attitude toward flamenco, not just as an art
form, but as a "way of life" art form. Flamenco has been a
part of my life, sometimes undramatically, for 34 years now,
and I'd like to share some of that.

L 1l
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MORE ON SYNCOPATION
by Peter Baime
As a follow-up to the article I did for the April 1982
1ssue of Jaleo, T would like to present some similar examples

of syncopation for the alegrias/cantinas family of rhychms.
The following examples are written for the caracoles compas
but these can be transposed to fit the mirabras, alegrias,
and por rosas. These syncopated compés examples evolved at
about the same time that it began for the bulerias, that is,
in the late 1960's. There has been a continuing evolvement
since then, but since the late 70's most of the compas
changes have occurred in the area of harmony, not rhythmic-
ally. Two great recordings of early examples are "Flamenco
Purco" with Manuela Vargas and the guitars of Luis Habichuela
and Juan Maya (Hispavox HHS 10-325), and "El Cante De
Fernanda y Bernarda De Utrera" with Juan Maya (Hispavox HHS
10-379), 1 was in Morfn de la Frontera at about the time
these recordings were released and Diego del Gastor's style
{the Moron style) was completely isolated from this type of
razzle-dazzle. Although Diego was developing some fantastic
counter—-time compas for bulerias in the early 70's with a
tasteful amount of percussive techniques, they were low-keyed
oy comparison to rthese recordings. As a side-line to this,
1t is interesting to compare Fernanda's style when she worked
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with Diego, and an the recording with Habichuela and Marote,
She iz a truly naticnal treasure. Anyway, aside from the
above mentianed two guitarists, Paco de Lucia and Paca Cepero
were two gther recprding artists who inspired a lot of this
syncdpated compas. AS in the bulerias examples I gave, there
were many dthers that cantributed to this style but not
internativmnally heard through recerdings. By now, variations
like the tnes preszented here are cammenplace on any azcom-
panvinc-style recording. Nagtahle here are any ©of the Paco
Ceperd recordings since the mid-70's, like "Huele a Homerc"
with El Turrorero {RCA Cl 33110). Although these examples
are more suited fpr accampanying because there is anpther
mulse tg work from, ar gecasional insertion in solo playing
is certainly reaspnable.

Zopking at these examples you can see that the syncopa-
tions are accomplisked in mach the same manner that they are
far bulerias, like shifting from the standard accents,
accenting after the heat, "new" rasqueado configurations or,
ir. mther words, erolaying the usual practices for syncopa-
ticn in any musical style by altering your expectatiocns of
tke rhythm or melpbdy. More racently these variations have
included new chord changes that have been derived from the
~ndern cantes that go heyond the typical relative major ar
aincr chord substitutions., These further accentuate the
synccpatibns by not only rhytimic placement, but adding
aarmonic interest as well.

Ia general, the egffect of these sxamples 15 more pra-
nounced when played with sharply struck chords, snappy
rasgueadcs, and their spund cut very short with either hand,
depending cn the effect wanted gr left-hand fingering. This
4lsn serves ko create the aggressive and percussive sounds of
contemporary flamenco.

Although this article is not really an analysis of the
music, I believe it is important to understand that any type
pi analysis is always after-the-fack. It almost never
dirtates any future direction and it only serutinizes one
facet pf the music, It does serve to better understand what
tias bappened over a periad of time and thereby we can see the
process, and che process is more imprrtant +4 understand when
looking at anpther's work, either the input or the eventual
cukput.

Hotes for Examples

Example I. This is a wypical compas used for all the
alegrias/rartinas family of rhythms. The vnly change. that
would e common if you play this in &-Major, is that beat 2
wiuld ze an E and beat 3 plaved as =Z7. Ypu can, however,
lay both beats 1 ard 2 with A-Major and beat 3 with E7.

var. I. Beat I can ke either stopped abruntly or allagwed
o ring thrcugh the rext two beats. The heats 6-10 can pe
cut very akruptly.

Var. IT. This example is two compaSes- long and can be
interpreted effectively by followinc the indicated staccatg
beats indicated with a slazk through them.

Var. III. I have included an optipnal after-beat accent
on cgunt 3, and here again thev can be stgppod or allowed to
sustain.

far. IV. This example 15 from Pacp Ceperc and includes

the common practice of fitting a triplet rasqueadc pettern
into groupings of sixteenth notes. Cpnveniently chese
patterns gome out even within 3 beats. It i5 ot uncommon tg
play two <rirlet rasgueados within cpe beat tedav.

—e T

Reubina Carmona

Instruction in Cante
and Baile Flamenco
Pergonal Costume Design

(213) 660~-9059 Los Angeles, Ca.
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... Sobre el baile
TECHNIQUE, CRAFT, ART

Teacrking, and perfprming for many years, I am cfbten asked
that guestipn, "Hpw lgng does it take to become a dancer?™ --
or mere specifically -- "How long dpes 1t take to become a
flamence dancer?" I almost always find myself at a lpss for
wards at this questian because trying to answer it in a few
short sentences, nonchalantly, off-the-cuff, 30 to speak,
invariably leaves the perspon who asked Just as mystified as
before they asked the guestion.

What is pecoming a flamenso dancer? what does it take and
what does it consist cf? If I give the answer in the amount
of years of study -- ten years like most ballet teachers say
-- then ten years of what? What is at the end of ten years?
0f c¢ourse there are as many answers to the question as there
are people wha ask it. I would like to give an overview of
what I think pegple want.to know ir regards to a total learn-
ing process af flamence dance including all Bf the facets of
flamenco music, sonq, traditign, histary, etc.

Flamenco by its very nature kits an emotidmal chord in
most pegple who first discgver it., It can even look sasy to
meny, in its subtle moments. I remember, years ago when I
was teaching in Los Angeles, in the days when there were
Spanish dance companies passing thraugh guite reqularly, like .
Jose Greca, Roberto Iglesias, Carmen Amaya, Jimenez-Vargas
and pthers. I would get phone calls from pepple wha had seen
the cancerts and "“lpved it" 50 much and "felt it" sg much
that they wanted to dance that flamenco. They wanted to
dance "pne nf those tarantas” as one girl put it. Some nf
these pepple would came to dance class and when they found
gut that there was much more tp it than a few guick and easy
lessans, they would melt away. Some of these people tpld me
that they "feglt it™ so much that they did not need gr want
tecimique or want to bother learning the music or steps, 1
found myself saying, "Fine, when you go out on stage and

"feel' and 'emste’ in frant of an audience far 3 minutes
then what? what are you geing td do for the rest of the
performance?" It is the "Then what?" that I want to talk
about.,

No matter whecher you are an aficionadc wanting to dg a
few steps in a fiesta nr a dedicated professional, it is
desirable to understand an approcach to technigue, craft and
art, which are facets of flamence and pf all performing arts.
Good technicque is eSsential tn develpping a craft, a way of
using the technique sc that eventually one can unleash the
art that is the essence of flamencqg.

