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Pilar Rioja

SOLO PERFORMANCE POWER

[Erom: THE NEW YORK TIMES, October 10, 1282]
by Anna Kisselgoff

The solo dance concert, as everyone knows, is the most
difficult theatrical presentation for any dancer to sustain.
It is no surprise that solo concerts are far and few between.
In dance history, traces are left by only the most charis-
matic -- Isadora Duncan, Anna Pavlowva, to name the most
obvious. The footprints of lesser solo dancers leave no
mark once their time is gone. There is no company to recall
their name. The choreography itself seldom become suffi-
ciently unglued from their bodies to be passed on.

The power to hold the stage alone is rare. Technigue is
not the issue. Some indefinable inner force exuded by the
dancer makes the difference. Recently, two very disparate
solo dancers, neither of them American, held their own in
brief New York seasons.

One is the Mexican-born Spanish dancer, Pilar Roja.

Pilar Ricja is a dancer of great concentration and purity.
Her smile is always tight-lipped. Her austerity is her
beauty. Absent from New York for several years, she was
presented now by Repertorio Espanol at the Gramercy Arts
Theater and had such a success that there are plans for her
return in March. All this was accomplished without a com-
pany of dancers, without theatricalized ballets, without
sets and without extravagant costumes. In her simplicity,
she radiated depth.

She came, in fact, with an intellectually-minded but
unpretentious program. Its theme was taken from a lecture
by Federico Garcia Lorca, "Teoria y Juego del Duende"
{"Theory and play of the Duende")}). The evening became an
exploration of the fiery and spiritual gquality that imbues
Spain's greatest music and dancing -- and by extension, all
the best of the performing arts. On the popular level,
duende could be thought of as "soul." Its very indefin-
ability is its essence. Yet when a performer possesses it,
it is easily recognized.

It is no disservice to as inspiring an artist as Miss
Ricja to say that she has days when duende is more apparent
than at other times. I saw the last part of her program
twice. It was an all-flamenco section. And the difference
between the electricity on the final Saturday matinée and an
earlier night was obvious. ©One saw it in the mesmerized
eyes of her fine singer, Pedro Angel, and of her two subtle
guitarists, José Negrete and Emilio Perujo.

Miss Rioja had only to circle the stage to establish her
authority. Every movement left an imprint. In true flamenco
style, she had no castanets. The eye was drawn rather to
the outline of her expressive fingers. Her hip swayed out,
the stately and startling power of her heelwork took over.
Her body jacknifed for a second. Stamping across the floor,
she flung her shawl above her head onto her shoulders.

By contrast, the Farruca, a male dance performed in male
dress, was all ritual, a mysterious incantation expressed
through intricate rhythmic changes in her heelwork. It is
in such restraint that Miss Rioja's compressed emotion is at
its most explosive.

Not all Andalusian dances are flamencc. The first part
of the program was devoted to Miss Rioja's choreography in
the 19th-century Spanish balletic style, set to Bach,
Corelli and Paganini. The dance to the latter became a tour
de force, a rivulet of castanet sound. A traditional set
piece, a fandango tec Beoccherini, proved elegant and lively.
andalusian dances such as the "Vito" hinted at the cold fire
to come in the flamenco section and were accompanied by
Pablo Zinger, pianist, and Maria Luisa Trevino, a singer.

This was, actuwally, more than a dance program. Luis Rius

selected the poems and lecture excerpts by Garcia Lorca,
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which were read with commitment by Carmen Cuesta and
Francisco G. Rivela. One didn't need to know Spanish to
catch words like culture, creation and civilization. The
fingl poem was Antonioc Machado's tribute to Zarcia Lorea,
murdered during the Spanish civil war. It is no secrst
which side he was on -- that of culture, creation and civil-
ization, which Miss Riocj2 exemplified in the final "Segu-
iriya." As she floated off into darkness, the words about
Garcia Lorca's death followed her: "The crime took place in
Granada, his Granada."

= »®
BACKGROUND

In a pezsonal letter, Filar Rioja tells us the following
about her early dance development: She began to dance at
the age of six. In Mexico City she studied Spanish dance
with Ogscar Tarribe. Later, in Spain, she studied flamenco
with £l Estampio, FRegla Ortega, and Manolo Vargas and
escuela holera with Angel Pericet. She says, "The Baroque
dances of Soler, Boccherini, Casanova, Scaxlatti, etc., that
is; the music of the Jtalian and Spanish composers, was the
idea of the Spanish musicologist and teacher, José Domingo
Samperio; he had the idea of doing the nusic itself with
Castanets, not just accompanying it. Later, I put in the
dance.”

Pilar adds, "I have always given my recitals solg, I
dance because I enjoy it, and my parents, who were Spanish,
always encouraged and helped me. This coming March 23rd I
will return to New York for a menth of recitals.”

