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MARA IN FILM "KING OF THE GYPSIES"

Mara Sultani

Information from George Ryss

Mara Saltani, also known as "La Mara," "Mara la Sultana,"

and "lLa Gitana del Fuego," was born in Cuba, but has lived for
twenty-one years in the United States. Her Sephardic father
was from Turkey and her Spanish mother has Andaluz-gypsy
background. For gixteen years she studied oriental dance
with her father and, six vears ago, began to study flamenco-
Her teachers in New York were Ramdn de los Reyes, Jesus Ramos
and cantaor Luis Vargas, who tought her rompés.
1 Mara has danced flamenco in every possible New York City
establishment, including Chatean Msdrid, Casa Galiclas, La
sangria, Meson Flamencc, Lz Dilbalna, La Coruna, =1 Rarurrc,
and Capa de Espana. She has worked with Estrella Morena,
Maria Benitez, Jesus Ramos, Bdo Sie, Roberto Torca, Manalo
Fivera, and many others.

Mara has beeqn ackive in theater, appearing in productions

such works as "Man of la Manchs,™ "los Parantos," “Terma,

Lood Wedding." For the fmdian =:lm

was trained oy Pakistanit dapcer %ajma Ayvashs: her iancing

featured in the Dino De Laurentis film, “RKing of the

Aara lowes all dpanish m Elamenco,
she makes

ance dpesses and (s lnterse d in les ng tp plav

alearflus and bulerias weing
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LEFT TO RIGHT: EDO., MARA, PACO MONTES, PERRITO CORTES “GUIT," UNIDENTIFIED, SANDRA MESSINA AND ROBERTO GONZALES
AT HARVARD UNIVERSITY CLUB, NEW YORK CITY

T
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JUERGA IN NEW YORK CITY

the guitar.

Mara Sultani not only has the "gitana"
looks and temperament for Flamenco, hbut
she 1s loved by all of those who know her
and are exposed to her radiant personality.

&=

Read interviews with Segovia, Tomas,
Romeros, Pujol, and many more. Find
out about instrument builders, festivals,
competitions, and master classes. Play
our new music and lute tablature. Find
out what s happening around the world
inm guitar and lute through—

guitarsalute

Magazine
1229 Waimanu Street

Honolulu, Hawaii 96814
Send for Free Brochure. $2.00—sample copy,
$10.00-4 issues
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CORRECTIONS CORNER

Aug.-Sept. '82 issue: In STRUCTURE UP CLOSE, last sentence of
the text just before the Notes on Examples, the word "than"
was omitted. Should read...loocking at ancther's work, than
either the input or the eventual output.

In Teo Morca, interview, photo caption page 17 should
read MORCAS CUT LASER~SHARP IMAGE.

should read...
line 8

REVIEWS, page 15, line 5,
intimate “stage”...In second review, third paragraph,
should read "willowy" Ribina Valenzuela...

Cot. '82 issue:

LETTERS

FLAMENCO VIDEQ CASSETTES

Dear Jaleo,

Peter Baime (guitarist) has heeded my request (Jaleo,
Aug./Sept. '82, "Letters") for a flamenco guitar video
cassette. He put together a "superb" video recording which
should satisfy the most demanding aficionado.

He opened the tape with a stirring granainas and a
spectacular rumba. He then played several "moving" soleares
and siguiriyas, each first at normal speed, and then slowed
down with close~ups for demonstration of technique, with
accompanying remarks.

He closed the tape by photographing an intimate "after-
the-performance" party in which he and those whe helped him
in the production of the videotape celebrated their accom-
plishment. Anyone interested should contact Peter Baime,
1100 West River Park Lane, Milwaukee, WI 53209.

Bill Brinda

Huntsville, AL
{Editor: Bill alsc informs us that dancer Ragquel Pena and
guitarist Fernando Sirvent are preparing some video
cassettes which they will publicize in Jaleo when they are
ready for sale or rent.]

Dear Editor,

With reference to your Aug./Sept. issue (page 4) Ho Tong
Hang mentioned a video tape available by Paco de Lucia
produced by Carl Fisher and recorded at TV 1, London (1977).
I am keen to obtain a copy but he didn't mention where to
write to obtain it. Maybe Mr. Fisher is well-known in the
States but here we have not heard of him. Would it be pos-
sible for you to print more details regarding the above?

while on this subject, in the latest July issue reference
was made to several Manolo Sanliicar records including "al
Viento" -- 1982 and a flamenco opera --1982. I imﬁediately
wrote to my usual supplier (Union Musical) and was informed
that these records are not available (at least in Spain).
Are these records available in the States or elsewhere? If
not you may like to mention this in your next issue to save
other readers the trouble of writing for them.

In closing, please accept my compliments on your excellent
magazine. In our part of the world such publications provide
invaluable stimulation and information.

Thanking you.

P. Hardwicke

North South Wales, Australia
[Editor: Perhaps Ho Tong or others with information on these
recordings will respond.]

"IT IS THE PEOPLE WHO MAKE THE PLACE"

Dear Jaleo:

When we returned from our incredible vacation in San Diego
this summer, I found myself incapable of writing about it —-
it was such a full and intense experience that, for one of
the few times in my life, I was unable to find adequate words
to get it down on paper. However, Raul Botello has restored
my fluency and provided me with a launching point --it is
with love, nostalgia and acute embarrassment that I read his
account of our adventure ("Marta del Cid Comes to San Diego,"
Oct. Jaleo).

(continued on page 25)

PUNTO DE VISTA

"TRADITIONAL," "FREE STYLE," OR BOTH?

by Jimmie Crowell

Before we stop fanning the fire of “the outcome of
flamenco dance, today," I ask my colleagues' indulgence to
listen to one of the group, which truly holds in their hands
the ultimate fate of any dance. The group is the hometown
studio dance teacher, who covers a large number of standard
subjects from ballet to social dance, teaching children from
three years of age to adults how to become performers,
teachers and audiences. Ninety percent will become audi-
ences, that powerful group which feeds the devoted performer.

How many of these English speaking schools, say in the USA
and Canada, are teaching flamenco dance as another subject?
If it were seventy percent, the flamenco companies we have on
the continent today couldn't handle the audiences they would
produce. My next question is a tough one: Why aren't seventy-
five percent of the hometown dance studios teaching flamenco
as a standard (meaning not ethnic)? Maybe the price is too
high.

Nevertheless, the day is coming. And, it seems to be by
the same route as the ballet, when it was taken by the small
town dance teacher from the hands of the great masters and
reconstructed in order to reach the understanding of the
masses. That reconstruction, called "free style," was done
to music with which the majority could identify, and, since
it had the same technique or characteristic, was still
considered to be ballet.

As we see today, much "free style ballet" has grown and
been refined into a more perfect form by the large ballet
and jazz companies. Many of us can still remember the
"purists" shouting at the top of their lungs that ballet had
gone to the gutter. However, if you will notice, the cld
classics are still retained and guarded, so to speak, under
lock and key, to be taken out from time to time like very
expensive jewels in the family safe. Likewise traditional
flamenco. '

In order to guard the future existence of any idea, or art
form, it must be written down. Bravo to Marina Keet, George
Washington University, and the Spanish Dance Society of South
Africa for their efforts in writing a syllabus for Spanish
dance. It should be made available for all of us to purchase.
Furthermore, a syllabus, not a history boock, just for
flamenco dance should be written, and, by several open minds
in order to include both sides, "traditional" and "free
style.”

I offer the following imperfect and incomplete definition
to be thrown into a "pot" for change or deletion in order to
produce the beginning of a complete syllabus of flamenco as
it is danced today. Rules say: It should be a description
such as you would give a police officer to identify a
criminal: Flamenco dance is stealthy to quick of movement,
with tall carriage, due to the technique of 1lifted ribcage
and placement of rounded arms with lifted elbows. It is done
with the rhythmic accompaniment of handclaps, fingersnaps and
with castanets, but with most rhythmical sounds made by the
feet. The arm movements are enhanced by the inward and out-
ward movement of the hands at the wrists, and the face shows
a basic emotion of pride with love, hate, humor and over-
whelming happiness. It is "traditionally" performed with
singer and guitarist; in "free style," there may be any
number of orchestra instruments and with or without a singer.
Music is played in 2/4, 4/4, 3/4, 3/8 and 6/8 time using
phrases of six, eight, and twelve counts. Traditional dances
are alegrias, bulerias, farruca, soleares, tango, zapateado,
zambra, etc., with "free style" performed to any music
variation using either flamenco type rhythm or traditional
£lamenco music.
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LA TIA JUANA
LA DEL PIPA

130 KILOS OF ART, 82 YEARS OF COMPAS

(From: Gazeta, April, 1982; submitted by Paco Lira and Pacc
Sevilla; translated by Paco Sewilla)

by Juan Palacios

She has to be from Jerez. Tia Juana la del Vipa dances,
has danced, and will dance the way she does, because she is
from Jerez. It is possible to dance better or worse, but not
the way she does, because her one hundred and thirty kilos of
humanity has invented what we could call the "baile quieto"”
(the gquiet or tranguil dance), the guiet movement, or the
quiet compds: 2 posture that is held, still, with only the
eyes rebelling and, perhaps, a couple of fingers of each hand
abandoning the general stoicism in order to mark the compas
of some bulerias makes the "BAILE" appear in capital letters.

-- Look, Tia Juana, some day they will make a statue of
you like this one. We were passing by the statue of the
Margues de Domecq in a plaze of Jerez, on the way to the
Barrin de la Uva where Tia Juana lives.
looked at the statue and just said:

"He was a great man. T never danced for him...for his
children, yes, but not for haim!"

-- And how do you like to dance, sitting, like you are now,
or standing?

Upon hearing us, she

"Senta, sentranitas (seated). I am very graciosa (humce-
ous with style)l when I am sitting -- I know some good poses
that T have rehearsed...and one is no longer able to stand
for long."

The truth is that, at that moment, Tia Juana wanted only
to go to bed and not get up for a week. She had not slept
for two nights, "because of the festival and my kidney that
wouldn't allow it =- but most of all, because of nervousness
about the festival." Seven hours earlier in 5Sevilla there
had been an homage to La Tia Juana. The financial result is
still not known, but the theater was almost full and checks
had been sent, like that from Matilde Coral, te insure that
the years of life that remain for this impressive woman will
be a little more bearable.

-- How old are you?

"Pour bills of a hundred pesetas: you figure 1t out!”

We were able to figure it out, because we had been told
that the old gypsies count the years by “duros" (5 peseta
coins). Twenty years is a hundred peseta bill, or twenty
durcs. Four bills are eight duros or eighty years.

"Bueno, but you need two more."

— That would be eighty-two years that you have been
dancing, no?

“pues, no! Because I began te dance at thirty."

It seemed strange to us that she would begin her career so
late. We had imagined a child prodigy dancing ar three or
four years, and, as it turns out, she didn't begin until moch
later.

"1 pever intended to be a bailaora. But when I was about
thirty, things got so bad in Jerez that I began to go to an
occasional fiesta, and eventually became an artist.™

-- Have vou earned money with your dance?

“yes, I have, but there have always been too many mouths
to feed. Like now, with so much unemployment; it pains one
to see the streets of Jerez filled with so many cnildren out
of work, My son-in-law, the husband of my Juana, is out of
work and, for that reason, she is startinc to 'work'...that's
how 1 began.”

Juani, the daughter, is on the road to becoming her
mother's successor. She should be about thirty years old
and, besides dancing, sinags like an anpgel. She stoed out as
a major star in the homage for her mother and could very well
zdopt the name "“Juana II de Jerez."