As pne becomes inspired to study flamenco dance, it is
important to work on and develop an understandinp of basics
-~ good basics of movement —- tgtal movement as it applies to
flamenco dance, developing a good fagundation; a total-
movement approach is important before ane should think of
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getting too camplicated. IXf opne can do simple things per-
fectly, it is passible tp da difficult techniques eaeily. It
was said that the great flamencg artist Pastora Imperiop cguld
make an avwdience cry  Just by the way that she 1ifted hey
arms. What deep understanding there must have been ——
whether born with or acquired -- that was behind that move-
ment which unleashed such art.

Talking of technique in relationship to flamenco is often
like talking about religion or pglitics. There are as many
opinions as people. There are schpols of, "too much tech- -
nique takes away from the art.™ wWell, technique for tech-
nique's sake is not the approach to take, for technigue is
the wvehicle to express the art, just as a hammer and nails
are not the hpuse but are some of the tools tg build the
house. There is no such thing as too much technigue if the
Purpose is tg express a sincere approach to artistic expres-
sicn. Did Michaelangelo have too mueh technigue when he
sculpted his David and Moses or did Beethoven, when he com-
posed his 9th Symphony, or Carmen Amaya when she executed her
incredible complex movements and counter rhythms? Df course
not, fgr their primary purpose was giving birth to the art
within.

I will not go into great detail on an approach to tech-
niguwe as that will ke in a forthcoming book and is not the
primary focus of this article. Suffice to say that flamenca
dance has all of the facets of every other dance art and
more, and that it calls for a total approach from the begin-
ning. Flamenco dance is visual movement and a dance form
with a very important invclvement of every part of the body.
Flameneo is the bloodstream of dance, going to every part of
the body, with not one part of the body moving without the
gther. It is not just grabbing a skirt or vest and pounding
away at a footwark combination. It is a posture of the body
that sings of the ages, of proud races of people, past and
presant; it is arms moving, expressing a reach for love, life,
death, challenge and rebirth, It is a head held high, like
the Pheenix rising; it is earth and sky: it is movement and
non-movement, like the appearance of a distant star that,
though it appears still, is moving through eternity. It is
audible music, footwork interxplaying with a joyous surface, a
lowe == making of sound against sound, of palwas, Tootwork,
pitgs caressing our listening senses with passior and life.

The craft of using your techigue to "say something" comes
from the good fartune of many things such as proper ambiente
to learn the meaning and understanding of what flamence is to
you, This goes from studying with teachers of dance whg are
sepsitive tg your indiwviduality, to all of the gther elements
of the music, song, 2tc. It is the rehearsing and oracticing
and more practicing, until your technigue has flaw., under-
standing, phrasing, individuality, clarity and all of the
gualities that enable you to become ane with the music, the
dance, the sgng and the total feeling of flamenca -- the
feelings that yau have personally in regard ta flamenca.

There is much written on art, the art of the dance and the
ather arts. The words used are often the same wards used to
discuss love., Art is difficult to explain in words and more
easily expressed in feeling, Contrary to what many peogle
might think, it is the craft af an art form that is most
aftan seen, nst the art itself or the expression of the art.
This is not to say that the person performing is nct an
artist, but that he/she is not a machine. It is this beauti-
ful difficulty of just "turning on the art" that makes art so
rare and precious and worthwnile striving for. I¥s like the
search for gold -- it takes the movement of many tons of
earth and stone tg find a few grains of precicus metal.
Professicnal perfgrmers, performing night after night or
touring hundrede of miles and then giving a concert, often
rely an their craft, presenting the art form as beautifully
and excitingly as possible., You, as an audience, are seeing
2 very contrplled and fabulous display of exciting technigue,
of music, song and dance, turned on by many years of experi-
enced craft, even though the performer might be sick or dead
tired.

I was tcld an interesting story by a very fine guitarist
who was visiting Sevilla. At the time there was a well-known
gypsy dancer performing at one of the tablans. This dancer
was welleknown for his “great art" when ronditions were "just
right,” but the "right” conditions were very unpredictable.
The guitarist went night after night to see this dancer and
far e week or so he saw the dancer perform -- perform, as he
put it. "nicely," but nothing to really excite the blood-

stream. The quitarist was getting ready to leave Sevilla but
decided to go on gne more night to see the dancer that he had
heard sp much about, amd it happened. As described by the
guitarist, "The soleares," danced by this well-known gypsy
dancer, "made people rise out of their chairs, the air was
like a vacuum ready to explode, the dancer was possessed and
possessed the audience who could not even breath." It was
the most moving of all experiencea. It was dance that trans-
cended dance, and for Iw better word, it was Art.

A perscn might be nurtured like a beautiful flower. The
flower is the expression of art after the plant has been
watered, kixsed and caressed by the sun and nurtured in the
soul of Mother Earth. Dance becomes Art when it transcends
technique, when craft carries movement to great hejights where
it intertwines with the soul, the meaning of all creativity.
Art is alsc a giving process. Everyone has some creative
expression of nature, of life, and when that person who
carxies a bit of "dance in his being,” follows a path of
creative growth, then the flower of Art will appear in his
dance, and for that split second he will know the meaning of
creative life. In the creative world of the performing arts
-— af the arts as a whole «- flamenco is an entire garden and
Jucky are those who become its gardeners....

~=~ Tec Morca

Marina Keet

SOUTH AFRICA'S LOSS -- AMERICA'S GAIN
Submitted by EI Chileno

Froducar, choreographer and teacher; senlor examiner and
hoanorary life vice-president of the Spanish Dance Society
(South Africa); founder and president of the Spanish Dance
Sgciery in Italy WMarina ¥eet was born in Calwiniam, Cape
Province, South africa, on 2 September 1934, and educated at
Rhenish Girls' Higk School, Stellenbosch. 3She studied ballet
in Stelienbosch with Amelia Conp and in Cape Town with Cecily
Ragcinscn. At UCT Ballet School {1951-%4) she studied ballet
with Dulecie Howes and Pamela Chrimes and Spanish dance with
Jasmine Honoré. While still a student, one of her ballets
was chosen by Howes to be performed at a Cape Town Arts
Festival in 195%4. She danced with the UCT Ballet Ccnpany
fror 1350 tg 1955 in Cape Town and an tour and was on their
teaching staff from 1956 to 1975 (with a breax of twc vears
when living in Sweden), lecturing on ballet histary and
teaching and producing Spanish dance. In 1951 she joined the
UCT Drama Faculty as dance teacher to the senigr students and
was one cf the founder members of the Spanish Dance Society
in South Africa in 1965,

In Eurcpe she studied (in 1955, 1957, 1953, 1960, 195,
1972 and 1275) ballet with Marie Rambert and Spanish dance
with Elsa Brunelleschi and the Pilar Lopez Company in London,
Emra Maiearas in Barcelona, Enrique "E1 Cojo™ Jiminez in
Seville and, in Madrid, with Mercedes and Albano, Pedrg
Azorin, Marta Fadilla, Celsa Cainzas, Juanja Linares and
Pericet, as well as the Coras y Danzas with teachers suchk as
Carmen cords, and Basgue dancing with Juan Urkelz in San
Sepastian. In 1375 she was awarded a bursary cy the Cape
Tercentenary Foundation and UCT.