Included with Pilar Rioja's biographical material was a
letter sent to her on Janvary 10, 19B3, by the New vork
Spanish critic's asscciation, ACB (ASociacion de Cronistas de
Espectaculos de Nueva York) proclaiming her winner of their and
nual award, "Premic Extracrdinarioc ACE 1983" in the "Theater"
category. They say [from the Spanish)], "This prize from
news writers who specialize in the world of performance, is
in recognition af your notable talent, as svidenced during
the past yeat, and your esteemed contripution, extclling the
class of Hispapic art in the United Statasg.™

The following review and excerpts are from the many that
Pilar received for her New vork performances in September
and Qctober of 1982:

. aw

FOR PILAR RIQJA,
SPANISH DANCE IS MORE THAN JUST FLAMENCD

[from: The New York Times, September 24, 1982]
by Jack Anderson

wWhen she is a member of the audience, pPilar Rioja feels
disappointed if a Spanish dance concert does not contain any
flamenco. Yet, because flamenco is only one of many great
Spanish dance styles, she feels agually disappointed when a
-congert is all flamenco. Therefore, as a dancer, she takes
care to meke her own solo programs varjed.

Typically, her latest progzam, "Teoriz y Juego del Duende"
("Theory and Play of the Duende™), which can be seen this
weekend at Repertorio Espancl's Gramercy Arts Theater,
includes aristocratic dancaes of the 18th century., ag well as
Andalusian gypsy &nd flamenca dances. pBetween the solos,
actors of the Repertorio Espanol campany read excerpts from
the writings of such modern Spanish poets as Federico Garcia
Lorca and Bntopio Machado, and the evening is a celebration
of "duende," a word that iz almost impossible to translate.
But by it Garcia Lorca meant, in part, a mysteriouz powez of
artistic inspiration. Speaking of its presence in dance, he
once said, "The duende works over the body of the dancer
just as a gust of wind hits and blows over the sand.”

Miss RioJa spoke of her approach to programming ths other
day, as well as of her background. Because her English is
limited, René guch, Repertoric Espanal's Cuban-borr artistic
dlrector, Was interpreter. .

The duende concert had its origin in a lecture-demconstra-
tion on Garcia Lorca's esthetics prepared by Miss Rioja‘s
husband, the poet Luis Rius. Miss Ricja provided choreo-
graphic examples of points mentioned jn the text and was so
successful that the lecture was expanded into s full-evening
theatrical event accompanied by singers, guitarists and a
pianist.

In the past, Miss Rioja has prepared programs that com—
kine dance with texts DY guch classic Spanish authors as
Lope de Vega, st. Tsresa of Avila and st. Jchn of the Cross,
and she said she believed that it was important for all
dancers to acguaint themselves with great literature, music
and painting.

"Too ofter, we dance only with our feat, wher€as we
should dance with our heads, too." Miss Rioja said, "not
with our heads in a cold way, but with our hearts as well as
our heads."

She said ghe was saddened whenewver ghe encountered
theatergoers who regard Spanish dance gs nothing but melo-
dramatic heel stamping, and she speculated that because
Spanish dancers often appeared in nightclubs in North
america, sudiences may have only a limited notion of the
art's range. Yes, she 5aid, sarly in her own career, she,
too, had made cabaret and pightclub appearances, and she
learned much from having to heold the interest of peaple who
had come to egt and drink, as well as to be entertained.

*But I'll never go back to cabaret," she said. "1'g
rather not dance than go back -- and I love to dance more
than anything!®

Nevertheless, she is delighted by how knowledgeable many
New Yorkers are about Spanish dance as an art from. In fact,
she considers New York to be one of the three places, along
with Mexico and Argentina, outside Spain where Spanish dance
is most appreciated.

Born of Spanish parents in Torreén, Mexico, Miss Ricia
knew when she was & child that she wanted to dance, and she
was encouraged to do 80 by her father, a cotton farmer. Her
teachers have included Oscar Tarriba in Mexico City; in
Spain, Bl Bstampio, e member of the Spanish dance troupe
that Serge Diaghilev invited to appear as special guests
with his Ballets Russes in 1921; Reqgls Otera, and Samperia.
Manolo Vargas is now what she calls her “tutor and cor-
rector. "

From Ange] Pericet, she learned the dance form that is
usually known in English as the Bolero School. A product of
the 18th-century Spanish court, it combines folk-dance steps
with #lements borrowed from the classical ballet technigue
of the pericd and requires its exponents to play castanets
as they move. Miss Rioja said that the charming style was
comparatively rare in Spain because "everyone wants to do
flamenco and only flamenco.™ But she has included several
examples of Bolere School dancing in her duende concert.

Although she has performed throughouk Latin America and
has just retwned from her fourth tour of the Sovier Union.
her last Mew York appearance was in 1875, But Mr. Buch said
that when he saw her earlier local Programs, he and his
staff at Reperorio Espanol “just fell in love with her, and
we knew we Wanted to have her back."