-— Tia Juana, how much did you usually get for your
dancing?

“Hiuy, I don't know! Sometimes they promised us something

and then, later, gave half as much. And other times they

gave us triple. It was according to how things went ("se

animara la cosa")...l don't know...a thousand pesetas, two
thousand, and later, five thousand -- everything kept going
up "

-— Why are you called Tia Juana 1z del Pipa?

"mecause my husband was called E1 Pipa.
wife, I was Juana la del Pipa, The name was given to me to
avoid confusion. Those who were going toe put on a juerga
would say, ‘Call Juana!' And the other woulé say, 'Which
Juana?' And the first would answer, ‘Which Juana could it
be...la del Pipa!''"

We alsc planned to ask her why the “Tia" in front of her
name, but Juan Pena "El Lebrijano" explained it to us the
morning of the festival --at the moment of truth he was not
present. Among the gypsies, when a person reaches a certain
age, a certain respect, and above all, a great veneration,
she becomes "Tia." It is something like the expression,
"excelentisima senora” in the society of the payos.

In order to comprehend the enormous attraction Tia Juana
exercises on those around her, 1t should be enough to point
out the example of the North American writer, NWina Winter,

Since [ was his

JUANA, DAUGHTER OF TIA JUANA
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author of a book sbout the woman of today that included La
Chunga and the Duchess of Medins Sidonia; Nina was so
anthused by the persenality of Tia Juana that she has
practically become her daughter, and, T would say, her

mother —= the indulgence with which she treate her, tne affec—
tion with which zhe puts her to sleep, singing lullabies to
her while she massages her feet, 15 more appropriate for a
good mother than for a daughter. When we asked Nina if Tia
Juana stayed with her when she was in Sevilla, she answered,
"T have the honor!" And she is writirng a book about her.

—-pia Juana, how did the sefioritos treat you?

"Yery well! I have been through very bad times in my
life == hunger, suffering. Food was cheap, but one esarned so
little. But my good memories are almost all of daneing, you
know? Because I was always given a position of importance --
"mucho lac,' as we say. May God repay everyone."

We observe that Tia Juana is profoundly rsligious. 0On
passing through the door of a church, she always asks for
something, in a loud voice. But she always directed the
request to a certain saint or Virgin...she seems to know them
all. And she almost never asked for anything for herself —-
always for others. She made a request for those who had
participated in her homage: "May everyone live for centuries!
May nobody diel"

and she worries a great deal about those around her. She
asked us if we were "a gusto" in our work, "...because there
is nothing better than enjoying what you de." And like a
good gitana, she used flattery like the best: "What this man
knows," she would say to Gonzalo when, in order to take
pictures of her, he put her in unusual locations. "Grey
hairs are going to appear from knowing so much!™

-- Do you consider yourself old =snough to be having an
homage?

"Hombre, mu vieja, very old...I can't dance anymore, I
gqat tired right away...viejecita now. Look, corazon, in this
eye I have a cataract and I can't see anything. And with
this one...Before, people had Fewer things...There was no
cholesterol, nor sugar, nor liver problems. Sugar is very
bad for me. My feet are very swollen. Yes, I am very old.
and what comes cut of the homage will be helpful to my
Family..."

She gave the impression that she wanted to justify the
homage. MNo, Tia Juana, it is more than justified.

L

Bailar Es Vivir

AN INTERVIEW WITH TIA JUANA LA DEL PIPA

{from: Andalucia Libre, April 1982; submitted by Nina Winter;
translated by Paco Sevilla)

On March 26, 1982, Sevilla offered its homage to Tia Juana
la del Pipa, a prominent figure in the baile flamenco. Paco
lira, José Maria Pérez Orozco, Alberto Fernandez Banuls, and
Rafael del Estal were united in forging this event, which was
celebrated in the Teatro Nervidn and sponsored by the Junta
de Andalucia, with the participation of many top-ranked
artists.

She is a gypsy of pure stock, with her ruffled dress and
petticoats, her little shawl with its border of white knotted
fringe and her dark hair -- hardly a grey hair — pulled back
into a bun. Her gestures, her voice, her manners, are all a
lavish display of wvitality. Her conversation is filled with
laughter and exclamations, her expressive look contains
delight and surprise. Nebody would say it, but La Tia Juana
is eighty vyears old!

We are inside a small living room in Jerez' Barrio de las
Uvas, where Tia Juana lives with her children and grand-
children. Hanging on the wall are two photographs of La Tia
in traje de baile [dance dress], a newspaper clipping of a
benefit in her honor seme years ago, a drawing of her by an
artist friend, and a photo of her nephew, Terremoto. Apart
from that, there is nothing teo indicate that somebody so
special lives here, no detail that tells us that this family
environment is the homs of a great fiqure in the art of
flamenco.

Peter Holloway)

{photo

TIA JUANA LA DEL PIPA

Her manners are simple and natural. When she speaks to us
about her life, she does it with the same spontaneity that
gives charm to her dance. La Tia Juana was born and grew up
in Jerez and there her name is synonymous with the baile,
above all that baile por bulerias that she has cultivated,
helped to preserve, to perpetuate; in this form, La Ti{a exer-
cises absolute domination. She has within her the full
flexible range of gypsy artistic feeling, together with those
elements of humor, art and graciz that, when combined,
produce a notable event. Hers is both a conservative and an
innovative dance at the same time. La Tia is one of the few
artists who have known how to achieve popular recognition
while, at the same time, preserving artistic integrity.

"I was born in Jerez de la Frontera, in the Barrio de San
Miguel, and I was baptized in the church of the same name.

My parents and all of my family are from Jerez. My age is
ncw’four times twenty years. I have had ten children -- pera
criandolos con mis tetitas, no como so hace ahora, dando
biberones...yo no! My parents died when I was a little girl.
My father was called Luis el de la Amaora. He was a very
well-known cantaor —- such a good cantaor that he used to make
the rocks creak! I remember my father very well; I was crazy
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about my father. I remember the echo of his voice in the
house when I was wery young. I grabbed a sheet and said ©
him, 'Papa, sings te me!' But my father did not want to ses
me dance; he didn't want his daughters to be artists, I had
4 sister with a lot of talent -- she died very young. She
sang heavenly. And my father had never heard her. One day,
my mother said to my father, ‘Luis, aren't you ever going to
listen to Martita sing?' And he said te her, 'Leave me
alone, Antonia...!' He didn't want it. He was very serious,
very brusque. Bur my ther talked nim into 1t. Sc my
father said, 'Close the door, daughter, so nobody can come in
.+.!" He picked up his guitar and began ta 'darle al son'
{play rhythm). And how she sang! But, on hearing the first
‘queiia, ' my father said to her, ‘'Hija, don't sing anymore

LA TIA JUANA WITH JOSE CALA "EL POETA"
(photo by Domingo Acevedo)

...You have upset me, you have disturbed me!' He didn't
expect my sister to sing like that; he didn't expect that
voice, that cante. Nobody had taught my sister. And she had
hardly heard any cantaores — we hardly ever leit the house. I
will never forget that day.”

-- Do you sing?

“T psed o sing...J 5255 well, but 1 had a prablem with my
throat; I lost my voice and now 1 can't even sing a
children's lullaby.”

-— And your other sisters?

"1l of my sisters were artists, they all danced and sang,
but I was the only one to earn my living from it -—aside from
my brother who was & bailaor. The parents in gypsy families

of those days did not want their daughters to lock for a lite
as artists. They believed that it was a2 life with little
nonor for &8 woman. My parents died when I was very younc, I
repeat, and 1 was left alone with my sisters and brother.
Because of the way thinas happened, 1 married very young and
hegarn t0 have children. And, when married, I had the luck
to nawve a pooth here in the plaza |market]; I sold romatoes,
peppers, potatoes and that sort of thing. Life was very bad
and the little I earned from my vegetable stand wasn't enough
to feed my children. There was much suffering, wuch hunger.
1 remember that one day a woman came Lo the market and said
to me, 'Juanita, vou must know how to dance, no?’

"I answered, 'Jesis, of course I dance -- que quito el senti
|enough to blow your mind]l.'

"She said to me, 'Why don't vou come to my house: my
little girl is going to get married, and I would like vou to
come to the wedding.'

"But my husband was 'muy raro' [very odd]; he didn't want
me to dance for people in public, although at night, in my
nightgown, I danced to my heart's content...[l loved it so
much and 1t just poured out of me. Well, returning te the
woman: [ went to see my husband and I said to him, 'Look,
here is a senora who thinks highly of me, and in the market
they talk a great deal about her —- that she has a chalet and
money --and T have to go and dance in her house...lLet me go,
hijo!!

"and my husband answered, 'If you want to go, I have to go
with you.'

"So, I spoke with the senora and she said that it did not
matter whether my husband came or not. So we went, my
husband and my children (two females and a male). We Fixed
ourselves up the best we could, very clean, me with a head of
hair down to here (demonstrating with her hands) and my
lively eyes -- en fin, guapisima! We entered the house and
ware well-received. When I began to dance, even my own
nusband was amazed by the way [ moved my arms. That was the
first step in my career as a bailaora."

-- What happened after that?

"well, the word spread, 'Can that Juana dance!' And they
vegan to call me again and again, and they paid me enough to
twe able to put clothes and shees on my children --which was
difficult 1n those times, especially for the gitanos. The
rumor spread to Madrid that there was a gypsy in Jeréz that
could compete with Pastora Imperio. I never got over my
astonishment at such a comparison. 5o they came to Jerez to
speak with my husband. They had to insist a great deal,
because my husband didn't want to let me go. Finally, our
lack of money made him change his mind and he let me go to
Wwork in a4 sala de fiestas called Torres Bermejas."

-- Can vou tell us a4 lirtle about your life in Madrid?

"Pues, s1! I was in Madrid, the first time, for more than
a month, dancing in a flamenco cuadro with other artists from
~3diz and Jerez (Pablito de Cadiz, Pepa Campos -- la
Chizharonal. 1 was very successful, but I had a problem: I
was not accustomed to going such a long time without Sseeing
my children. So, one day, without saying a word to anybedy,
[ packed my clothes and came back here, to Jerez; I left the

cuadro 'plantade' [in essence, 'stood up']. When the owner
came, they say that he said, 'And Dena Juana, where is she?'
And they rold nim, 'She left this morning for her home...°'
Ang rhe cuadra was finished. Later, 1 learned that =he other

Artists in the cuadro wanted to beat me up far nhaving left
then ‘plantades' (she laughs).”

~-= liow did you return home?

"By train...the first time 1 had riadden on one. Ayvy, what
happiness my children felt when they saw me. My children
went crazy, and [ was crazy to =ee them. Bubt the happiness
wAs short-lived, because t“he money that I had carned was
nothing...and a short time later I had to return to Madrid.

1 was in Madrid a total of five times."
== Whart was the reaction of the audiences there?

"Buend, puss...the first time I was very surprised because
the people went crazy: rthe more I danced the more they heated
uprr 'tlow she moves, how she goes about on the stage!' Of

course, they had never seen the gracia that there is in
Jerez. Jerez 1s one of the birthplaces of the cante and
baile. There are gocd people everywhere, no? But Jerez has
produced such a large number of good flamenco artists: Manuel
Torre, Aguietas, Terremoto, and so many others."

-- Who were the most important bailacras to you when you
were youndg, when you were developing your art?