In 1850-SE Marinz had her own dance studias in Stellen-
bosch and in Cape Tawn {(1956-58). 5She taught in Londgn in
1955 and 1957 for Brunelleschi; in Stockholm in 1%60 and in
Roame from 1277 where she started a branch of the Spanish
Dance Society. In 198D she was elected their first president.

puring her two-year stay in Stmekholm (125%-60}, she be-
came the Scrandinavian correspandent for Ballet Today in
England, and Dance Magazine in the USA, She alsc gathered
historic material for a book on the Royal Swedish Ballet ano
was one of the contributors ta Ivor Guest's book La Fille Mal
Gardée. She has contributed tao encyclavpedias at home anc
overseas an Sauth African ballet and has reviewed ballet for
the SARC. Among publications are a book, Spanishk Dance
{lecture notes of the UCT Summer Schools), thegry books, and
the syllabus for the Spanish Dance Society; and The History
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of Ballet in South Africa.

For CAPRB she has choreographed seven major productions,
amongst them the ballets "The Three-Cornered Hat," "Misa
Flamenca" and "Fiesta Manchega."

In 1977 she was elected a life member of the Spanish Dance
Society, the first to be thus recognized for services to
Spanish dance in South Africa.

Now in Washington, D.C., Marina Keet writes: From
September I shall be on the staff of George Washington
University teaching Spanish Dance, which they will now offer
as z credit course. I am also starting The Spanish Dance
Society in America. It is something that grew out of
Luisillo's visits te South Africa where I was teaching at the
University of Cape Town Ballet School. He visited the
country about six or seven times, Greco came and so did
hntonio. The interest was so great that there was a Spanish
dance boom.

Later about fifteen of us got together to form a syllabus
and codify the technical side. BRll had many years of exper-
ience as teachers and dancers in Spanish companies. We
pocled our knowledge, and a system emerged that really works.
It is based on carefully graded exercises for castanets,
arms, turns, zapateado, the escuela boleras and regional
dances. Each of the six junior examinations have two dances,
the one being flamenco and the second dance regional and/or
classical. There are three major examinations and two
teachers examinations. Throughout the junior exams the
sevillanas is taught, one verse for each exam and, in the
senior ones, the classical sevillanas is introduced. Dances
such as "0lé de la Curra,” the "Zapateado de Maria Cristina,"
"pPanaderos de la Flamenca" and "Boleras"™ are included, as
well as all the well-known flamenco ones. The strength of
the syllabus is that it combined the knowledge of many people
and not just one person. Most teachers, even in Spain, find
they have to work out some method of teaching, and not just
rely on dance after dance being taught, with no thought of
prior knowledge of how to use feet and arms.

Bach exam has a follow through from the exercise into the
dance. The set exercises that are used to practice the
steps, serve to strengthen and correct the work. These are
then woven intc a simple dance joining them all together.
Theory is followed through in all examinations up to a high
level when students study the history of Spain as well. This
method is now spreading. There is a Society in London, Rome,
ABustralia and 1 have started it here in Washington.

The first examination session will be held at George
Washington University in September. The visiting dancer and
examiner Marina Lorca will come specially to conduct it.
Having a dancer of her calibre here, made me embark upon a
show. This will take place at the Marvin Theatre and T
enclose a special notice about it. To partner her, T am
bringing the gypsy dancer Emilic Acosta from Spain. The
guitarist will be Paco de Malaga and Manolo Leiva will sing.
You featured him a short while ago. Perhaps you may wish to
tell your readers something about all this. T include my
curriculum vitae, so that you know a bit about me and my
contribution to Spanish Dance. By the way, Luisillo was made
"pPatron™ of the Society in recognition of his contribution in
popularizing it around the world on his tours.

This is just the first of many such shows that I plan to
do in Washington. I wonder, for example, whether there might
be interest in taking Emilio Acosta to California, seeing
that he is in the country? I have only asked for a permit
for him to work in Washington, but that can always be changed
once the interest i1s expressed for him to perform elsewhere.
To me he is a remarkable artist with a range and depth from
the greatest intensity to the most delightful humor in a
bulerias.

The program will be in three parts: Firstly, regional
dances from all over Spain danced in the costume of those
regions. The unique feature of this part will be the accom-
paniment by local Washington musicians playing the special
instruments from these regions. The Basque three-holed flute
called a Txistu and a tambor; the Galician bagpipe with the
nnusual Galician drum, Pandeira, plaved across the chest, the
lute, guitar and pianc-accordion. The performers will be
Betsy Small, Steve de Bevec, Laurie Anders, Scott Reiss and
Pipe-Major Gregory O'Brien of 5t. Andrews pipe band. Dancers
are from the George Washington Folk Dance Group, the Spanish
Dance Society and the Foggy Bottom Morris Dancers and
students of the Washington School of Ballet.

The middle section will demonstrate the work of the
Spanish Dance Society. The unigue dances and steps of the
Spanish Classical School of dance, the Escuela Bolera, will
be shown and of special interest will be the same dance per-
formed in two ways, showing how "style" alone can change a
dance from being classical, to become regional. These two
sections feature the Washington dancer, Irina Montes,
formerly a member of Antonio's Spanish Dance Company.

In the flamenco section, two visiting guest artists will
perform, Marina Lorca, formerly of Luisille and Carlos de la
Camera companies, who is an examiner of the Spanish Dance
Society and here to conduct their first examination session
in Washington, and Emilio Acosta from Sevilla, a gypsy dancer
who was formerly with the companies of Luisillo, Antonio
Gades and Rafael Aguilar. Also coming from Spain, especially
for this performance, is Margarita Jova, a Washingtonian at
present performing in Madrid. 5She has danced with the com-
panies of Raul, Antonio Castillo and Mayte Galan. Thev will

be performing with two famous exponents of flamenco, Manolo
Leiva the singer and Paco de Malaga the guitarist.

Tickets available at Marvin Theater corner of 21st and H
Streets, N.W., one week before performance.

FPhone: 676-6177.