Esgentially a soloist, Miss Rioja has done little chore-
ography for groups. BShe said she might be interested In
working with a group in the future, but, for the present,
she joked, "I love Spanish dancing so much I wamt to do
everything mysglf."

® &N
COMBAT WITH THE INVISIBLE

[from: The willage Voice, September 29, 1982]
by Deboarah Jowitt
What is duende? No ope defines it easily. In his speech,
Teoria y Juego del Duende, Federico Garcis Lorca tried to
lure it out into words, Something that certain artists,
certain works of art possess, something that certain aspects
of the world now and then reflect. Music that has "dark

{continued Opn page 28)
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EDITORIAL
CIRCULATION DRIVE

As we reported last month our advertising campaign is off
the ground and Jaleo's financial outleok is improving. How-
ever, our circulation has essentially remained the same for
the last two years. We solicit the help of our readers in
spreading the word about Jaleo by passing on the gold form
ﬂ%ElDSEd in Jaleo to prospective subscribers. (Place your
name on the back of this form. For each new subscriber you
refer to us, your subscription will be extended one month.)
Encourage those who are free-loading by reading your copy of
Jaleo to order their own subscription. Send us names and
addresses of prospective subscribers so that we can intro-
duce them to Jaleo. Any publication must have a healthy
circulation to survive.

--Juana De Alva
» & =

EL CABRERO PARDONED

In verification of and feollow-up to a report in the
January Jaleo [“"Letters”] of the imprisonment of E1 Cabrerc
for swearing, we include the following from ABC, November
13, 1982 [sent by Gordon Booth]:

The cantaor José Dominguez, "El Cabrero" was pardoned by
decision of the Consejo de Ministros. The pardon was com-
municated by means of a telegram sent yesterday morning to
the Court of Cordoba. José Dominguez had been condemned to
six months of detention, later changed to two, for having
used an expression considered to be a blasphemy during a
recital. among the people who had asked for the pardon was
the Archbishop of Sevilla, Monsignor Amigo Vallejo,

LETTERS

FLAMENCO VIDEO CASSETTES

Dear Jaleo,

About the video tape of Paco de Lucia...{Letters: Jalea,
November 1982), [ bought it in London in 1977 in a video Hi-
Fi shop. I saw it ip many Hi-Fi shops at that time. I do
not know if they sell this tape in the U.5.A. (I live in
France.) The records "Flamenco Opera" and "Al Viento" of
Manolo Sanlicar can be found in any record shop in Spain.
The "Flamenco Opera“ iz a double L.P. with the participation
of Lebrijano, Rocio Juarde and the gquitar of Enrique Melchor.

Ho Tong Nag
Paris, France

HOW TO START A FLAMENCO ASSOCIATION IN YOUR COMMUNITY

Dear Jaleo,

We would appreciate it, if you could send us any infor-
mation on how to start a Jaleistas in the Detroit area. We
have a few families who are interested in a group.

Mrs. Irene Unrau
Redford, MI

lEditor: We started the San Diego Jaleistas by contacting
everyone in the area who we knew to be involved or inte-
rested in flamenco, including local Spaniards who were not
necessarily involved in flamenco but added a lot of ambient
and enthusiasm. We had an informal pot-luck and put our
PIOposition to those present to get together on a monthly
basis and put out a small newsletter to communicate between
members, (This "small” newsletter grew into Jaleo.) We met
in private homes for several years but have been seeking
public places to meet in the last few years because it cuts
down on the work, clean up, ets. The Los Angeles chapter
meets every two months in Mexican restaurants and advertises
their juergas in Jaleo.

We try to maintain a supportive atmosphere in which the
more advanced help and encourage the newcomers. Tt is, of
course, more enjoyable for all if many people get involved
in the planning and putting on of the juerga and beyond
that it is a process of trial and error to see what works
and what doesn't.

Perhaps other groups around the country will write in
thelr suggestions and experiences -- what is working for
them and what isn't.)

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

i

)

i AM EXCITING ONE WEEK WORKSHOP-FESTIVAL W[LLL
BE TAUGHT BY TEODORO MORCA IN ALBUGUERQUE,

! New Mexico, MarcH 21-26TH. L

) FOR COMPLETE INFORMATION. PLEASE CONTACT: §

Eva Encinias. 3110 Epitu, NLE, \

ALruQuUERQUE, N,M. 87107 P

TeL: 505/345-4718 or oFfice. 277-6143

i B e
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BIG SUR JUERGA

by Juana De Alva

Over Labor Day weekend in September 1982, a three-day
camp-out juerga was held in the Big Sur Mountains in
California which included Middle Eastern, East Indian and
flamence performers and aficionados. The most exciting
aspect of this gathering from this flamenco dancer's point
of view was the exposure to so many styles of music and
instruments which, in spite of their differences, seemed to
have a common bond.