"There were very good bailacras in those times. I liked
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them all: La Nina de los Peines danced like an angel in
private —- a facet of Pastora that is known by wery Few:
Pastora Imperic and many good cones from before who are no
longer with us. Now, there is Manuela Carrasca, there is
Farruco, there is the Familia Mentoya. I really like the
Montoya group, because they are very gitanc, like me, pure
gitana. I don't have the tiniest branch of gachi [nengypsy].
4y father, gitano; my mother, gitana, and I am very gitana.
what can I do? So what if I am? (she laughs). I am me! And
aven if I were a millionaire, I couldn't rid myself of the
gitaneriat!"

-- Do you think the young people continue with the customs,
#ith the traditions?

"The youth are all out of their minds. Si, they are
losing the traditions. They do some cantes that are not
flamenco. The cante gitano is the cante gitano, and the
cante yeyé (rock and roll) is the cante yeyé -— each one has
its own place. Flamenco has to be Flamenco. Today, since
life is so hurried, the artists only worry about commer-
cialism. 5o, the purity of the cante is being lost. Because,
nira, many flamencos and flamencas that were gitanos
‘rancios' [of ancient stock] have died, and the young ones
ire of other, more modern marriages. WNow the gitaneria of
yld is being lost. In my time, when my husband was in bed
ind a fiesta started up out on the corner, I used to go out
in my nightgown to dance. In my nightgown!
ne had to get up and dance. And just like me, forty gypsies
in the street. But today there are few fiesstas in the street
ind, also, few in private. Things are bad gnd, of course,
vhen there is no money, the first thing that tends to
iisappear is the fiestas."

-- What have you done with the money you earned in your
ife?

"The money I earmed in my life has always been scant. I
:ould have earned more, even have become rich, because they
itferad me contracts in other countries. But what happened
.5 that I have nevar wanted to go up in an airplane; those
‘ast moving birds scare me. And with the number of us that
/e were, the money that T earned in Spain was always spent
rery gquickly...and today, more than ever! Never have I been
ible to get together a gquantity of money worth mentioning
ecause it has all gone to provide for my children, and that
.5 the way I wanted it. That is how my 1life is: To pass
:hrough times of need, work hard, dance a lot...that's the
ay it still is. When I find work, I take advantage of it
ith great desire, in order to continue helping my people."”

— What do you need in order to dance?

"aside from good compas, I need good cante, some good
almas, and some pain or joy."

-- When you dance, are you listening to the letras [words]
r the music?

"For me, the most important is the compas as the primary
ase, and second i§ the ‘sco' and aire of the cantaor; it
akes practically no difference which letra it ig. But we
ave to realize that it is a communication between every-—
hing: palmas, voice, movement, guitar, and ears."

—-- When the public is appreciating you, are you aware of
=L

"No, T can't know it, because when T dance my head be-
omes clouded and I only feel the compés, the baile...and, of
ourse, I only know it at the end when I see the faces of the
epple and feel their applause."

—= Have there been occasions when you had to dance, but
idn't feel like it?

"si. There are also moments when dancing doesn't appeal
o you, but since you have a commitment to do it, well, one
oes it...and sometimes it comes out better!"

-- Comes out better?

"Yes, many times the necessity of overcoming a problem
nd dancing at the same time gives you a fury that can change
nto something else. There are times when courage can be the
est ally of duende."

-= And the disappointments of life?

"Disappointments. ..like everybody, but God gives you
ufficient strength to be able to withstand the disappoint-
ents and lies. For me, personally, problems almost don't
xist. I worry about my Ffamily, my children, grandchildren,
nd great grandchildren.”

-— What hopes do you have for your family?

"Well, health and freedom...which 1s what we gypsies want
ost...T desire that my children not have anything bad happen
o them, that they do well."

It was too much!

(photo: Peter Holloway)

-- And for yourself?

"I want nothing more than the little health that I have...
that God leaves me this way. And that T am allowed to con-
tinue dancing, because to dance is to live -- for me -- and to
live is to dancel"

* % »

THE HOMAGE FOR TIA JUANA LA DEL PIPA

(from: Gazeta, April 18, 19B2; submitted by Paco Lira/Paco
Sevilla; translated by Paco Sevilla)

by Manuel vidal

The idea was forged in La Carboneria [bar owned by Paco
Lira in sevillal, like so many flamenco initiatives that have
had in Paco Lira a lay apostle each time it would occur te
him to stir the sediments of his deep attachment to tradition
with visionary light that, carried out in a Practical way,
enriched one flourishing plant of the cante and baile.

Un this occasion he did not act as patron for some
theatrical movement with universal repercussions like those
created by the group, "La Cuadra," but to give homage to Tia
Juana la del Pipa, to lovingly wrap her thousand-year-old
with the beautiful people of her calling, flamence figures of
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LA TIA JUANA

today and recently weaned gitanitos that now drink in compas.
It would also be an attempt to collect some money so that Tia
Juanz can spend her next eighty years without her corrent
lack of necessities due te a profession that, in its decline,
does not have the least security, soclal or otherwise.

Excited gypsies from all over Andalucia -- there were
representatives from all over Spain -- and respectful payos
practically filled the theater. Chanc Lobato opened the
evening on a pleasant npote, amusing and lively. Following
him, the academic perfection por alegrias of Isabel Bayon,
then Rancapinc —- unadorned and "salinero" -- and later, the
Fernandez Pamily and Nano de Jerez -- as solid and demanding
as is usually the case. Then would come the spine-tingler of
the night, with Maria la Perrata, impressive and dramatic in
some very personal bulerias accompanied on the guitar by her
san, Pedro Pena, and her nephew, Pedro Bacan. It was an
exhaltation of the Pena Family, in the absence of Juan Pena
“El Lebrijano," who was with Tia Juana in the afternoon be-
fore the homage, but did not perform.

The Montoya Family filled the theater with their sound
that lies between the ancestral and the innovative and
motivated the dance of Carmelilla, who we found a little
bogged down in that brilliant ascent that we predicted when

(photo: Gonzalo Cruz)

we saw her for the first time. Caridad la Negra was extra-
ordinary as always; Raimundito Amador, unerring andé genius
on the guitar.

What would you say to me about a young man who wore a
green uniform, short pants, an outliandish cap and two empty
cartridge belts around his waist? You should have seen the
faces of the "serious" artists as they waited their turn to
perform. They wanted to kill him. But i* turned out that he
killed them — with laughter. MHis name was 3zrdinita de Cadiz
and he did & brilliant parody of flamenco tnat is enly
possible coming from a profound knowledge of the art form
that is being satirized. La Perrata laughed so hard you
could see every last tooth.

In the second part the performances continued one after
the other until well after sun-up. Standing out among them
was Fernanda de Utrera, who, after excusing the absence of
her sister, Bernarda, for health reasons, showed that she is
to the cante gitano what Aretha Franklin is to the Negro
spiritual, our flamenco "Lady Soul.*

The final number was in the charge of a very large cuadro
from Jerer composed of the countrymen of Tia Juana — her
daughter, Juana, Capullo, EI Mono, El Torta, Antonio Agujetas
and more -- thirty artists, whose leader would be the very one

LA PERRATA SINGING WITH PEDRO BACAN (LEFT) AND HER SON PEDRO PENA
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being honored; Tia Juana flooded the stage with art when she
marked some compases por bulerias —- having as a counterpoint,
a2 generation of three and four-year-old children who stamped
their little feet with gracia.

SARDINITA DE CADIZ

CARMELILLA MONTOYA (LEFT)

FERNANDA DE UTRERA

DEL CANTE DE JEREZ

(Erom: Sevilla Flamenca, Oct. 1981l; submitted and translated
by Faco Sewvillayl
by Francisco Salqueiro

We need only say that the person we are interviewing today
was born and grew up in the Barrioc de 3antlago [Jerez]. There,

where there have been so many cantaores, from El Tio Luis el
de la Juliana to José Mercé [a truly fine young cantaor,
currently establishing his name], Manuel Rios Ruiz has his
olood branded by the cante. Because he lives it and has
lived it — in a tight, solid coexistence, drinking until
spilling over, the most profound essences, melismas, and
quejids

Author of many books of poetry and prose, winner of the
"Premic Macional de Literatura" and many other awards, Manolo
®#ios has dedicated a major part of his life to the cante.
There is nobody better than this poet of our people to per-
sonify that line by Fernando Quinones: "The cante is not
understood, it ls lived!"

-- Amigo Manolo, has Jerez been the birthplace of the
cante?

"According to Eugenino Noel, yes! But, to place the birth
of the cante in a specific spot in lower Andalucia would he
to take away from it, from the feelings it expresses and
represencs.”

-- Are the bulerias the creation of the gypsies of Calles
Nueva and Catareria?

"rhe buleria is the most amazing part of flamenco. The
fame of Jerez in this branch is so great, and Jerez has
produced such great interpreters of this style -- it would
seem sol”

-- Can the "ecos" of those almost mythical figures, Senor
Manuel Molina, Loco Mateo, and Paco la Luz, still be heard?

"All that has been genius in the cante is still alive. He
who would like to prove the lineage of the 'soleaeros'
[singer of sclea] of Jerez should listen to Juanele Calle.”

<< And what of Manuel Torre?z

"Of course, he left a schoocl. fThe siguiriya of today is
that of Manuel Torre; there, vou have Chocolate, Terremoto,
and Agujetas."

-- Please, Manolo, what are the most characrteristic
properties of the cante of Jerez?

"Compas and feeling!"

-=- Which cantaores of today maintain the greatest purity,
the essence of the cante de Jerez?
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"In first place, Fernando Terremoto [now deceased]; but
you can't forget El Sordera, Agujetas, La Paquera, Romerito,
Galvez..."

-- If you will permit me, another question: what danger or
dangers, lie in wait for, not only the cante, but the
Andalucian flamenco art?

"Every possible danger and none at all. The cante was
always threatened with disappearing. But through its racial
strength, its odyssey will never end; it will prevail among
the people who forged it -~ however much the times and customs
change!”

-- Bueno! Do you believe that Jerezanos and Andaluces in
general, especially the young people, will "die" for a
siguiriya, or some cantes festeros?

"It is a question of feeling; for those who are disposed
to feeling the art of flamenco, the answer is yes."

-- Isn't the time near when a whole beautiful art form
will become only a "museum piece?"

"Hombre, let us not be so pessimistic! If it seems that
way to you, let's talk again in the year 2981."

-- Manolo, the cante is too repetitious. There is a lack
of good voices and personal styles. 1Isn't it time to impose
some new "aires" of renovation?

"As you know, there are those who try it. But to renew
the cante is more difficult than to consolidate a democracy."”

-- Do you believe everything will progress?

"Yes, of course! Like everything in Andalucia, it is only
the matter of appearance of a genius. And that could happen
...in any moment...when it is least expected."”

-- You mean another Nino Gloria could be born?

"That's it! Another Nino Gloria could be born!"

— RS

ANDA JALEO

IN APPRECIATION OF THOSE, WHO THROUGH THEIR CONTINUED
CONTRIBUTION, KEEP JALEO GOING.

Jaleo wishes to recognize this month its past and
present columnists who have been,and continue to be,
a great source of information and different view-
points of flamenco:

Carcl Whitney - "Carol on Cante"

Guillermo Salazar = Gazpacho De Guillermo

Teo Morca - Morca Sobre El1 Baile

Marta del Cid - Costume Making

Lester DeVoe - Guitar Care

Peter Baime - Structure Up Close
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FOR YOUR CARD-SIZE AD
SPECIAL OFFER
$10 FOR 1 MONTH - $25 FOR 3 MONTHS

PRICE APPLIES TO PHOTO READY ADS
(ONE TIME $5.00 FEE IF AD DESIGN IS REQUESTED)

Jose de Udaeta’s X Curso
Internacional de Baile Espafol

by Paula Durbin {(Honolulu, Hawaii)

This year, 1982, marked the tenth anniversary of José de
Udaeta's annual International Spanish Dance Course, held in
Sitges, the boisterous resort on Spain's Catalonian Costa de
Oro, favored by vacationers from all over Europe.