MARINA LORCA was born in Cape Town. She studied many
dance forms there, including Spanish dance, and continued
her studies in London and Spain. Her main teachers were
La Quica, Paco Reyes and Pepe Marin. She joined the Carles
de la Camera Company, performing with them in Madrid as well
as on tour. Later she joined the Luisillc Spanish Dance
Theatre, touring Australia, New Zealand and the Far East
before returning to Madrid. She has her own Spanish dance
studic in Cape Town, where she and Emilio Acosta have per-
formed together. In January she performed together with José
Antonic Ruiz and his wife Luisa Aranda, both principal
dancers of the Mational Ballet of Spain.
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EMILIO ACOSTA was born in Seville of gypsy descent. lie
joined Luisillo's Spanish Dance Theatre and with them toured
Europe,; MNorth and South America, Australia, New Zealand,
South Africa and the Far East. He returned to Spain and
danced in the companies of Antonic Gades and Rafael Aguilar.
In 1968 he went to South Africa where he danced as guest
artist in the Mercedes Molina Company in Johannesburg and
later in Cape Town, where he starred in all the Spanish dance
productions for CAPAR Ballet. Some years ago, he returned te
Spain and settled in Andalucia.

AUTHENTIC FLAMENCO DANCE CLASSES

NOW BEING OFFERED IN NEWBURY PARK, CA

(20 MIN. NORTH OF WOODLAND HILLS)
PROFESSIONAL INSTRUCTION BY

CARMEN CHEVERE (805) 498-0264

PHOTO AT RIGHT: CAMARON DE LA ISLA AND TOMATITO
(Photo by Peter Holloway)

FESTIVALES
1982

? UNINETY-ONE FLAMENCO FESTIVALS

FROM JUNE TO SEPTEMBER"

by Migue]l Acal

[Erom: 19R82; submitted and translated by Paco

ABC, June 11,

Sevilla)

A Gallician friend of saying to me, o Ry
surprise, "Among all the areas of Spain, Andalucia is where
they place the most importance on the traditional music.” And
I think he is right, in part, But only in part, becausc,
although the Andaluz takes into account our musical wealth,
those who should be responsible for elevating the culture
storehouse of this part of the country, talk about it only
during electoral periods.

On the 13th and 14th of June, 1922, the intellectuals
succeeded with the first contest of cante jondo that we
of. The stage was the plaza de los Aljibes in Granada.
Zuloaga, Rusinel, Garcia Lorca, Ceron, Lanz, Turina, Juan
Ramon Giménez, Pérez Casas, Pérez de Ayala, Salazar,
Fernandez Arbos, Borras, Aga Lahowska, Rodriguez hcosta,
Oscar Espla, Manuel Angeles Ortiz, Ortega Molina, Gallego
Burcon and Francisco Vergara organizing committee
of the contest, the purpose of which was to try to stop the
adulteration of flamenco., Antonle Barrios “"E1 Polinario” was
partially responsible tor inspiring the initial work, which
arose from his “tertulia” [regular informal gathering for
the purpose of discussion] in the tavern on the Calle Real de
la Alhambra.

After the success of the contest, which gave honors to
Manolo Caracol -- still a child — to Frasguito Yerbabuena,
and El Nino de Hoelva, among others, there is a long paren-
thesis of flamenco activity at that level. The contest did
not succeed in stopping the adulteration, in spite of the
good intentions. Flamenco continued to corrupt itself in the
tablaos and theaters, and the film industry came pillaging
and plundering into the world of flamenco, leaving it with a

Mine wWas

know

made up the
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certain image.

Hothing serious was attempted agaln until 19%€. Then,
the Concursg Macional de Cante Jondg was organized; Fosforitc
was the winner. In that same year, in Utrera, the Potaje
Gitang was initiated; it has been with us for twenty-fiwve
vears amnd has served as a model fyr the present day flamenco
festivals.

In recent vears, flamenco has taken its place as a
cultural fellow. What was once patrunized by only a few ngw
is of sufficient importance that it attracts an endless
number of aficiconadeos and flamencelogists who utilize it in
ane manner or another. and the flamenco festivals — a mast
common expression in this epoch -- flourish like the daisies,
only a little later.

We have been consulting with Senar Pulpén, a primary
figure in the present diffusign of the cante, and the one whe
conrdinates practically all of the festivals. In 19B2 he has
contracted ninety-one festivals, not many if we take into
account that there were one hundred and eighty-two celebrated
in 1981.

The months of May and September gffer the fewest festivals,
which is natural if we consider that they are presented out
aof dugrs and the climate has & decisive influsnce on these
shows. In May there were ten festivals, plus a cultural week
in Madrid, as part gf the fiestas of San Isidra, which
included performances by Fosforityg, Menese, Turronero,
Morente, Fernanda y Bernarda, Pacg Ceperc, Enrigue de Melcohor,
Los Montgya, Rafael Mendicla, La Susi, Fanseguito, Juan
Habichuela, Lebrijans, Juan Villar, Camarén, Manuela Carrasce,
Angelita Vargas, Biencasaoc, and El Giitg. & goud example
gffered to us by the government of the capital of Spain.

The montn of June -- the Hundiales [sgccer championshig]
have their influence -- ten festivals will be celebrated,
alang with a cultural week sponsored by the Pena de la
Plateria of Granada that will present Calixto Sdnrhez,
Enrigque Morente, Chanc Lobato, Paco Teronje, Fosforito, El
Giityg, Rafael Romero, and Maric Maya.

The two months with the greatest number of festivals —
the weather is mere denendable, the Mundiales are over, and
vacation time is at its greatest -- are July and August.
Twenty-five “festejos" in July, and thirty-nine in the
following month, spread throughout Ardalucia from Castil-
blanco de los Arroyos tog Ojén, from alora tg Mairena del
alijarafe, frum Almeria to Penarraya, frgm Almuliecar to
Puente Genil...

In September the number drogps considerably: only ten
festivals. But, at tho moment of writing these lines, we
still don't have concrete infgrmation about towns that have
traditionally held festivals, such as Utrera, Lebrija, Las
Capezas de San Juan, La Linea, Algeciras, Blcalsd éel Rig, ar
Eota. A taotal of thirty-eight towns with a tradition of thie
tyre of show have nogt made final plans or have not made them
known.

In the widespread path of flamencyg, that runs from Ceuta
tg Barcelgna, passine through all of Andalucia, Badajaz,
Ciceres, Madrid, Zamora, Valencia, Ledn and Albarete, the
festivals have a distinct and signifirant density in
Andalucia. At the head of the 1list, Sevilla and Cddiz with
15 festivals each, then Cordoba with 16, Mélaga 15, Huelwa 7,
Jaén 6, Cranada 5, and Almeria with 2.

This number of festivals supposes a cost of 45 millicn
pesetas [c. $450,000] for the artists alone. To that must be
added the cost of publicity, sound sites, chairs and other
structures, plus perscnnel to manage the events. An average
festival in 1982 will cost about &0C,000 pesatas [c. $6,000]
fgr artists, the most expensive being that of Chiclarna, with
1B performers and a cust of gver a millicn pesetas [$10,0007.