Having been long familiar with the gypsies' claim of
Indian origins it was enlightening to find what could be
called the link between ancient Indian dance and flamenco in
the form of the kathak (katak) which comes from Northern
India. It was positively eerie to see the barefoot dancer
executing rhythms and movements (some in twelve beat phrases)
so like our "desplantes” por bulerias. This along with the
intricate rhycthm and verbal code with which the dancer and
musicians communicated made me a believer.

Much thought and preparation had gone into putting this
gathering together, but it was still a place for only the
heartiest souls. One had to endure a treacherous single
lane road into the meadow, biting bugs, billows of dust,
barking dogs and sleeping (if you were lucky) on a bed of
straw. But what would one expect at a camp=-out -— the
Hilton?

LEFT TO RIGHT: PIER "GABRIEL," RICK HUNTER, DON “AGUSTIN,"
PILAR MORENO, TRISHA UE ALVA, AND ROSA MONTOYA (FRONT) AT

BIG SUR JUERGA

Some of the comforts provided were: giant plastic-covered
gecdesic sleeping domes which enabled one to see the stars
at night while being protected from the cold wind, the newly
built sauna where several bulerias sing-offs tock place, a
swimming pocl, a make-shift amphitheater and beautifully
decorated stage which was in use, probably, sixteen hours a
day. The setting, of course, was beautiful and we were
blessed with perfect weather. There was great comaraderie
and sharing of vittles.

It was calculated that there were 300 people in attend-
ance, ranging from professional performers to aficionados
and their families. There were stringed instruments of
every type —- violin, cello, sarod, guitars, sitars, harp,
oud, banjo, santar; there were a variety of drums from clay
to silver; there were chimes, bells, maracas and other Latin
hmerican percussive instruments and even a painted flute
made of kelp. Among the flamenco performers were dancers
Rnsa Montoya and Paula Reyes, singers Pilar Moreno and
Isabel Tercero, guitarists Paco Sevilla, Carleos Mullens,
Peter Evans, Gabriel and Agustin, and guitarist-singers
Rick llunter and Suleman. Young performers included a little
gypsy girl Trini, Isabel's daughter Michelle, and my
Jaughter Trisha.

During the day the stage was left open for anyone's use.
A singing banjo player entertained, followed by a harp and
quitar duc, a fine classical guitarist, a chime and bell
player who shared his instruments with the audience and got
them to participate, a Latin American group, a cellist, etc.
This was very informal. There were always people sitting
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HARP AND GUITAR DUET

SBEEE8EEE8EEE8EEE8ES

BANJO PLAYER AND SINGER

CSICISIESIOSIERIESISOIONes

CELLIST PETER MUSE IN BATHING SUIT

VIEW OF STAGE WITH DECORATIVE CANQPY

LATIN AMERICAN RHYTHMS
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in the straw listening attentively to whatever was going on
on stage while others preparsd meals over wood fires, washed
clothes or utensils in the stream, hiked, swam or enjoyed
cthe company of the many interesting and talented people
presant.

In the evening the stage was Lighted; iTs use was more
structurerd anpd the amphithester was filled. The earlier
part of the evening was allotted toe the Indian performers
beginning with the very stylized southern Indian dancers.
Their dances, which were performed to taped music, seemocd to
e a2 form of storytelling in movement, sign language and
facial expressions., The control of the facial muscles was
very important.

he dancer explained that there are nine emotions includ-
ing lowve, anger, disqust, fear, mirth, compassion, sadness,
tranguility and bravery. These ure depicted with specific
facial expressions -- puffed cheeks, quivering avelids,
raised wyeprows, etc,, along with body postures, stretched
neck or slumped shoulder, guivering limbs, and so on.

The kathak dancing from Hortherr India was accompanied by
sarod (see photo) and tablas (clay drums) and was mach frecr
and natural by contrast. Although storyt=]1ling can also be
mOST interesting aspects of thias

performed in kathak, tt
form, from a flamenco standpoint, were the improvisational
coordination of dancer and musiclans and the similarivtics of
movement and rnythm paktterns. (This 15 discussed further in
one of the fallowing interviews.)

The second portion of the evening was devoted to Middle
Eastern dancing -- otherwise kaown as "8elly Dancing." These

ladies and the accompanying musicians reallv outdid them-
selves on the last night.