Udaeta first started this course with a handful of
students in 1972, shortly after his farewell to the profes-
sional dance stage. This commemorative year, there were some
150 students in attendance, from as far away as Honolulu and
Oslo and as near as Madrid and Granada. Aficionados repre-
sented a dozen countries, with the German and Swedish contin-
gents particularly numerous.

The increase in attendance over the years has permitted
Udaeta to offer an ever more varied array of courses that are
taught by a stellar faculty rarely found at the same time in
the same place: Udaeta, who originally taught all the courses,
now teaches a beginning class in flamence dance and several
sections of advanced castanet practice, including concert-
style accompaniment to classical music. In the early years
of the workshop, he was joined by Mercedes and Albano from
Madrid, who currently teach the intermediate and advanced
flamenco students, and by Jordi Sanchez of Barcelona, who
teaches folk dances from Aragon, Valencia and Mallorca. Last
year, Eloy Pericet, of the unigue Pericet family, was invited
to teach the lovely dances of the "escuela bolera." The
Pericets, who have been dancing now for four generations,
have spent the better part of the past 25 years in Buenos
Aires. 1In 1975, they returned to Spain to accompany King
Juan Carlos and the Spanish National Ballet as guest artists
on the royal good-will tour of South America. The King's
choice was particularly appropriate, as Elroy Pericet's
grandfather, Angel, had been the first artist to perform in
the national theater in Caracas, the first stop on the trip.
Proficient in all phases of Spanish dance, the Pericets are
best known for their careful preservation of the classical
dances of the "escuela bolera" and for their organization of
the bolero steps into a progressive course of study. ‘

This year, Udaeta expanded the course offerings even
further. Bdar E1 Ramah from Cairo taught a course in
Egyptian dance, which emphasized the Arab roots of flamenco.
The torso and arm movements and cymbalette accompaniment of
this dance form, so appreciated by the Moorish occupants of
Iberia, also captivated the gypsies during their migration
across the Middle-East from India to Spain, and eventually
became part of the flamenco tradition.

Another logical step on Udaeta‘'s part was to offer the
visiting students a chance to learn some of the dances of our
Catalonian hosts. Thus, in 1982, Professor Alberto San Aris
offered the first class in the dances of Catalonia. It
proved so popular that two sections had to be formed, and at
the final student performance, the students danced the
"sardana" in two large circles, one inside the other.

This year, the Curso Internacional was held from June 26
through August 14, Classes ran from nine in the morning
until three in the afternoon, with the Catalonian classes
scheduled three days a week in the early evening. All other
classes met for an hour and 15 minutes six days week, Tuesday
being our "dia franco.” Most students took at least three
different courses, and the rhythm of study was exhausting.
Students and teachers were lodged in hotels and apartments
around Sitges, as were invited artists.

Udaeta also offered, at a somewhat less frantic pace,
exposure outside of c¢lass to the culture and cultural figures
of the Hispanic world. Each year he invites the students in
the Curso Internacicnal to his home, a medieval castle, which
he and his wife, Marta, a talented interior decorator, have
carefully restored. The visit this summer was highlighted by
a garden concert of early Spanish music played by a group of
young Australians. The castle is a veritable treasure house
of antique engravings, photo albums, out-of-print books and
other memorabilia of Spanish dancers, past and present. There,
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students have been invited to look at the snapshots which
trace Udaeta's artistic career: his debut as a young ballet
dancer in the role of Pierrot in Barcelona's Teatro Liceo; his
training with Eloy Pericet's father, Angel, and Mercedes'
mother, La Quica; his meeting with Susana, the Swiss dancer
who eventually became his partner; their triumphant perform-
ances; their final “despedida" tour which lasted a year and a

half.
In one room of the castle, an entire wall is covered with

the gastanets of Udaegta's famed collection, probably the most
complete in existence. It includes examples of palillos in
4Ll phases of development in Spain and in a variety of
materials: wood, cloth, shell, ivory, leather. Udaeta also
has examples of the palillos of other societies, such as the
Hawailan "ili-ili," consisting of two smooth stones for each
hand.

Through Udaeta's efforts, the students were also treated
to several evenings of dance performances. The first, by
Alicia Alonso and her Ballet Nacional de Cuba, consisted of a
program of repertory selections in Sitges' Retiro Gardens.
Alonso, partnered by Jorge Esguivel, appeared in only one
number, the white swan pas de deux from the second act of
Swan Lake. Neither the years nor her near blindness have
diminished Alonso's stage presence nor the grace and plasti-
city of movement; her Ddette was described by Barcelona's
Vanguardia as "a midsummer night's dream."

A few days later, the Ballet Espanol de Madrid performed
in the Teatro Prado of Stiges. The young group had many
members from Antenio Gades' old company who had appeared in
Carlos Saura's film, "Bodas de Sangre," which ceincidentally
olayed in Barcelona in July and August. The Ballet Espanol
de Madrid seems to use a no-star system, and lead dancer José&
Antonio's name is modestly buried in the program credits.
Once on stage, however, he stands out, even in this highly
trained group, for his polished technique and duende. B2ll of
the members of the group take daily ballet classes, and
artistic directors, Jos€ Granero and José Antonio, have been
able to integrate this discipline into their flamenco chore-
ography without any sacrifice of "Spanishness.”

The program of August 9, was a combination of modern and
classical selections. The entire first half consisted of an
Homenaje a Maurice Ravel. Costumes were very simple: solid
color, clthinq, floor-length, long-sleeved dresses for the
women and a simple shirt and pants for the men. The segment,
entirely chorecgraphed by Maestro Granero, was characterized
by the elegant flamenco arching and braceos meshed with the
supple contractions of modern dance. Extensive use was made
of sweeping, reaching arm movements while the dancers stood
in a second position plié with their feet quite wide apart.
This pose, as Udeata explained, 1s not only a distinctive
feature of Martha Graham's technique, but is also the tradi-
tional posture used since early times by flamenco dancers
while seated during performances.

The second half of the program included more traditional
works. Graneros is a great master of the classical dances
and his presentation of the bolerc segment, entitled "El
Jaleo," was very original. The dances performed, "Ole de la
Curra," "Panaderos de la Flamenca," and "Sequidillas
Madrilenas," were not listed in the program, nor were there
any breaks in the music between the different numbers.
Instead of consisting of a series of tableaux, the seguence
was clever collage of the escuela bolera. Maestro Graneros
respected the traditional 18th and 19th century choreography
of these dances, although he reguired more exaggerated bend-
ing of the body than is customary. Costumes, made by dancer
Candy Roman were elaborate, but faithful, reproductions of
the "traje de Goyescas," with particular attention tn such
details as the “"redecillas" of the women dancers.

The final nomber "Variaciones Flamencas" was a "luto"
choreographed by Jos& Antonio in homage to Carmen Mora, a
fellow dancer who had been killed in an automobile accident.
José€ Antonio skillfully danced the role of death calling
first to Mora and then to all of the dancers of the company,
but claiming only Mora as the others clung to life.

Udasta ends every summer course with a student performance,
open to the public, of all of the dances taught. The 1982
show was organized as a benefit for a nearby school for the
handicapped and raised several thousand deollars. Presiding
over the gala event was the legendary Pilar Lopez seated in
the front row, center seat of the balcony of the Teatro
Prado.

Space 1is toc limited here to comment on each of the 18
numbers listed in the program. However, castanet accompani-
ment to the "Intermedic de Goyescas," under the direction of
guest-conductor Emma Maleras of Madrid, the special commemor—
ative jota choreographed by Jordi Sanchez, and the meticu-
lously performed Catalonian dances were particularly
appreciated by an audience composed largely of local
residents. Also well received were the dancers of the
escuela bolera, the sprightly "Jaleo de Jerez," with its
"pas de vascos," "destagues," and "rodazanes," and the lovely
"Panaderos de la Flamenca," whose stately minuet introduction
gives way to lively and intricate "panadero" patterns.

The highlight of this "noche de gala" was the advanced/
professional class rendition of "Los Tarantos" and Albéniz
"De Sevilla," both choreographed by Mercedes and Albano.
Their extremely difficult version of "Los Tarantos" began
somberly, with loud stacatto footwork punctuated by pauses
and silences that became progressively shorter. The dramatic
zapateado broke off in mid-dance as the guitarist's rhythm
suddenly changed to a teasing tango, interrupted by abrupt
remates which recalled the earlier part of the dance.
Mercedes' version of "De Sevilla" used each of the four
coplas of the traditional Andalusian sevillanas expanded by
"capateado” and by the sweeping "wueltas," "jerezanas" and
"sostenidos™ of the escuela bolera.

After the advanced class had taken its bow, Pilar Lapez
was invited on stage to distribute mementos of this commem-
orative vear to each of the instructors. Elegant in a
discreet Channel-type dress and flashing red-sequined pumps,
she delighted the audience as she presented each teacher his
gift by executing a few steps from one of the dances that
particular instructor had taught. This distribution over, .
Udaeta invited her to be his partner in an impromptu flamenco
version of sevillanas that was danced by several of the
faculty. The sight of so many of the revered figqures of
Spanish dance performing on the same state was an unexpected
thrill to store among the many memories we carried away from
the X Curso Internacional de Baile Espanol.

* B ¥

ABOUT

THE

AUTHOR

Paula Durbin studied French at the University of Paris,
University of Hawaii (B.A.) and Yale University (M.A.T.). She
is currently working on an advanced degree at the University
of Hawaii. She has been a journalist in Vietnam, an instruc-
tor at the University of Hawaii, and Assistant Cultural
Affairs Officer in Argentina for a number of years. While 1in
Buenos Aires, she studied Spanish dance with Luisa Pericet.
After six years of study, she cumpleted reguirements for the
"Diploma del Pornier Profesadc." In the United States, she
has studied with Raguel Pena, Tina Ramirez, and José de
Udaeta, and has attended José's "Curso Internacional” the
past two years.
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JUERGAS in LBS ANGELES

"END OF SUMMER" JUERGA

by Yverta Williams and Ron Spatz

Sveryone has heard of "The Return of the Magnificent

seven.," Well, September Llth, we had a “"return of the
magnificent Fifty-seven"...give or take a few...At the home
af Dr. and Mrs. Colhert (Manuela de Cadiz). This, our fourth
Los Angeles juerga, wasg probabily the best one yet, Paca

sevilla dropped in on us and hopefully enijoyed our presence
as much as we enjoyed his. There was an excelloent mix of
dangers and guitarists. Wonderful cantes and dance steps
wers supplied by Fabian Alonso.

any lull in the dancing was guicklv rectified by ¥atina
Vrings literally dragging reluctant dancers onto the floor.
Juana Escobar was &4 laete arrival, but made up for it by danc-
ing Her heart out (and sharing, with a few of us, aome
interesting =houghts on vegetariansm). Maria Morca performed
a4 stunning zambra. Our youthful couple, ¥rma Horts and Eric
Cortez showed up in beautifully matched black and lavendar
costumes, and entertained us with a lively por rosas.

Benjamin Shearer, Mickey Kayne, Paco Sevilla, Yvetrta,
Arturc Martinez, and David De alva provided the accompaniment
for most of the evening...others sitting in occasionally...
hard to keep track. There was the same problem with the
dancing...almost impossible to cbhserve everyone participating.