The most sought after canmtacr 15 El Cabrero., Hext are
Turrcnera, Juanito villar, Fosfcrito, Calixto Sanchez and
Leis de Corduaba. Purther down the 1ist cgme José Menese and
Camardn de la Isla. Significantly lawer is E1l Lebrijanc, whey
is the most expensive -- 150,000 pesetas [21,500] per show --
if yeu dan’t count Chiguetete. But Antonip Cortés
[Chiguetete] is not going tg dg festivals, except far three
that he committed himself toc earlier in Triana, CAdiz, and
Alhaurin, but will perform in his own shows. Charging $23,500,
he will work mors than anyone.

That, in a rough putline, is the flamenco pancrama for the
summer gf 1982, In some cases, the pall is still ik plav.
Utrera 15 an example of the indecision that 1s sturk, likes a
dagger, in the heart af the cante.

SANCHEZ PERNIA

COMPOSER OF FAMOUS THEMES, BUT AN UNKNOWN

{from: 5ol de EsEaﬁa. May 1, 19B2; submitted by Vera King;
translated by Paca Sevilla)

It is normal in our country far the composers of well-
knewn sungs to ga mare-ar-less unnotized, if nat completely
unknown. In the case of Manuel Maria Sanchez Fernia, this
cguldn 't be more evident. The author of many songs, he is the
composer of such hits as "Hablame en la cama®™ and "Desnidame
sobre mayo," themes sung by Maria Jiménez, as well as "Na sé&,
nc 2" by Rumba Tres, and others that have been interpretec
by Focin Jurado and Gracia Montes.

These sonos that have reached the peak of popularity are
almcst always assoriated with the name of the performer and
seldom with the authgr, whg in this case is Manuel Maria
Sanchez Pernia. The list of singers who perform his scngs is
not finished; we could continue with groups who specialize in
sevillanas or rumbas, such as Los del Riw, Hermangs Reyes,
Loz de la Trocha, Ecos de las Marismas, and a long ete.
[$&nchez Pernia's name can &lso be found on the recgrd jacket
credits of some excellent rantaocres, Boquerdn being gne who
comes tg mind, as composer for themes for tangg, bulerias,
alegrias and sgled.]

Sanchez Pernia confesses that it has taken almost twenty
years to be able to make a living from music, in spite of the
wusical hits. As a rgmposer, he demonstrates that he is
demanding with himself; he usually only creates completely
rew and original thenes, and those that don't please him, he
throws in the waste hasket, aven though, with a little luck,
they cemld be put on the market. Also, like the majority of
composers who we could zall “modest," he laments the fact
that, if & theme that he has romposed is successful, that is,
reaches the list gf hits, the triumpk goes te the performer,
but, on the other hand, if the theme dosgsn't reach the
desired popularity, the composer suffers the Failure.

This year the picture looks petter for him. He has com-
posed sevillanas for “os Hermanas Beyes and it seems that
one, "Si fuera ya" is doing well, 1In any case, Sanchez
Fernia recognizes that composing sevillanas is not a paying
proposition, since they are heard gnly threes cr four menthe
af the vear. It is, perhaps, for that reason that he has
only composec eicht, while he must have created at least twy
hundred sgngs that have all had great surcess in countries
like Argentina, Mexico, aor the United States.

Sanchez Pernia, marries, thirty-nine years old, and a
native af Cazalla de la Sierra, divides his 1life between
Sevilla and Madrid, the latter being the site of most rergrd-
ing actiwity. He tells us that Madrid has had sgme seventy
years of experience in this work, and it is time and effort
that create success. For that reason, although there is much
desire to create a reccrding industry in Sevilla, it is a
difficult task due tc the lack of tradition in that area.

one of Sinchez Pernia's greatest dreams is to do authentic
flamenco, although, wpon introducing this gbiective, we could
ask ourselves whether there exists a “"false" or "unauthentic"
flamencos In any case, performers such as El Borriquito de
Jerez, El Perrate, gr La Farnanda de Utrera, who do "authen-
tic" flamenco, in the judgement gf the composer whose themes
they sing, are good people, but they don't sell. Fgr that
reason, peints out Sanchez Pernia, the Junta de Andalucia
should give more aid to the rante that is rharacteristiec of
our land and stop putting gn operas like “"Carmen." For this
rompaser, folklore is signifirant and is that which identi-
fies a people. For that reasgn it should be promoted. Pernia,
on speaking of foreign music, or foreign-influenced Spanish
music, demonstrates that he has misgivings and points cut
that a pegple understand what is theirs, nct what cogme: from
cutside. He iz not mistaken when he points gut, alsg, that
the exchange of recorded material with other countries is a
unilateral relationship and that there does not exist a

musizal exchange.
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Concert Rebvielos

A MASTERFUL LESSON BY MAESTRO SABICAS

"The legendary flamenco guitarist stirs an ultra-young
audience."

(Erom: La Vanguardis, June 13, 1982; submitted by Antonio
David; translated by Pacoc Sevillal )
by Albert Mallofre
Sabicas, the legendary maestro of the flamenco guitar, 69

years old, and a thirty year resident of New York, finally
returned to Barcelona and took his place in the Palsu de la
Musica to giye a truly triumphant return concert. The
audience, primarily youths, sat fascinated by his magic
virtuosity and cheered him with fervor. Today, Sabicas, and
shortly, The Rolling Stones...it is clear that the young
recple are ready for the rediscovery of old glories!

Sabicas structured his concert in three parts, covering
the full range of flamenco with strict respect for tradition:
malaguenas, farrucas, ndenas, tientes, soleares,
siguiriyas, saetas, and the always joyful bulerias, with
ornamentation for dances, aires, popular themes from
andalucia, Castilla, etc., and in every instance, his "sabi-
quismo,”™ pure, serious, profound...eternal and elemental. A
prodigious fingering, perfect articulation, a deep and celm
rhythm, a timing that 1s virile, but contained, while melodic
waves play along with the beat of i heart that gives of it-
self. Meanwhile, the fingers flutter playfully over the
strings and settle lightly, like a tenuous caress, on a
sensitve string that yields lovingly and trembles while its
companions moan in complicity. It is poetry in motion,
exuded feeling, vehemence held back by the reins of
and channeled by the path of knowledge. And 1t 1s also a
shared eloguence, tested and purified by the centuries, that
is manifested with all of the splendid forece of a genuinely
popular form of expression.