Flamenco occupied the latter portion of the evening, The
first night no one was in costume. Isabel Tercero acted as
catalyst to get everyone cooking. Rosa Montoya stepped off
the stage into the darkness expecting a step where there was
none and wrenched an ankle. 3She was delegated as 3 cantaors
for the rest of the juerga. Jn the second night, the Bay
area performers presented a cuadro and the San Diego conkin-

INDIAN DANCER DEMONSTRATING
ONE OF THE NINE EMOTIONS

PILAR MOREND SINGS TO THE ACCOMPANIMENT OF PACO SEVILLA
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PILAR MOREND. SULEMAN (STANDING), AND JUANA DE ALVA ALEGRIAS, LEFT TO + DON, , ' ALVA

jent presented a cuadro and a few ruffled skjrts material- was again thrown open for anyone.
i1zed. Too much time has eclapsed to remember who did what One evening all the lights went out. Immediately the
but the impressions that come most readily to mind are: that stage was illuminated by a hundred mini-spots from people's
of Rosa's strong cante, dancer Paula Reyes' charm and sense flashlights and the show went on uninterrupted until the
of humor on stage, Suleman jumping from violin to guitar to lights returned. Another high point was the spontaneous
cante with egual enthusiasm, Rick Hunter with guitar and prerformance of a "primal" dancer Teresa Bradford. She
cante support and his "pasos por bulerfas," the cante of danced like a person possessed ending in an exhausted heap
Pilar Moreno accompanied by Paco Sevilla, the guitars of on the floor. She claimed to have had no sort of formal
Gabriel Hernandez, Agustin and Terry Setter, the duet of Bob training and when asked to describe her dancing she said,
Rich and Peter Evans, the dance of the three youngsters --— "You just drop it; you defocus and let the music bounce off
Michelle, Trisha and Trini. After the flamenco the stage your soul." (iQué flamenco! ¢No?)

= * %

I"RIMAL DANCER TERESA BRADFORD
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GUITAR DUET: BOB RICH AND PETER EVANS

INTERVIEW WITH JUERGA PROMOTERS

The following is an interview with Peter Evans and Jim
O'Connor who were responsible for organizing the juerdga-
It took place on the second morning outside in the amphi-
theater. In the background Rick Hunter was playing the oud
and Richard Hayfield was playing a santor.

PETER: This is the second juerga. The first one was much
smaller with only a one night adventure, but 1t had the same
magical thing that last night had. And 1 think you'll agree
tha* there was a certain magic feeling in this setting which
v can't put on a tape because it's something you either
heve to see ar you just don't quite appreciate it. TI've
been a flamenco guitarist for about twenty-five years, and
over those years I've gotten to know a lot of different
flamence people. The last juerga was such a succese artis-
tically and everyone had such 3 good time that I got on the

phone and just started calling everybody. It started grow-
ing and then it became a thing where people were hearing
about it and calling me, saying, "I'm a flamence guitarist.
Can I come to your juerga?" 1 was really delighted because
flamenco, some pecple say, is dying out. But it seemed like
it was alive and well, in California at any rate, with the
response we got. Not only from flamence artists, and, we
hope that more of them are going to show up today, but alsc
the belly-dance people. My wife is a belly-dancer so she
got in touch with & lot of the belly dance people; there's
some overlapping and common ground there, of course, and a
lot of them kpow each other. Jam O'Connor was responsible
for the Indian side of it. Jim is the owner of this
property and he wanted to have a seminar of some kind. This
was always his dream.

L

MAKING BREAKFAST BY THE STREAM

ROSA'S ANKLE GETS HEALING TREATMENT FROM JIM O'CONNOR
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JUANA: Jim O'Connor has just come on the scene here. He's
been giving Rosa Montoya's ankle a massage. BShe twisted her
ankle last night stepping off the stage in the dark. Peter
had just gotten up to your part, Jim.

PETER: The guestion was, how did we even get this thing
started:; I talked a little about how I contacted people, but
it was more your dream to have something here. You had
envisioned & happening in this meadow, 1 think, for a long
time. The flamenco worked out, two years ago, to be such a
magical event, we wanted to try it again.

JIM: At that time 1 didn't even know what the word "juerga”
meant. I have known Peter for many, many years and Bob Rich
has been & friend for many years. We talked and said why
don't we get together and have like a party. Peter said,
“Well, why don't we have a juerga?" That's z happening
where you get flamenco pecple together and so ferth and sc
on. And that's how it more or less started. One of my
ideas was to incorporate East Indian dancing because of the
flow from the kathak to flamenco. The gypsies are of Indian
origin, so there's that whole natural flow through there
and, of course, the Middle Eastern alsoc brought the oud
which was the ancestor of the lute and guitar.

PETER: There's an overlapping between all three of these.
So it's a very natural thing that they be together. 1

think one thing that should be pointed out is that this is
an Indian encampment. 5S¢ it's s matural family ground —
you can almost clese your eyes and see the tribe of probably
fifty or sixty Indians who lived here for thousands of
years.