We did much betrver with donations this time. The amount
collected almost covered oput of pocket expenses. Also, all
those present are Lo be applauded for their deportment. There
were nc spills or otherwise damaged prooerty. This is
encouraging as it is difficult enough to obtain private
locations for our juergas, and assurances of good behavior
certainly helps. N * & » B

PHOTO COLLAGE (page 14-15)

Upper half, left to right: Lower half, left to right:

Katina Virnos

Paco Sevilla

Maria Juana Shippen
Carolyn

Paco Seyilla (guitarist)
Ben Shearer (guitarist)
Fabian Alonso

Yvetta Williams (guitarist)
David De Alva

Carolyn

Joy Padilla

Unidentified child

Maria Morca

Stella Alarcon

Eric Cortez

Irma Horta

Coral Citran

Juaquin Feliciano

Joy Padilla

Yvetta Williams (guitarist)
Elizabeth Mellizo (San Diego)
Juana Escobar

David De Alva (guitarist)
Mickey Kayne (guitarist)
Fabian Alonso

LR B

JANUARY JUERGA

Everyone interested in flamenco and desiring to take part
Saturday, January 15, 1983, at Bpm. ?rofesglqggi';tu&ents.
performers and aficionados are welcome. The address is:

Studia 2000

727 South Street

Long Beach, CA& 90805
Phone: (213) 4Z3-9BB&

Our hosts, Joaguin and Liza Feliciano have graclously
of fered their beautiful, well-equipped dance studio for the
January juerga. The studic has lots of room == a wonderful
dance floor and chairs -- ané ic set ur for parties. This
promises to be a special setting for a fur-filled juerga.
Bring tapas to share and drinks for yourself. Donation
reguested to cover juerga expenses. Bring guitars, dance
shoes, waar costumes. Come take oart and get to know others
who share vour interest in flamenco.

Juergs information ~=-call Ron Spatz (213) 883-093% or
Yvetrta Williams (213) B33-06e7.

Take Long Beach Freeway to Del Ame Blwd., turn east on
pel Amo te Atlantic, north on Atlantic to South 8t (1 block
from Atlantic and South S5t.

LI B

THE GRECO -- IBERIAN FUSION
RETIREMENT JUERGA FOR KATINA VRINOS

by Ron Spatz

|Editor: Por the benefit of San Diego juerga-goers —— Katina
Vrinos is the Los Angeles counterpart to Julisa Romerc who 1s
an ever-present spark and inspiration at our San Dieao
juergas. |

Aficionados of terpsichore and flamenco alike gathered at
the Athenian Gardens Restaurant in Hollywood this summer to
pay homage to a great lady of the Mediterranean arts. At @2,
Greek born Katina has finally “thrown in the towel" and as
Sarita Heredia quipped, "Become now 1ike a true gypsy because
she doesn't work anymore."

(continued on page 24)

LEFT 70 RIGHT: ANA MARIA GUTTERREZ, GISELA LORCA, LUCIA DE
LA ROCHA AND IRENE VILLAGRIN
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TRIPLET RASGUEADOS

Several questions were raised about triplet rasgueados
following the last article on caracoles. I began with the
intention of writing a brief clarification of the fourth
varjation, by Cepero, but it soon became too involved to be a
minor clarification. 1In that same example (which, incident-
ally, begins on beat 12), I began the triplet rasgueado with
a down-stroke, as was common in the early development of this
technique, using the fingering given in example 1: [Ed: We
assume that Petér means by the i/m designation, the use of
the whole hand in a downward stroke; for many guitarists, the
fingers that actually hit are m/a rather than i/m.] Since
then, another fingering has become popular and is one that I
also use; it begins with an up-stroke with the thumb (see
example 2). It is obvious that once you begin repeating this
pattern with the right hand several times it really won't
make any difference because, no matter how you begin this
type of triplet, you are using the same pattern. Wwhat is

different though is how you come out of it. If you begin the
pattern with a down-stroke you will come out of it with a
down on the beat following the triplets. Similarly, if you

begin with an up-stroke you will come out of it with an up-
stroke (see examples 1 and 2). ©Now you can, if you wish,
begin a triplet rasgueado section with an up-stroke and come
out of it with a down-stroke, but that means breaking up the

right hand pattern which is literally a blur of motion. Not
easy! The question of how you come out of these is important
because it may mean, for example, that your beat 3 in
bulerias or alegrias is going to be played with an up-stroke
if you begin these triplets in that direction. That is not
only going to change your sound, but maybe throw you off on
any up and down strokes that may follow. So it's a good idea
to really think and learn these patterns with deliberation.

Examples 3 and 4 are typical triplet patterns for
bulerias. Here I am using the triplets that begin with the
up-stroke. As in the earlier mentioned caracoles example,
note that these are all superimposed on quadruplet figures.

Keep in mind that all of these triplet fingerings may be
played just as triplets (that is, just three strokes to a
beat) instead of in quadruplet figures. This was really the
original purpose for this type of rasgueado. Sabicas was
using triplet patterns for rasgueados in the 1950's as was,
of course, Juan Maya. Sabicas' pattern was a lighter sound
and very effective. I think he only used this one per beat,
as in example 5. This idea was picked up by Paco de Lucia
(only in a manner of speaking as I don't know if he actually
picked it up from him) with quite a different fingering. The
advantage that Paco's has over all the others is that you
can place a golpe at the beginning of the beat, which is
impossible with any of the other patterns given. Paco, like
Sabicas, uses them only as a standard triplet within each
beat and does not double them up to fit into a quadruplet
rhythm. This fingering is given in example 6. I know some
players who have other fingerings for the same triplet that
Paco de Lucia uses, but they get a bit abstruse, even though
I'm sure they are derived from the most eclectic of sources.
Another advantage with the Paco style (he does use the
earlier examples as well) is that you can "recover" easily
into a falseta as your right hand is not far removed from
the strings. You will also note that it is additionally
difficult to recover from thumb-type triplet patterns because
of the amount of blood that is centrifugally forced into your
hand after five minutes of compas with triplets.

Example 1, Example 2,
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TIPS ON LEARNING TO SPEAK SPANISH  PART II

Last month's article did not cover everything involved ' in
learning Spanish. This article will add a few other tips,
but will still leave many things untouched. 1If you get time
send some of your helpful hints to Jaleo, or send letters of
disagreement and why.

Q: I can't seem to memorize the vocabulary words you give.

1s there a secret to help memorize them?

A: 1 don't recommend memorizing anything. Don't forget,
there are two kinds of memory, short term and long term.
Memorization generally provides short term memory, which is
good for tests. After the tests are over, the pressure is
off, and there is no need to retain anything.

Q: I'm not totally convinced that memorizing can't be an
effective tool. Even though you say not to memorize, 1 will
do it anyway.

A: That's fine! You have to see it for yourself. Don't just
obey! Another problem with memorization id that it is a form
of will power. So it creates the battle of "you against it."
First there is resistance, then there is willpower, then
there is victory. Is that it? 1If there is resistance, it
means that you feel you "should know Spanish." I feel that
it is alright not to know Spanish. Later if you have a
passion for it, not a short-lived enthusiasm, you will find
that learning Spanish is entirely different than you
imagined.

Q: But your function as a teacher is to generate interest,
isn't it?

A: Yes, but not to do it by guilt or reward. Giving grades
is a form of reward and punishment. Once the grade is

given, it reduces a dynamic quality to a static one, much
like a phonograph record freezes a performance.

©: I think grades may be beneficial for some people.
you?

A: Yes, for the people who get good grades. For the others
it does not really help. 1In either case it is assumed that
the student is reluctant and must be pushed along. Someone
who has passion for it is not given any consideration. Just
push everyone along like cattle, and you will have a better
society. If you look around you, you will see that all the
failing people might disagree with you.

Q: You always say not to hide the words from myself. Why?
A: What is the purpose of hiding new vocabulary? It seems
that it is a type of measurement of progress. The new
vocabulary is freshly presented, and then you cover up the
words with a piece of paper and see how good your recall is.
In the lesson are we concerned with your short term memory?
Must you measure things immediately? What value does it
have other than interrupting the lesson? Doesn't this actu-
ally interfere with learning since there is a demand for a
sign of progress, and a non-attention to the process.

0: What do you mean by the process?

A: The array of techniques which attempt to integrate words
into larger clusters. Words live together in sentences.
Don't concentrate on the fragment, but pay attention to the
larger cluster. Concentration is inevitably exclusive.

Q: Please explain how your techniques work again?

A: During a fifty-minute lesson, use these six techniques:
1) Cover the material in the method. Pronounce all new
material by imitating as closely as possible the sounds of
the teacher. Glance at new words' meaning but do not try to
renember difficult words through willpower.

2) Word Association. After making the sounds of new
material, play "password." The teacher says a Spanish word
and the student gives a related word. There can be no wrong
answer unless the student does not understand what the
teacher says. For example: I say "casa" and a student says

Don't

"cuatro” or "mesa." What this does is connect words into
little networks.

3) Sentence Building. This exercise is similar to word
association, but the student invents a sentence to a word
supplied by the teacher instead of another word. The purpose
of this is to have the student initiate speech. The teacher
waits until the student completes an elementary sentence and
then either repeats it or fixes it up. The word provided
from the material presented does not necessarily have to be
the first word in the sentence. Keep the sentences simple
and don't use words which.have not been presented. For
example: "y" -- "Maria y Juan son amigos." I usually do five
to ten of these.

4) Sentence Fluency Drills. In the lessons I only work on
fluency in sentences and smaller phrases. Paragraphs get too
long and stories deal more with content than speaking ability
The drills are repetitive and specialize in getting words to

flow into connected speech. Example: {(using verb substi-
tution)

Model sentence = Como aqui de vez en cuando.

cue = T4 )

response = Comes aqui de vez en cuando.

reinforcement by teacher = Comes aqui de vez en cuando.

cue = ellos

response - Comen aqui de vez en cuando.

reinforcement by teacher = Comen aqui de vez en cuando.

etc...
These drills are very effective and will tighten up the
sentences with a nice flow. They work!
5) Dictation. Dictation has two parts: word and sentence.
The aim is to develop comprehension of the spoken word. The
teacher says a word only once and the student writes it down.
Beginners may need the word twice. Feel free to look at the
material so you can spell the word correctly. Dictation is
not a test of memory, but has the sole purpose of tuning the

ear. Neither is dictation a spelling test, although it seems
to be. Remember, do not cover up the words from your book or
method. There will be a great temptation to change dictation

into an examination by many students. The moment this is-
done the effectiveness of it as a listening comprehension
tool is diminished greatly.

In the sentence dictation, I say each sentence two or
three times at normal speaking speed. It's better for the
student to hear it this way than to say things in slow
motion. If students get everything spoon fed at slow speed,
there will be a great shock later. This slow dictation can
build false confidence. ‘
©6) Conversation and Communication. Every lesson is greatly
livened if there is conversation. Drills can turn students
off and make it pure drudgery if done without a sense of
humor. Humor in the drills and conversation does not mean
that one is not serious. I like to talk a little bit beyond
the ability level of the student to give that feeling of
challenge.