In addition, without the curse of electric

= &
alegrias, ri¢

reason

amplification,

1t was possible to rediscover the leasure af =zubtle shading,
the flavor of a light, vaporous L, the ethereal wink of
a sudden silence, the exguisiteness of shimmering notes
strung together like pearls in a magic rosary...It was

another of the night's discoveries for the young people,
whose ears had become muscular, but not totally insensitive,
jue to the freguent electronic aggression of rock,
in summation, the applauses were fervent and the accla-
mation wholeheartedly enthusiastic, and Sabicas had to come
out time after time for bows and repeated encores that
included "Zapareado," a "Piropo a Galicia® 1h|t began with
"El noi de la mare," an arrangement of the "Malaguena" of
Lecuona, and, finally, a Jda version of the
] Sitio de L)

alf century in

Sabicas has been away
this concert will always

_—t

FLAMENCO GUITAR INSTRUCTION
-a new approach -

INTENSIVE GUITAR [NSTRUCTION IN A CLASS FORMAT
TWO 2 HOUR CLASSES PER WEEK "FOR THE PRICE OF ONE HOUR"

zzling guitar

Zaraq all the

stay with us.

WILL INCLUDE TECHNIQUE,
MASTERING THE FINGERBOARD AND REPERTOIRE.

BEGINNER- INTERMEDIATE THROUGH ADVANCED
STARTS AUGUST 16TH

CONTACT PACO SEVILLA -- 714/282-2837
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Flamenco Guitars For Sale

1962 JOSE RAMIREZ SPRUCE TOP CLASSICAL GUITAR
STAMPED "PB" EXCELLENT CONDITION

1949 MARCELO BARBERD FLAMENCO, PEGS, CLEAR
GOLPEADORES, OUTSTANDING FLAMENCO SOUND

1974 MANUEL VELAZQUEZ SPRUCE TOP CLASSICAL

52 ,B00

$2.,400

T T T T A A T "3_

GUITAR, SIGNED, EXCELLENT CONDITION £2,000
CONTACT: R. E. Brune
800 Greenwood St. "
Evanston, [L &0201
[ Tel. (312) 864-7730
I.' '-.’-”’w‘”””"’*
J, 2 FOR 1 FD Ncu 2 FOR 1 {
| SPECIAL SPECITAL
EXP I0-31-K2

| No Limit
GUuU lT AR STRINGS
Set FSW 108 w clear trobiles Set FSB 100 w black tiebles

| REGULAR 810 SET — SPECIAL 2 SETS 310
| LESTER DeVOE = GUITARMAKER
| BOX AA, SAN JOSE, CA 95151

Encloscd is iy check or munv-uﬂtr[uwuhh to Lester T

| Semnd __sersd I-H]ll_ﬁlh{}"i“" 85 cuch set_plus 8 50 cach set post, Iy, |
Californio restdents add 6 5% sules (ax
N — AR
“lh' Statc 4y R S,

S e S Lot dmege o -

miscellaneous

RONALD REAGAN DANCING WITH LUCERQO TENA IN THE CORRAL DE LA

GUITARIST (S FELIX DE UTRERA, CANTAOR,
PALMISTA LOOKS LIKE NANCY REAGAN
Paco Sevilla)

MORERTA IN 1972,
PROBABLY GABRIEL MORENO,
(Submitted by
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Read interviews with Segovia, Tomas,
Romeros, Pujol, and many more. Find
out about instrument builders, festivals,
competitions, and master classes. Play
our netw music and lute tablature. Find
out what is happening around the world
in guitar and lute through-

guitarsalute

Magazine
1229 Waimanu Street

Honolulu, Hawaii 96814

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

(from: Semana, May 1980, submitted by Paco Sevill-)

PHOTOS TAKEN DURING A PARTY GIVEN BY THE COUNT AND COUNTESS
RUIZ DE CASTILLA TO CELEBRATE THE INAUGURATION OF A TABLAD
FLAMENCO CONSTRUCTED IN THEIR HOME

UPPER LEFT: THE FAMED CLASSICAL/FLAMENCO DANCER ANTD }
PILAR LOPEZ ket

UPPER RIGHT: ANTONIO IS REUNITED WITH HIS LONG-TIME DANCE
PARTNER ROSARID

LOWER LEFT: ANTONIO DANCES WITH THE COUNTESS
LOWER RIGHT: ROSA MORENA AND ANTONIO
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SAN PIEGO SCENE
JULY JUERGEA

JUERGA TO END ALL JUERGAS

by Juana De Alva

The July Juerga was truly a merorabkle cne. After monthks
2f seeing ocur numbers dwindle, everyone in Scutkern califor-
nia seemed tp have decided that this was the month tg drop wir
cn the juerga. Fopefully there will be some photos submitted
for the next issue which will be more descriptive, than I, of
what went on. In the meantime I will ‘ust enumerate those
present. Eighteen Guitarists: from San Diego: Ron Ryna, Herb
Goulabain, Yuris Zeltins, Fach Sevilla, Jesus Sariano, Tery
Serrer, Mimette, Cristina Reyes, Thor Eanson, David Cheneyv,
Tom Sandler, pamian Ballarde; from Los Angeles: Miguel Ochoa,
Cris Carnes, David De Alva; San Franciscp: CJarlas Mullen;
Geprgia: Anya $id Amed; Hawail: Rick Hunter.

Wineteen Dancerg: from San Diego: Julia and Mariz Clara
Romera, Vietpr Gill, Juana and Trish De klva, Elizaketh, Jr.,
Elizabeth, %Sr., Yictoria and Juanita Vallarde, Michelle
Botellp, Wicki Dietrich, Maripili Heriot; Les Angeles: Carla
Ochoa, Miguel and fana Eernal; San FranciSco: Rosa Montcya,
Faula Reyes; CGeorgia: Marta del Cid: Mexicp: Magdalena
Cardosp.

Eight Singers: San Diego area: Chare Botello, Pilar Morenc,
Remedios Flores, Mariscl West, Maria José, Rafael Tiaz;
dawail: Rick Hunter; Mexice: Antbnic Joven.

There were some fifteen other friends and aficipnades who
contributed to a very full evening of music and dance rthat
continued until gam.

- AUelsT JUERGA

ANGTHER JUERGA UNDER THE STARS

We return to the mountain top again -- to the home of
Francisco and Elizabeth Ballardo. The juerga will be
out-of-doors, so dress accordingly. It is reguested that
members fulfill their pbligations as tc bringing food,
being present if they have invited guests and beino respon-
sible for the behavior of all members in their party.

Date: Aug. 2ist Time: 7:30pm -- 2

Place: €271 Scledad Mt. Rd., La Jolla

Phane: 714/454-40Bc

Bring: Tapae and warm clothing.

GLT! Seledad
Min R, \ *
\ ¥

\®

SEPT. JUERGA: call Vicki at 468-3755 or Juana at 440-527%3
to check or September. (Mr. Lenshaw's 90th).