JIM: In evidence there are still the stones up there and
mortars where they ground their corn. They were part of a
tribe from Monterey County called the Castancans, Two years
ago when we were putting in the stage (the first stage) and
leveling the ground, we found the mortar and pestles for
grinding. It was almost mystical, if you want to make
things out of it. We definitely believe there's still
Spirit here and I'm sure the Indians are having a good time
and enjoying what's happening. Anyway, so then Jim put the
energy in. He designed the stage as far as the visual thing
here. That's all Jim's. Last year the stage was half this
size. We built these tables, too [indicating the picnic
tables and benches distributed around the meadow], and did a
lot of the work ourselves. And the grounds —— I also want
to give credit to this lady here, my niece, Michele and her
husband, Bill. Here are two people who were working around
in the background doing different things. He has been
unbelievable, day after day. This had gone on for two
months, nonstop. -
JUANA: That's what I suspected.

TREE HOUSE ACCOMMODATIONS

JIM: Cleaning, dozers, planning all those little details,
Johns.

JUANA: You had to doze out the levels?

JIM: Yes, pads for the sleeping accommodations...then we
thought, let's get some geodesic domes -- we felt the impor-
tant thing was to accommodate the performers the best we
could. The performers, because we were hesitant to ask
people to come and perform for free. We only can accommo-—
date roughly 300 people, and with that, what could we
rharge? 510.00? We didn't want to do that kind of thing so
we wanted to be able to get all these different people in,
give them a chance, and for the main top performers, give
them money for their traveling, provide them with dinners,
and create an atmosphere where everyone could share and

have fun. And that was one of the basic concepts. Then we
were worried about it. How do we ask pecple? Can we ask
for donations? It was a whole new thing for all of us
because we had never done this before.

JIM: And it was a lot of work sitting down. We had a3 lot
of head sessions getting together, working out details;
Barbara is the legal secretary so she was formulating them.
JUANA: Hopefully a lot of the work is done now.

JIM: That's the thing. MNext time we won't have to go
through all of this craziness. When we were having our
meetings, we thought, "Oh, God. Have we bitten off more
than we can chew?" We turned away so many people. That's
the kind of sad thing.

PETER: Well, actually, we haven't really had to do it at
the gate. We had to do it on the telephone, but then we
put the word out that if you're not on the guest list, don't
even bother driving up. We didn't want it to get too big
because it would tend to ruin it for everybody. On the
other hand, we do want people who are aficionados or music
lovers or artists themselves. The highest percentage of
this group is mostly musical people -- amateurs, students on
some level and a whole gang of professionals.

JUANA: You aren't in any way going to recuperate the money
you put in?
JIM: No. What it basically is for me, from my end, being

on my property, it's equity. A lot of things are being
done here that can be retained, so I don't look at that
money as being a loss. I look at it as something for future
things. It wasn't meant to be a money making thing. Hope-
fully, I'll be happy to break even. But it's okay. It's
going to work out and we want to do more juergas, at least
one every year. What we're trying to do is just keep the
art alive and enjoy it.

JUANA: * Thank you for your time and efforts and we all
appreciate it.

GEODESIC SLEEPING DOME COULD ACCOMMODATE

UP TO FIFTEEN SLEEPERS
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LEFT TO RIGHT: UNTDENTIFIED, DON, PICR, ROSA, RICK AND PAULA REYES
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TABLA PLAYER KONRAD GAUDER RIGHT WITH MONINTO BOURBON ON SAROD

INTERVIEW WITH KATHAK PERFORMERS

[Interview with the kathak performers: Konrad Gauder on
the "tabla" clay drum, Montino Bourbon sarod player and
Suzanne McDermott dancer. The interviews took place the
last morning of the juerga in Jim O'Connor's cottage which
was a focal point of activities.]

JUANA: We're speaking first with Konrad Gauder, tabla
player. Konrad, what fascinates me is the interaction be-
tween the musicians and the performers because it appears to
be so close to what we have in flamenco. Even the name of
your drum "tabla," which produces the rhythm, is so similar
to the word “tablao," the floor where we produce our rhythms
in flamenco.

KONRAD: Well, what you're seeing there is a language. The
dancer and the drummer share a language with which they canp
share compositions or improvisations by producing sounds
that are similar, or at lesast within the same rhythm pat-
tern.

JUANA: I caught that yesterday even before she [Suzanne]
explained it, that some of the sounds represented movements.
KONRAD: Exactly. The language of movements. It's a choreo-
graphic language, a drumming language. The drum composi-
tions themselves, within the pure music, are but slightly
different. The language is slightly different from the
dance, but it's possible to cross over and a drummer can
play the dance language quite easily.

JUAMA: Could you give me an example of a movement in the
language, how it fits in with a turn, for instance?