In addition to all the techniques, I think it's a good
idea to be open to suggestions by students. I have enhanced
my style quite a bit by simple suggestions of beginners. It
is important that the student learn, not that the teacher be

"right."
- %N

"ANDALUCTA DE FELIPE CAMPUZANO"
Vol. I, "C4diz" -- Movieplay 17.2510/2 (1977)

Felipe Campuzano presents his impressions of Andalucia on
this fime record. It is the first of a series of planned
recordings of Andalucian inspired music. To my knowledge two
other volumes have also been released on another label with
similar album covers. For those familiar with previous
attempts to present Spanish or Andalucian music on pianoc by
Arturo Pavon, Campuzano is not in the same mold. I would
describe his style as more modern with brass and percussion
giving it mass appeal. In fact there are violins, bass
guitar, oboe, tenor, baritone and soprano sax, flamenco
dancers, flamenco guitar, and "palmeros" to make this quite a
big production. The flamenco guitarist has a sound similar
to Manolo Sanlicar, but a check of the cast verifies him to
be Rafael Morales. Another gquitarist also plays rhythm
guitar, José Jiménez Jiménez.
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Technically, the album has excellent sound. The blend of
instruments is well done with the piano being the featured
instrument. The piano does yield to the other instruments as
is customary in productions. Music that is arranged seems to
have consideration for other instruments to be featured,
while still maintaining the lead instrument.

There are a total of seven pieces: "Ingquitudes, Melan-
colias, Fronteras Las Salinas, E1l Tempul, La Caleta,
Puntales." My favorite was the alegrias, "Las Salinas," with
guitar and piano. The other one which stood out was a
siguiriya on volume II. Otherwise the record could be
labelled as hyphentated or hybrid flamenco. If that doesn't
bother you I would recommend any of the three records as a
good listening experience.

--Guillermo Salazar

=_c=

JUAN MARTINEZ
El1 Arte Flamenco

ANDALUCIAN SOUL, GYPSY SPONTANEITY, AND
MOORISH SENSUALITY IN THE BAILE ANDALUZ

(from: La Presna, c. 1940; submitted by Laura Moya; trans-
lated by Paco Sevilla)
by Juan Martinez

The complete success of the baile Andaluz in the Opera of
Paris resulted in a flood of visitors coming to Andalucia
from other regions of Spain and from other countries to study
the dance and served as a stimulus for those who taught,
encouraging them to. add steps and armwork from the classical
school, as well as castanets. The baile gitano took awhile
longer to make its appearance, in spite of containing the
essence of the Andalucian dance, because it was considered
inferior to the castanet dances [note the constant separation
of castanets and flamenco in these articles], not being as
complete -as these latter forms and being more primitive.

On the other hand, the gypsies, who usually danced bare-
foot and among their own people, did not worry about whether
or not their dances would one day be theatrical and didn't
suspect that, with time, they would come to be duly exposed
and appreciated on stage and in front of strange audiences.
The gypsies only used their dance to entertain themselves and
to entertain those who watched them, or to receive a little
money for their effort; what they did was so interesting,
however, that it attracted an infinite number of curious
people to the places where they lived and won them legions of
admirers.

Since they could make a living from their dances, word
spread among the gypsies and an enormous number of gypsy
-ribes were attracted to Andalucia. There, in natural compe-
tition, they each tried to do better things than the others
and, what was in the beginning spontaneous and irreqular,
gradually became transformed into true dances that were
finally completed by the Moorish influence and the musical
part (guitar and bandurria) that came to take an active
prlace in the gypsy gatherings.

Little by little the gypsies became implanted in Andalucia
and established their dances. As I have said, the bulerias
is the dance most often performed in every village, town, or
capital, second only to the sevillanas.

The oldest gypsy tribes are those who reside in the caves
of the Sacromonte in Granada, where they presently 1940's]
live with their old customs. Next, are those of the Albaicin
and Triana on the outskirts of Sevilla.

The baile Andaluz combines various things: spontaneity,
beauty of line, braceo, knee movements, feeling, temperament,
and even the word "love" fits into this dance. And in addi-~
tion, it has the castanets. There is everything in this
dance from head to toe. 1In it is mixed sweetness and anger.
In it can be found gypsy spontaneity, Moorish sensuality, and
the soul of Andalucia.

The teachers took charge of composing and adapting steps
to the ever-flourishing music; these steps have remained and
#will remain in the history of the baile. Latexr steps were
gathered into schools and given names -- for this part we must
thank Valencia. Here are some of the steps: careos (a turn
with a side step -- something like a bullfight pass), medios
careos, brisés (brushing beats), seasé and contra seasé,
puntos (points), sostenidos (one foot held up, pointed),
rodazanes (circles with the leg or foot), estés, lazos, cuna
(feet crossed, rock back and forth), destagues (kicks),
emborado, padeuré (tiny gliding steps), padevasco (Basque
step), tejidos en el aire (beats in the air) from cambia-
mentos (foot changes) to sextas (triple beats), cuartas
(double beats), Italiana abierta and .tercerilla con tijera.

I share the opinion that the word "flamenco," colloquially
given to mean the Andalusian and gypsy dances that use heel-
work, is not adequate for those dances. I have the firm
belief that the "flamencos" (Flemish) of Flanders (Flanders =
Netherlands) were more likely to have learned Spanish dances,
than the Spanish were to have learned the dances of Flanders.

When the Spaniards occupied the "Paises Bajos” [trans-
lators note: "Low Countries," refers to what we call today,
Belgium, the Netherlands (Holland), and Luxemburg, most of
which was called Flanders and occupied by the Spanish from
the 1400's until 1648 when they were finally evicted]), the
majority of people who went there were soldiers and, there-
fore, people who liked to have a few drinks in their free
time. They would gather in the taverns and, at very late
hours of the night, organize to sing and, one by one, dance
whatever they knew or were able, creating a formidable
scandal, with glasses all over the tables, and loud shouts
and handclapping.

These same people, when they returned to Spain -- especi-
ally Andalucia -- continued their usual juergas, not allowing
the neighbors to sleep in peace because of the noise they
made. Gypsies would congregate at these gatherings, looking
for a way to make some money and, with their great talent for
the juerga, the uproar would double. As a result, the neigh-
bors, the following day, would with good reason, blame the
"flamencos," as they called those who had returned from
Flanders, for their not having been able to sleep. The
gypsies, who participated in these juergas for a long period
of time, continued in the same way by themselves, with the
same uproar that had been started by the custom of the
flamencos. So, every gathering was called flamenco, even
though they danced the baile gitano, because the noise
reminded people of the other flamencos. The name “flamenco"
remained and, wherever gypsy dances were performed, they
were called "baile flamenco," when the fact is that they are

pure baile gitano.

KoREMS

GUITAR STRINGS

SPECIAL
OFFER

Expires
6/30/83

COMPLETE SETS OR SINGLE STRINGS Retail SPECIAL
1st Rectified Clear or Black Nylon § 1.44 .79
2nd Rectified Clear or Black Nylon 1.68 .92
3rd Rectified Clear or Black Nylon 1.92 $1.06

" 4th Silver Plated - Balanced 1.85 1.02
5th Silver Plated - Balanced 1.95  1.07
6th Silver Plated - Balanced 2.16  1.19
A COMPLETE SET 11.00 6.00

Minimum order $12.00 p.p.d.
California residents add 6.5% sales tax

Make checks payable to: Lester DeVoe - Guitarmaker
Box AA, San Jose, CA 95151
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EMOTION IN MOTION
-- FOLKS FLOCK TO LEARN FLAMENCO

(from: The Bellingham Herald, Aug. 27, 1982)

by Dale Folkerts

Some will say flamenco is dying.

But in Bellingham for the past two weeks, the Spanish
folk dance, described by its teacher as emotion in motion,
has found life in the soles and souls of 34 dance students
drawn here from around the world.

It is a dance of life and of death; of the good times and
the bad. And it is Tec Morca who is teaching how to blend
emotion into the sweep of a hand and the click of a heel
that is flamenco dance.

The form is similar to a jazz jam session. The performers
-- a guitarist, a dancer, a singer -- constantly alter the
music and dance with their changing moods.

It is this interpretation that makes Morca's class dif-
ferent, his students say.

Absent from Morca's sessions is the rote learning of
individual dance routines. 1Instead, he cements the technical
blocks of style into minds that can use his teachings as the
foundation for individual expression.

The method is special enough to have attracted dancers
from Chicago, Atlanta, Washington, Los Angeles, Seattle and
New Zealand and Canada.

Beverly Christie of Seattle said she has tucked away a
hope to perform flamenco. But the last night spot in that
city hiring flamenco dancers stopped doing so more than a year
and a half ago.

"I think maybe public interest has gone way down, but
dancers' interest is going 'way up," Christie said. she is
studying flamenco in Seattle, but came to the Bellingham
seminar for something more.

"I'm learning style -- he's got a lot of character, a lot
of unspoken personality," she said. "Teo can make you cry or
make you laugh just by the way he dances."

Eva Encinias teaches flamenco; she had to skip her first
week of classes at the University of New Mexico to learn from
Morca.

"What draws me to him is his total body usage," Encinias
said. "So often when you work with people they use isola-
tions of arms, legs or hands. It's not that there's a short-
age of teachers, there is a shortage of teachers who have the
real in-depth technical skills that he has."

Although flamenco may not be packing in bar crowds,
Encinias said it is popular among dance students in New
Mexico.

Several of Morca's students were not dancers -- in the
professional sense. They're just professionals -~ engineers,
nurses and real estate agents -- who like to dance.

Morca offered two-week beginning and advanced classes.
Both were packed. i

Sean Gallagher,
Bellingham.

in the beginning class, teaches karate in
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"It's very similar to karate in the internal aspects of
it, the way the hands move," said Gallagher, who started in
jazz dance classes taught by Morca and his wife Isabel at the
Morca Academy. "Now I trade him dance lessons for karate
lessons.”

Morca said many of the people in his classes have no
illusions of becoming professional dancers.

"Most are in it for the love of flamenco.
just do something if you love it?"

=
SABICAS GIVES GUITAR FESTIVAL ROUSING START

But why not

by Tim Page

New York's first international Guitar Festival got off to
a rousing start Friday evening when the man known only as
Sabicas, an acknowledged master of flamenco guitar for more
than 40 years, performed for an overflow crowd at Cami Hall.
Sabicas, who was born in Pamplona, Spain, in 1917, has played
throughout the world and has made more than 50 recordings.
The audience greeted him with a rapturous ovation and punctu-
ated his performance with spontaneous outbursts of enthusiasm.

Sabicas confined himself entirely to his own compositions.
These were amiable display pieces -- improvisatory studies
calculated to exploit the artist's formidable technique.
Although they might have sounded amorphous to some, they
admirably fulfilled their virtuosic intent. 1In any case, Mr.
Sabicas has the gifts to transcend his material, and his
meticulous attention to contrapuntal line would serve him
well in any music he chose to play.

SABICAS PLAYS DE VOE GUITAR

We congratulate Lester DeVoe, guitar marker and frequent
columnist for Jaleo, on the feature article about him in
Frets magazine (October 1982). Artists such as Mariano
Cordoba, Ricardo Peti, and Sabicas play his instruments and
we wish him continued success.

George Ryss of New York sends us the program of Sabicas'
October 8th concert in New York. The guitar listed as the
one used in the performance was made by Lester DevVoe of Sam
Jose, CA. We felt that Lester wouldn't mind if we printed a
portion of a letter he sent last January telling about how"
Sabicas came to play his guitars. He wrote: “Briefly, I
shipped a couple of demonstration guitars to Antonio David at
"The American Institute of the Guitar"™ in New York City and
asked him to show them to guitarists passing through his
store. Sabicas played them one day and then came back
another day and played one for a full three hours. Last
fall, my wife and I toured the USA for two months in our vw
camper and met Sabicas at the Institute. He is a charming
and gentle man. He played my guitar for us and spoke highly
of it. Later, Antonio David shipped the guitars back to me.
But when Sabicas let me know he was coming to San Francisco
in November [1981], I knew he was interested in my qu1tar
When he arrived, we had him over for dinner on a Saturday,
were guests at his concert the next day, and, on Monday, he
agrzed to use my gquitar as his concert and recording
instrument."