ANNOUNCEMENTS

Anpouncements with the exception of classified ads are free
of rharge to subscribers. They will be placed for two
manths if apprepriate and must be received by the lst pf the
month pricr tc their appearance. Include phone number and
area code for use in the DIRECTORY. Classified ads are $1.D0
per line (each 9 words) for each month they appear. Make
checks payabkle to JALEISTAS and mail tc JALEQ, PO BOX 4706,
San Diege, CA 921D4,
JALEQ CORRESPONDENTS

If you would like tp assist JALED By acting as & chrres-
pondent for yvour city, please contact our PO Box and let us
know. We reed to have an update at least every two months.

vpdates

DAVID DE ALWVA is teaching a flamenco guitar class Mon., nights
at ths_inqeles Gate Cultural Center in San Pedrp from 6-7 and
Bail De alva is teackirc flamenco dance from 7-B. For in€o.
call 213/771-7BE7.

GRAN ANTOLOGIA DE FLAMENCO, 7 recerds, 100 cantes, 5D
cantapres, 25 guitarists. $52.00; Casa Monec NWew York City.
RIDGEVILLE CULTUBAL ARTS PROGEAM offars classes year round
with Teresa and master classes with Edo Cle, Wictorip Korihan,
Mana Lorca, Maria Alba, etc. Tor further info. call 3127
B69-5640.

L5 HISPANIZOE, under the direction of Maximiliano, wiil be
Eﬁgearing seven days a week at Canada's Wonderland in
Toronto. Ferformances betweer 12 and opm on Internaticnal
street. The dancers are accompanied by guitarists Harry and
tavid Owen and will be perfcrming evenings atr the Palais
Royale in August.

FLAMENCO SOCIETY OF NORTHEER CALIFORNIA plans to provide a
place where students as well as professicnals will be able to
dance, sing and play. It alse hopes to highlight profes-
si1cnal talent at juergas, to spenspy outside coneerts, and
promote the good spirit of flamenco in our area. Anyone
interested can call (408) 423-B476. We plan to meet the last
Wednesday of every month.

TED MORCA was the recipient of the 3t. Denis Award for
Creative Chorecgraphy for hiz zapateado "El Zapaterc y Las
Botas Magicas.”

concerts

MORCA SANCE THEATER will present a series of Saturday night
concerts through August 21st in the Bellingham, Washington
arsa. For information call: 206/676-1B64.

MERCEIES MOLINA DANCE COMEARY will present "Flamenco Alive™
at the Shadow Ranch Park, 22833 van Owen, Canoga Park
between 5 and Fom, Aug. Bthk.

SPANISH DANCE iS5 to be presented at the Dorothy Betts MARVIN
THEATRE of George Washington University on Sat., 2¢t. 2nd at
Epm and Sun.,0ct. 3rd at 2pm and Bpm. Tickets: 5$6.00 Adults,
$3.00 Senipr citizens and students.

classified

FOR SALE: 1977 Gerundine Fernandez flamence guitar, lst
class, geg tuning, Spruce tgp, canngn, hard shell case,
5170.00. <Contact Gerardo Alcald, % Morca 1349 Franklin st.,
Bellingham, WA 9B225 ([206) ©76-1B6d.

FLAMENCO SKIRT AND DRESS FATTERNS with complete and easily
underetandable instructions. 3Adjustapnle sizing (sizes &-14)
for cuetom fi%. Send your name, address and $6.50 for each
pattern {inrludes postage and handling). Allew 13 davs for
delivery. Send to: Patricia Mahan, 755 N. Evelyn Ave.,
Tucscn, AZ BST1D.

FLAMENCD GUITARS FOR SALF: 1%%7 Manuel Contreras, signed,
with pegs 51500 and a 1981 Pedrp Maldonadoc "Negra" (exrellent
new builder from Malaga) $1BDO. Call Jorge Strunz 213/
B829-31268 Los Angeles.

LOOKING FOR cTHER FLAMENCOS in Vallejn, CA tb get together.
Call or write Jack Chringer, 1727 Fern Place, zip 94590,
17977 842-~5424,
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CASTANETS: Individually handcrafted by José Fernandez, 6905
Sylvia Ave., Reseda, CA 91335. Tel. 213/881-1470.
GUITARMAKER'S SUPPLIES: For price list write Allied Traders
of Miami, PO Box 560603, Kendall Branch, Miami, FL 33156.
ROSA MONTOYA'S BAILES FLAMENCOS is currently available for
the 1981-82 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, transcribed by Peter Baime, 1100 W.
River Park Lane, Milwaukee, WI 53209.

FOR SALE: Music by Mario Escudero and Sabicas, plus complete
line of guitar 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
Rd., Austin, TX 78749.

FLAMENCO SHOES: H. Menkes, Mesonero Romanos, 14, Madrid 13,
Spain (Tel. 232-10-36). For women's shoes send 4,400 pesetas,
men's boots 5,700 pesetas (postage included), plus measure-
ments or size in centimeters, as well as specifications,
allow three weeks from date of receipt.

JALEISTAS BY-LAWS AVAILABLE to all members upon regquest.
Please send a large, self-addressed envelope with your
request.

GUITARISTS AND GUITAR STUDENTS WELCOME to accompany dance
classes, San Diego area. Call Juana 440-5279 before Ba.m.
BACK ISSUES OF JALEO AVAILABLE: Vol. I no. 1 to 6 $1.00 each.
Vol. I no. 7 to 12 $2.00 each, Vol. II, III & IV no- 1 to 12
52.00 each, and Vol. V issues $2.50 each.

DIRECTORY
australia

FLAMENCO ENTERTAINMENT 3
Cosmos Inn (Adelaide) 08~51-2287

canada
DANCE INSTRUCTION
Maximiliano (Toronto) 463-8948

new york

FLAMENCC ENTERTAINMENT
Chateau Madrid (Lexington Hotel)
La Mancha (Brooklyn)

El Rincon de Espafia

El Castellano (Queens)

DANCE INSTRUCTION

Esteban de Leon

Jerane Michel

Victorio Korjhan

Mariquita Flores

Loretta Celitan (Long Island)
Estrella Moreno

Lilian Morales

Jose Molina

Bobby Lorca

Liliana Morales

GUITAR INSTRUCTION

Mario Escudero

Michael Fisher (Ithaca)

212/344-5228

212/724-4913
212/222-4937
212/927-7220
212/582-3350
516/724-6638
212/245-9504
212/245-9504
212/245-9504
212/666-5107
212/472-1345

212/586-6335
607,/257-6615

new jersey
DANCE INSTRUCTION
Yolanda Fernandez

pennsylvania

FLAMENCO ENTERTAINMENT

Meson Don Quixote

GUITAR INSTRUCTION

Carlos Rubio

DANCE INSTRUCTION

Camila Erice (Harrisburg) Y.M.C.A.
Julia Lopez 215/925-1889

201/861-8316

215/925-1889

215/732-9610

L A
virginia

DANCE INSTRUCTION

Maria (Virginia Beach/Norfolk)
Ana Martinez

804/467-1509
703/931-0324

GUITAR INSTRUCTION
Paco de Malaga

washington d ¢ area
FLAMENCCO ENTERTAINMENT

El Bodegon

Tio Pepe

JUERGAS

Charles Moeser

GUITAR INSTRUCTION
Mariquita Martorell

Paco de Malaga (Arlington, VA)