KONRAD: Okay. A turn may be done with a tune, da da, which
is a long sustaining sound on the drum so that they sustain
where they are to do a complete turn. Tarakita footwork is
very much like the very fast tarakita on the tabla, so she
can produce fast, rapid movements with her feet, but not
exactly like the percussive sound that's produced on the
tabla tarakita, tarakita, tarakita, that sort of thing.
JUANA: Are either of those sounds equivalent to the heel;
she uses the heel, the ball, and the whole flat of the foot,
right?

KONRAD: Right.

JUANA: Which one of those would correlate with which sound
or part of the foot?

KONRAD: That depends on the dancer. That's a good guestion
to ask her. A lot of 1t is improvisationary in a sense;

it's up to the drummer to choose whatever sounds he feels
are going to make the compositions sound right.

JUANA: I associated a particular arm movement she does with
our llamada, our call.

KONRAD: She does an invocational arm movement.

JUANA: And is there something like a call to signal that she
is going to be changing from one part of the dance to
another?

KONRAD: Not specifically. A lot of the signals we pass on
to each other are just to indicate the composition. Seo
she'll say, "ta ta toom tecom,” meaning we go to a particular
composition. And she'll say that right before the first
beat of the cycle, so we'll be able to snap right into it,
JUANA: Would that work for any tabla player or is this an
understanding that you have between you?

KONRAD: It's an understanding that we have because we work
together and we know the repertoire. However, a good tabla
player who has played with dance would probably know the
compositions or at least similarity of compositions, So he
could improvise along with it. And a good drummer should be
able to follow a dancer if she's going to do something.
JUANA: The same way a good guitarist should be able to
follow a dancer.

KONRAD: And then the sarodist is playing a repeated phrase
or melodic pattern. He's subservient essentially to the
drummer and the dancer in this particular form. And the
drummer is subservient to him in pure raga. In other words,
there is a trade off, but he's the lead.

JUANA: And what's raga?

KONRAD: Raga is melodic form.

JUANA: Would the dancer be performing at that time?

KONRAD: In that sense, no. In the pure classical music I'm
talking of, it is just the music. The musical presentation
involves a lead instrument and a drummer playing duet and
there the similarity is like jazz in that the drummer and
the instrumentalist trade off.

JUANA: What is your background?

KONRAD: Well, 1've been playing for fifteen years.
with Suzanne for about five years now.
other pretty well.

JUANA: And I suppose that you must have spent some time in
India?

I worked
Sa we kKhnow each
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EONRAD: Yes.

JUANA: How long?

KONRAD: A year and a half.
1967,

JUANA: And what attracted you te Indian music?

KONRAD: The intricacy and the scientific approach to rhythm.
Rhythm from childhocd, pianc playing and what not. When I
heard the Indian syatem I thought, "There's an all-inclusiwve
system that pretty much covers everything." Alsc, I really
loved the soind qualities that were produced. The delicacy
of the tabla, the drum; it's more than Just a drum, it's a
meledic drum.

JUANA: Yes, I saw you tuning it.

KONRAD: Oh, it has to be tuned very carefully. AaAnd also
melodies can essentially be played either through different
sound productions on the right hand drum, or modulating the
left hand drum moch like a kettle drum.

JUANA: And how do you do that? With pressure? And then
you're hitting, putting the pressure on and hitting at the
same time?

KONFAD: Yas.

JUANA: Well, there are many more guestions I would like ta
ask, but I realize that you are anxious to be on your way.
This iE Montino Bourbon and he was the sarod player. I'd
like you to tell me 5 little about the instrument first. It
looks wery complicated with all the pegs going uwp and down
the sides.

MONTIND: Basically, it's a very ancient style of instrument,
It's kind of like & banjo. This type of instrument has been
arcund for a long time. But the sarod itself, the modern
sarad, has been refined through the years. It has bean
rebuilt, as it were, hut it has been rebuilt by e lot of
pacple in the 1l4th century. A person called Karakon first
put on metal strings and later they added a metal finger-
board, and then my taacher’'s father enlarged it and added
wore strings. So it's gone through a lot of revolutions.
JUANA: From a flamenco standpoint, what I'm very much inte-
rested in is how the dancer and the musicians inkteract.
MONTING: Well, Indian music is setup with a system of rhythm
called kali, and this system of rhythm is like graph paper.
When somebody does something you can see where they're going
because what it is, is long cycles. You know how oo grach
paper you go down one and across two you can prolong that
tine and know exactly how it's going to run, right? It's
the same in Indian music. If you're doing a sixteen beat
rhythm, let's say four/four, you come hack out on the first
beat, on &a7. You can hear it coming, So the music --
there ares signals, let's say —-- but the signals are the
misic themselves.

[Suzarne arrives and joins in the discussian.)

SUZANNE: The dancer and the musician have to be of the same
quality to recognize it, If one is & lot more advanced

than the other one, then it would he harder to communicate.
If you're both on the same level then it's really fun.
JUANA: Everythiag you've said spplies sc perfectly to
flamenco -- there's the same type of commmication.
you done flamenco at all?