Ornice more: Congratulat10n5 and contlnued success, Lester,

Rubina Carmona

Instruction in Cante
and Baile Flamenco
Personal Costume Design

(213) 660-9059 Los Angeles, Ca.
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Flamenco Guitar For Sale FLAMENCO GUITAR INSTRUCTION

1967 ESTESO NEW CLASSES NOW FORMING
*CLEAR GOLPEAOOR  *PEGS *GOOD CASE —BEGINNING (CHILDREN)
*VIRTUALLY NEW CONOITION : —BEGINNING (ADULT)
: — INTERMEDIATE
$1,000.00 —ADVANCED TECHNIQUE
) —ACCOMPANIMENT OF SONG & DANCE
CONTACT: JoPa S E- STARK (INTERMEDIATE LEVEL)
PORTLAND, OR 97214
503/239-8868 CONTACT PACO SEVILLA AT 282-2837

(Best times: 11-1:00 p.m., MWF, evenings or weekends.)

Flamenco Guitar For Sale

1973 JOSE RAMIREZ

Home study course
with
recorded cassette

*SEGUNDA *MACHINE HEADS
] TRADITIONAL FLAMENCO GUITAR

$875 00 VOLUME |

by

CALL: ALEX 213/980-3566 MARIANO CORDOBA

e 219 pages of instructions, exercises, studies, and selections
¢ Written in conventional music notations and tablature
e Selections: Sevillanas, “Campanas de Granada' (Zambra),

Fandangos, Alegrias, Bulerias, ‘‘Canaveral” (Rumba Flamenca),
Tango, Verdiales, “Mi Favorita”

FLAMENGCO DANCE CLASSES Write for complete details

MARIANO CORDOBA
647 EAST GARLAND TERRACE

NEW BEGINNER CLASSES
SUNNYVALE, CALIFORNIA 94086, U.S.A.

FOR CHILDREN AND ADULTS

ONE BLOCK OFF 30TH
EAR FWY 94 IN SAN DIEGO

N ;
% AN CALL JUANA (619) 440-5279

FLAMENCO GUITARIST NOTEBOOK
by Jaime Englesias {

Lifetime collection in easy reading

\S%%Q 3 Cifra. Inexpensive variations, over

20 different rhythms included. Pages i

JALEO THANKS THE FOLLOWING CONTRIBUTORS: of variations on each rhythm_
Peter Gallet - Donation 4 Specia1 price $1995 D]US $200
Maria Luna - Donation shipping and handling. Allow 2 weeks.
Teo Morca - Contribution Write: University Music

Ron Spatz - Directory Sales 3 4733 Village P1. NE, Seattle WA 98105 %

PP
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NRENAN RS
El Oido
NEWS FROM QUR MEMBERS

San Diego: On September 25th Ernest "Ernesto" Lenshaw,
the patriarch of San Diego Jaleistas, celebrated his "90th"
with an open house. On his actual birthday, the 24th, he
was surprised by a few flamenco friends who dropped in and
dedicated an impromptu show to him. Although he is not able
to get out as much as he would like to, Ernesto’'s spirit is

undaunted and he is an inspiration to be around. (from
Juana D.)

REACH THE FLAMENCO
WORLD!

JALS

WRITE FOR ADVERTISING BROCHURE

ADVERTISE |

WE WILL DESIGN YOUR AD
FOR A NOMINAL FEE

WRITE PO BOX 4706
SAN DIEGO, CA 92104

WE APPRECIATE OUR ADVERTISERS
PLEASE PATRONIZE THEM

———————EE - — 0 ———

The Blue Guitar Shop
Rubina Carmona
Chula Vista Travel

Mariano Cérdoba - Home Study Course
Antonio David - Flamenco Supreme Strings
Lester De Voe - Flamenco Supreme Strings

Jaime Englesias - Flamenco Notebook

Alex Grynhaus - Guitar for Sale

shelton-Farretta - Guitar for Sale

FLAMENCO DIRECTORY
OF NORTH AMERICA

THE DIRECTORY MAY BE ORDERED, WHILE THEY LAST, AT THE FOLLOW-
ING RATES:

1st Class U.S. and all other countries........ $ 8.50
Air Mail €O BUrope........vitiecvnnenncncnnanns $10.00
Australia, New Zealand, Japan........ $11.00

Make checks or bank drafts in U.S. currency and payable to:
JALEISTAS, Box 4706, San Diego, CA 92104 U.S.A.

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

SN
CHULA VISTA TRAVEL CENTER

/ //T (T14) 426-6800 . 297 X" STREET - CHULA VISTA. CALKF 9201

Apecielizing i Hpoin

REYNOLDS S. HERIOT
OWNER - MANAGER

426-6800
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Bift Subscriptions
to Faleo

GIVE A GIFT AT CHRISTMAS AND
HELP JALEO TO DOUBLE ITS MEMBER-
SHIP AND BECOME SELF-SUSTAINING.

* * Take advantage of the o0ld rates
before they go up in January.

* ¥ A notice of your gift will be sent
to the recipient.

¥ % Subscription will be gin in January.

JALEQO SUBSCRIPTION

name

address

¢élty state zlp

country telephone

Enclosed please find: U.S. $17.00 Surface
U.S. $22.00 Air pail
Overseas subscription:
_U.S.$22,00 surface

—U.5.$33,00 Air Mail
Make check or money order payable to
JALEISTAS and mail to P.O. Box 4706,
San Diego, CA 92104 U,S.A.

el
il

[ S
- ——tlp—a>

THE IDEAL STRING

for the most demanding guitarist

A premium string designed
especially for the top line
of flamenco guitars—the

choice of many leading
quitarists, classical as well

as flamenco.

At your local dealer or contact:
Antonio David Inc., 204 West 55th Street,
N.Y.C. 10019—(212) 757-3255 (212) 757-4412

1349 Franklin
Bellingham, Washington 98225
Ph. (206) 676-1864 ’

EXCITING "ALL FLAMENCO" WORKSHOP
TO BE HELD IN LOS ANGELES, CALIFORNIA, NOVEMBER 8TH
FOR ONE WEEK BY MASTER TEACHER, TEODORQ MORCA.

FOR DETAILS, PLEASE WRITE OR CALL:

ELLEN WINTSCHNIG, LINCOLN ACADEMY
2632 Lincoln Blvd, Santa Monica, CA 90405
tel: 213 396-6934 or 396-4316

or write or call Teo Morca at above address
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(CRECO-IBERIAN FUSION: continued from page

14}

studded with performers that

The attending audience was sc
Thevas

1 doubr if anyone couldé reach Ic
moye than 2 nodding acquaint® -

r & pat of butter wi
orushing against somecne with
ance with stage a2nd microphone.

The broad musical horizons ranged from nemdy Greek dance
forms spilling from an electrified bazouki, tc wviolin
excerpts from Enesco's Roumanian Rhapsody Number Ope, ™o
tension-filled tientos and solearcs

Helena Vlactron entertained us with a stunrang belly
dance, demonstrating her world famous talents by manipulating
her muscles irn a way that would turn many hatha yogis green

HELENA VLACTRON - ORIENTAL DANCER

One particularly unbelievable feat was the demon-

o

e with envy.
ENRIQUE NIEVES - ALEGRIAS stration of her ability to flip over every other coin Irom
row nf guarters laid across her abdomern.

SARITA HEREDIA

MARIA JUANA - SIGUTRIYAS
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CHININ DE TRIANA SINGS FOR IREN VILLAGRIN

Chinin de Triana and Benito Palacios played and sang
behind an impressive troupe of dancers -- Enrigue Nieves,
Lucia, Ana Maria Gutierrez, Marfa Juana, Irene Villagran,
Gisela Lorca, and of course, Katina. Sarita Heredia topped
things off with an entertaining series of solos,

All ip all, it was a memorable evening for a memorable
lady, who now intends to devote more time than ever to the
advancement of the flamenco art form.

LETTERS

Raul is one of the dearest people 1n my life and I am not
going to argue with his viewpoint; he is a sensitive man who
writes from the truth of his own heart, but perhaps through
a clouded and not entirely objective eye. I am not one of
the great movers and shakers of the flamenco world and I do
not believe that one person can make or break a juerga, which
is a communal effort, an infusion of many spirits and talents.
My belief is that it was flamencce fate and much planning
wnich brought us all together for one of the most joyous and
manic times of my life.

(continued from page 5)

FPaco Sevilla and I have carried on a friendly correspond-
ence over the last couple of years, but we do not have a hold
on each other's lives and it was just a happy coincidence
that he happened to return from Spain a few days prior to cur
arrival in San Diege. Rick Hunter didn't know me from Adam
{or Eve), but just happened to call Yuris who told him some
things were going on in San Diego, so he came down. Rick and
Paula Reyes were old friends who hadn't seen each other in
some time and she came in to town to see him. Herb was just
back from Germany and staying with Yuris. Later in the week
Rosa Montoya was in the area giving classes and so took in
the monthly juerga. Such are the gifts that fate occasion-—
ally and impulsively tosses our way.

As for the planning, we have the Botellos to thank for
sacrificing ten days of anything resembling privacy as they
welcomed ancther whole family and isclated individuals into
their warm and vibrant home. Raul took a week's wvacation so
that he could spend more time with us and was as generous and
attentive as anyone could ask for,whether organizing gather-
ings in their home or ferrying our happy little crowd to 0ld
Town, Balboa Park or the beaches by day, Tijuana, Los Angeles
or local flamenco events by night -- all the time spurred on
by cante and palms issuing from the depths of the van (we
more than once wondered where, and why, we were going when we
had everything we needed in our mobile flamence unit). Charo,
with a heart and spirit to rival the size of Andalucia,
soared with unflagging energy through the whole amazing week,
carrying us with her on a wave of cante from one day, and
night, to the next, somehow managing to remember to cook
meals and do laundry. As we rolled into our fourth night
with Charo the ever ebullient Sevillana still holding forth,
I felt myself starting to slide downhill and was dimly aware
of a small, cranky voice inside me saying, "I'm beginning to
hate this woman. When is she going to crack?" Well, as a
matter of fact the crack came the following night when she
did yawn a couple of times and we all decided that maybe we
should break precedent for a couple of nights by going to
bed. Made all the difference in the world and we summoned
our resources and surged through the rest of the week in
admirable style.

Through Charo and Raul we were introduced to San Diego's
finest artists. I was impressed with the guality of all
these talented people, but more than being impressed, I just
got such a charge out of being with other flamencos and see-
ing others perform, a privilege denied me at home. I have
such memories: lovely Juana De Alva and Julia Romero dancing
the most sparkling and graciosa sevillanas I could ever hope
to see; Rick's funky gypsy dancing and his rich voice cours-
ing through the smoothest of rumbas and then his beautiful
offering to the dawn of "Dime"; dear, impish Mariscl singing
her incomparable bulerias "de Manolito"; Charo playing her
favorite game of “"Stump the Guitarists" with an impossible-
to-follow capla of sevillanas; much-prettier-than-her-
pictures Pilar and everything she sang; the wonderful, stri-
dent gypsy voice of Remedios —- just hearing her jaleo excited
me; the complex and beautiful person that is Yuris -- his
smile, his spirit, his powerful toque. There were so many
people I just got a taste -- when what I wanted was a big
bite. I hope that impulse will be satisfied before too very
long.