Carlos Ramos (Arlington, VA)

Fernande Sirvent (Arlington, VA)
Torcauto Zamora (Silverspring, MD)

DANCE INSTRUCTION
Raquel Pena (Virginia)
hna Martinez

FLAMENCO COSTUMES
Maria Carmen Ramos

georgia
DANCE INSTRUCTION
Marta Cid

florida

FLAMENCO ENTERTAINMENT
El Cid (Miami)
Bodegon Castilla

Marbella Restaurant (SW 8th St. 3lst Av)

DANCE INSTRUCTION
Luisita Sevilla
Josita Molina
Roberto Lorca
Rosita Segovia
La Chiguitina
Maria Andreu

minnesota
FLAMENC(O ENTERTAINMENT
Senor T's

GUITAR INSTRUCTION
Michael Hauser (Minneapolis)
DANCE INSTRUCTION
Suzanne Hauser
PLAMENCQ COSTUMES

Jo Ann Weber

- - -

illinois

GUITAR INSTRUCTION
Ronald Radford (Tulsa)
DANCE INSTRUCTION

Ridgeville Park District (Evanston)

texas
FLAMENCO ENTERTAINMENT

La Mansion del Rio (San Antonio)

DANCE INSTRUCTION
Anita Mills-Barry (Dallas)
Ricardo Hidalgo (Dallas)
Teresa Champion (San Antonio)
Rogelio Rodriguez (Houston)
DANCE SUPPLIES

Casa de Danza (San Antonio)

colorado
GUITAR INSTRUCTION

Rene Heredia
Guillermo Salazar
DANCE IMNSTRUCTION
Barbara Alba

oklahoma
DANCE INSTRUCTION
Jimmie Crowell

washington

DANCE INSTRUCTION

Morca Academy (Bellingham)
La Bomera (Seattle)

GUITAR INSTRUCTION

Gerardo Alcala (Bellingham)

703/931—9324

301/657-4799
301/992-4792

703/524-5083

703/527-3454

703/524-5083

404/993-3062

576-4536
576-4536
576-4536
642-0671
442-1668
642-1790

451-9606
333-8B269
333-8269

612/291-2889

618/374-1055

312/869-5640

512/225-2581
214/357-8802
214/352-6798
512/927-9029
713/780-1796

512/922-0564

722-0054
333-0830

303/733-4015

946-2158

206/676-1864
206/283-1368

206/676-1864
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FLAMENCO ENTERTAINMENT
Norton House Rest. (Portland)
DANCE INSTRUCTION

Maria Moreno

arizona

DANCE INSTRUCTION
Laura Moya (Phoenix)
Lydia Torea

Patricia Mahan (Tucson)
GUITAR INSTRUCTIOHN

. Ismael Barajas (Tucson)

california

FLAMENCO ENTERTAINMENT

Don Quixote (San Jose)
JUERGAS

Halcyon Ida (Santa Cruz)
Jack C. Ohringer (Vallejo)
GUITAR INSTRUCTION

Mariano Cordoba {(Sunnyvale)

Rick Willis (Placerville/Sacramento)

Juan Serranco (Fresno)
Anita Sheer (Los Gatos)
DANCE INSTRUCTION

adela (San Mateo)

(San Jose)
Paula Reyes (New Monterey)
Carmen Chevere (Newbury Park])

san francisco

FLAMENCO ENTERTAINMENT

La Bodega

Las Cuevas

Flamenco Restaurant

El Meson Restaurant

Siboney Restaurant |Berkley)
Las Palomas Restaurant
DANCE INSTRUCTION

Adela Clara, Miguel Santos
Rosa Montoya

Isa Mura

Teresita Osta

Jose Ramon/Nob Hill Studio
GUITAR INSTRUCTION

Mariano Cordoba

Ricardo Peti (Carmel Highlands)
CANTE INSTRUCTION

Isa Mura

223-0743

503/282-5061

602/995-1402
602/841-0028
602/885-0815

602,/745-8310

408/378-1545

408/429-8476
707/642-5424

408/733-1115
209/245-6095
916,/622-6672
209,/439-2410
408/723-0354

415/341-4484
408/292-0443

375-6964
805/489-0264

415/398-9555
415/435-3021
415/922-7670
415/928-2279

415/431-6521
415/239-7510
415/435-3021
415/567-7674
415/775-3805

408/733-1115
624-3015

415/435-3021

los angeles

FLAMENCO ENTERTAINMENT
Chez Carlos Del Peru Rest.
Lares Cafe (Santa Monica)
El Cid

ﬁspartalus Restaurant

Las Brujas Restaurant
JUERGAS

Yvetta Williams

Ron Spatz

ACCOMPANIST FOR DANCE & CANTE
Eduardo Aguero

DANCE INSTRUCTION

Roberto Amaral

Pedro Carbajal

Rubina Carmona

Manuela de Cadiz

Carmen Heredia

Oscar Nieto

Vincente Romerc (Long Beach)
Sylvia Sonera

Linda Torres (San Gabriel)
Elena Villablanca

GUITAR INSTRUCTION

Gene Cordero

Gabriel Ruiz (Glendale)
CANTE INSTRUCTION

Rubina Carmona

Chinin de Triana

FLAMENCO COSTUMES

Bubina Carmona

CASTANETS

Jose Fernandez (Reseda)

san diego
FLAMENCO ENTERTAINMENT
Calliope's

213/789-6513
213/828-9205
213/668-03238
213/659-2024
213/667-9587

213/833-0567
213/883-0932

213/660-0250

213/785-2359
213/462-9356
213/660-9059
213/837-0473
213/862-1850
213/265-3256
213/423-5435
213/240-3538
213/262-7643
213/828-2018

213/451-9474
213/244-4228

213/660-9059
213/240-3538

213/660-9059

213/881-1470

714,/281-2610

0l1d Town (Bazaar del Mundo - Sun. noons)

JUERGAS

Vicki Dietrich
DANCE INSTRUCTION
Juana de Alva
Juanita Franco
Maria Teresa Gomez
Rayna

Julia Romero
GUITAR INSTRUCTION
Joe Kinney
Rodrigo

Paco Sevilla
FLAMENCO COSTUMES
Clara Martinez

714,/460-6218

714,/440-5279
714/481-6269
714/453-5301
714/475-4627
714/475-5356

714/274-7386
714,/469-7732
714/282-2837

714,/831-2596 .

JALLS

Box 4706 San Diego,

CA 92104

BULK RATE
U.S. POSTAGE

PAID
La Mesa

California
Permit 368

TIME VALUE

RETURN POSTAGE
GUARANTEED