A final thank you here to my husband 5id, who must have
broken some record for non-stop driving (Atlanta to Tucson ——
Grand Canyon to Atlanta), napping only when T could manage to
prop my broken and sated body behind the wheel for an hour or
two. And a note of appreciation for my son Stefan who never
once complained. For a non-flamenco running on an entirely
different time schedule from the rest of us (sleeping at
night, awake in the morning) this kind of experience can ke a
nightmare.

And so, Salundos a San Diego! You are a gracious city with
@ gorgecus climate, beautiful parks, great beaches. But it
is people who make a place, and some of your people are most
special. Yes, indeed! We'll be back.

Fondly,
Marta del Cid
Alpharetta, GA
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SAN PIEGO SCENE

IN SEARCH OF JUERGA SITES

We are still in need of juerga sites. The November Juega
has been cancelled and there has been no acceptable site
offered for our early December juerga (usually the second
weekend) or the January general meeting.

If anyone wishes to offer their home, business establish-
ment or has any suggestions, please contact juerga coordin-
ator Vicki Dietrich at 460-6218, 468-3755 or 459-4426.
Remember that a garage makes a great extra, easy-care room
if you have a small house. <Colorful sheets can be draped on
the walls to cover tools, etc., add a shaded lamp and "voila"
an instant flamenco den.

THIS SPACE RESERVED

FOR YOUR
AD

FOR INFORMATION WRITE

P.0. BOX 4706
SAN DIEGO, CA 92104

ANNOUNCEMENTS

Announcements with the exception of classified ads are free
of charge to subscribers. They will be placed for two
months if appropriate and must be received by the 1lst of the

month prior to their appearance. Include phone number and
area code for use in the DIRECTCRY. Classified ads are $1.00
per line (each 9 words) for each month they appear. Make
checks payapble to JALEISTAS and mail to JALEO, PO Box 4706,
San Diego, CA 92104.
JALEO CORRESPONDENTS

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

updates

Los Angeles Juerga: Saturday, Nov. &, 1982, 8:00pm-? Chez
Carlos de Peru, 5254 Van Nuys Blvd., Van Nuys, CA. Dinner
6-8pm if desired. For reservations call Chez Carlos (213)

789-6513. (They serve a great paella.) Juerga information
call Ron Spatz (213) 883-0932 or Yvetta Williams (213)
833-0567.

ROSALIE BRANIGAN, formerly with Fairmount Spanish Dancers of
Cleveland, Ohio, 1s now teaching in Mountclair, CA, at Jo Ann
Warner Dance Arts, 5050 Arrow Hwy (714) 624-5501 or (714)
629-4547. Classes in folk, classical and flamenco for chil-
dren and adults.

EL NIDO RESTAURANT features dancers Vicente Romero, Tamara
Spagnola and Pilar Hernandez with guitarist Pedrico El
Abogado -- engagement thru end of 1982.

MANUEL AGUJETAS OF JEREZ and his flamenco dancing wife, Tibu,
and guitarist Roberto Reyes will be performing at the Rincon
de Espana Restaurant, 82 Benver Street, New York City, 212-
344-5228.

concerts
RAQUEL PENA SPANISH DANCE CO. will appear at Cabrini College
in Radnor, PA on Nov. 17 in Wider Center.

LAURA MOYA will present a program of classical Spanish and
flamenco dances at the Kerr Cultural Center in Scottsdale,
AZ, on November 17, 1982. Guitar accompaniment will be by
Eduardo Santiago for the flamenco numbers. The dancer's
husband, George Rosner, will provide piano accompaniment for
the classical dances.

SABICAS will perform on November 20,
Auditorium in Pasadena, CA.

1982, at the Ambassador
The concert begins at 8:30pm.

classified

FLAMENCO COSTUME PATTERNS with complete and easily under-
standable instructions (flamenco skirts, dresses, high-
waisted pants, gypsy blouses and more). Adjustable sizing
(sizes 6~14) for custom fit. For more information send
self-addressed stamped-envelop to Patricia Mahan, 755 N.
Evelyn Ave., Tucson, AZ 85710

FLAMENCO GUITARS FOR SALE: 1967 Manuel Contreras, signed,
with pegs $1500 and a 1981 Pedro Maldonado "Negra" (excellent
new builder from Malaga) $1800. Call Jorge Strunz 213/
829-3268 Los Angeles.

LOOKING FOR OTHER FLAMENCOS in Vallejo, CA to get together.
Call or write Jack Ohringer, 1727 Fern Place, zip 94590,
(707) 642-5424.

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, l4, 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 request.
Please send a large, self-addressed envelope with your
request.
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GUITARISTS AND GUITAR STUDENTS WELCOME to accompany dance
classes, San Diego area. Call Juana 440-5279 before 8a.m. fl()fi(i(:
BACK ISSUES OF JALEO AVAILABLE: Vol. I no. 1 to 6 $1.00 each.
¥ol. T no. 7 to 12 $2.00 each, Vol. II, III & IV no. 1 to 12
$2.00 each, and Vol. V issues $2.50 each.

FLAMENCO ENTERTAINMENT

El Cid (Miami)

Bodegon Castilla

Marbella Restaurant (SW 8th St. 31lst Av)

DIRECTORY

australia
FLAMENCO ENTERTAINMENT
Cosmos Inn (Adelaide)

canada
DANCE INSTRUCTION
Maximiliano (Toronto)

new york

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

El Rincon de Esparia

El Castellano (Queens)

DANCE INSTRUCTION

Esteban de Leon

Jerane Michel

Victorio Korjhan

Mariguita Flores

Loretta Celitan (Long Island)
Estrella Moreno

Lilian Morales

Jose Molina

Bobby Lorca

Liliana Morales

GUITAR INSTRUCTION

Mario Escudero

Michael Fisher (Ithaca)

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

- - -
\IlrS;llIl(!
DANCE INSTRUCTION
Maria (Virginia Beach/Norfolk)
Ana Martinez
GUITAR INSTRUCTION
Paco de Malaga

washington d ¢ area
FLAMENCO ENTERTAINMENT

El Bodegon

Tio Pepe

JUERGAS

Charles Moeser

GUITAR INSTRUCTION

Mariquita Martorell

Paco de Malaga (Arlington, VA)
Carlos Ramos (Arlington, VA)
Fernando Sirvent (Arlington, V&)
Torcauto Zamora (Silverspring, MD)
DANCE INSTRUCTION

Raguel Pena (Virginia)

Ana Martinez

FLAMENCO COSTUMES

Maria Carmen Ramos

georgia

DANCE INSTRUCTION
Marta Cid

08-51-2287

463-8948

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

201/861-8316

215/925-1889

215/732-9610

215/925-1889

804/467-1509
703/931-0324

703/931-0324

301/657-4799
301,/992-4792

703/524-5083

T03/527-3454

703/524-5083

404/993-3062

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

minnesota

FLAMENCO ENTERTAINMENT
Senor T's

GUITAR INSTRUCTION

Michael Hauser (Minneapolis)
DANCE INSTRUCTION

Suzanne Hauser

FLAMENCO COSTUMES

Jo Ann Weber

illinois
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 Rodrigquez (Houston)
Gisela Noriega (Brownsville)
DANCE SUPPLIES

Casa de Danza (San Antonio)

new mexico

FLAMENCO ENTERTAINMENT

El Nido Restaurant (Santa Fe)
DANCE INSTRUCTION

Tamara Spagnola (Santa Fe)

colorado
GUITAR INSTRUCTION
Rene Heredia
Guillermo Saleczar
DANCE INSTRUCTION
Barbara Alba

oklahoma

GUITAR INSTRUCTION
Ronald Radford (Tulsa)
DANCE INSTRUCTION
Jimmie Crowell

washington

DANCE INSTRUCTION

Morca Academy (Bellingham)
La Romera (Seattle)

Maria Luna (Seattle)

GUITAR INSTRUCTION:

Gerardo Alcala (Bellingham)

oregon
FLAMENCO ENTERTAINMENT
Norton House Rest. (Portland)
DANCE INSTRUCTICN

Maria Moreno

arizona

DANCE INSTRUCTION
Laura Moya (Phoenix)
Lydia Torea

Patricia Mahan (Tucson)
GUITAR INSTRUCTION
Ismael Barajas (Tucson)

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

451-9606
333-8B269
333-8269

612/291-2889

312/869-5640

512/225-2581
214/357-8802
214/352-6798
512,/927-9029
713/780-1796
512/541-8509

512,/922-0564

505,/988-4340

505,/983-2914

722-0054
333-0830

303/733-4015

918/742-5508

946-2158

206/676-1864
206,/283-1368
206/323-2629

206/676-1864

223-0743

503/282-5061

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

602/745-8310
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californlcl JUERGAS
FLAMENCO ENTERTAINMENT Yvetta Williams 213/833-0567
Don Quixote (San Jose) 408/378-1545 Ron Spatz 213/883-0932

Mariano Cordoba (Sunnyvale)
Anita Sheer (Los Gatos)
JUERGAS

Halcyon Ida (Santa Cruz)
Jack C, Orhinger (Vallejo)
GUITAR INSTRUCTION

Mariano Cordoba (Sunnyvale)

Rick Willis (Placerville/Sacramento)

Juan Serrano (Fresno)
Anita Sheer (Los Gatos)
DANCE INSTRUCTION
Adela (San Mateo)
(San Jose)
Rosalie Branigan (Montclair)
Paula Reyes (New Monterey)
Carmen Chevere (Newbury Park)

san francisco
FLAMENCO ENTERTAINMENT
La Bodega

Las Cuevas

Flamenco Restaurant

408/733-1115
40B/723-0354

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
714/624-5501

375-6964
805/498-0264

415/398~9555
415/435-3021
415/922-7670

ACCOMPANIST FOR DANCE & CANTE

Eduardo Aguero

DANCE INSTRUCTION
Roberto Amaral

Pedro Carbajal

Rubina Carmona

Manuela de Cadiz

Raul De Alva

Carmen Heredia

Oscar Nieto

Vincente Romerc (Long Beach)
Sylwvia Sonera

Linda Torres (San Gabriel)
Elena Villablanca
GUITAR INSTRUCTION
Gene Cordero

David De Alva

Gabriel Ruiz (Glendale)
CANTE INSTRUCTION
Rubina Carmona

Chinin de Triana
FLAMENCO COSTUMES
Rubina Carmona

213/660-0250

213/785-2359
213/462-9356
213/660-9059
213/837-0473
714/771-7867
213/862-1850
213/265-3256
213/423-5435
213/240-3538
213/262-7643
213/828-2018

213/451-9474
714/771-7867
213/244-4228

213/660-9059
213/240-3538

213/660-9059

El Meson Restaurant 415/928-2279 CASTANETS

Siboney Restaurant (Berkley) Jose Fernandez (Reseda) 213/881-1470
Las Palomas Restaurant -

DANCE INSTRUCTION san dlego

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

FLAMENCO COSTUMES

Raguel Lopez

los angeles

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

Espartalus Restaurant

Las Brujas Restaurant

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

408/733-1115
624-3015

415/435-3021

415,/924-5908

213/789-6513
213/828-9205
213/668-0338
213/659-2024
213/667-9587

FLAMENCO ENTERTAINMENT
Calliope's

0ld Town (Bazaar del Mundo - Sun.

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

noons)

714/281-2610

714/460-6218

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

714/274-7386
714/465-7385
714/282-2837

714/831-2596

BULK RATE
U.5. POSTAGE

PAID
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Box 4706 San Diego, CA 92104 Permit 368
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