SUZANME: No, I hawven't,

[There are pauses and interruptions as pecple leave and
enter. We continue.]

JUANA: Explain to me, when you said one, two, three, four;
ona, two, three four; one, two three, four, five. Then
you'‘re out of the sixteen.

SUZANWE: Wo, this is the sixteen. The fast beat of tintal
is one, two, three, four, five, six, seven, eight, nine,
ten, eleven, twelve, thirteen, fourteen, fifteasn, sixteen,
ana. DPintal, tin means thres, and fal can mean rhythm or
clap. So there's three claps. one, two [paase) , three;
one, two (pausa), three, and this part here that's open is
called kali. The first part that you hit the one is “gum,"
and every composition has to land exactly on swn unless it's
planpned in advance rhat this compoEition comes right after
sm or right hefore swm, which is kind of rare. Host compo-
sitions end exactly on sum. So what Montino is doding here
is the fintal one, two, three, four, five, Bix, seven,
eight, nine, ten, eleven, twelve, thirteen, fourteen, fif-
teen, sixteen, one, two, three, four, like that. And what
was it that you said?

MONTINO: The simplast rintal.

SUZBMME: One, two, thrae, four, five, one, two, threse, four,

That was gquite a few years ago,

Hawve

five, one, two, three, four, five, din da din din &
1 2z 3 4 5 1z

din din d4 442 &2 din din d@  is the fintal count. On top

3 4 4 12 3 4 &
af the tintz! the dancer might do a second composition, so
somebody's got to keep the rhythm. Uazally in kathak it's
either the sarod player or the sitar player, whoever is
playing that -- or the tabla player. UTsually it's going to
pe the Barod player. When you have the aarcd player and the
tabla player palying together, and it's just the two of
them, they take turns. When you have the three of you
{inciuding the dancer), since the tabla and the kathak
dancer Ehare the same language the sarod or the sitar has
the meleody, but we have no melody. We have the rhythm. We
rely a lot on rhythm.

MONTING: Hopefully.
SUZANNE: You see we mostly dance in f£intgl which ia sixteen
heats -- four, four, four, four -- and that's a lot more

clear cut. When you're doing seven, it's a lot more
dangerous.
MONTIWD: Yes, tintagl is really universal.

JUZANNE: Yas, 4/4, it's universal. But rupgk, which is

tin tin na 4in na din na -- one, two, three, four, five,
six, seven; sSo it's one, two, three; one, to; one, two,
three, four; one, two; ona, two -- it's & lot more difficuit

to put compositions on top of something like that because
it's not fouwr, four, four; it's pot so cut and dried. But
it's more exciting, too. And then there is Japta.
MONTING: Japta is wora hercic. It's very deep...
SUZANNE: I think it's kind of sexay, too.

MONWTING: It can be. For me personally, I like things that
are more austere, you kpow it's got that {(slaps hands
tagether).

SUZANNE: I like the more juicy ones.
MONTING: Also, it goes very fast, japta.
beat: it's very urgent.

JUANA: Are there any recoreds avallable with just kathak
music?

SUZANNE: There is a kathak record out by a woman named
Sitara Devl where she recitas compositions and then dces
them. It's kind of a rare thing, but you know how things
are. If you atart to sniff it out it will come to you.
JUAMA: Another similarity that I saw (between kathak and
flamenco) was in the use of your hands. We have what we
call liamada in which we signal to the guitarist. I mean
it's part of our call to the quitarist. And I saw that and
I wondered if that also was a cue for you. If you have any
kind of llamadas or call.

SUZANNE: No, I don't cue the musicians with my body at all.
It's a2 much mora gpecific communicaticn.

MOWTIND: She says, do this.

SUZANNE: Yeah, well I wouldn't say, I don't cue them. It's
a lot more obvious in kXathak. It's like sometimes I would
speak to them with my feet. If I wanted to speed it up, I
would hit my toe and they hear my bells. I communicate with
my hands by just showing them now we're doing a fast segment
of ¥intal or with my toe, But there are no hand signals
except for this. But that's not part of the bols part of
the composition. So there's the bols, which are the rhyth-
mical compositions that I recite, and the tabla plsyers will
play what I just said, and I will dance what I just said.
But most of it iE just done with my feet. BAnd then the next
aspects of the dance are called slokas which are poetical
compositions. And when I recite them, they're not neumenic,
they re not just dance syllables. Tt's Hindi or Sanskrit or
Urdu that I'm reciting.

Kathak i5 about 3,000 years ald and kathak meéens to
speak, to tell a story. Kathaka means storyteller. So when
kathak first started it was Hindu and the various story-
tellers were like troubadnrs all over India apd they would
tall these stories; they'd just put up a curtain and then
all night long they would tell kathakas. They sang and then,
about in the eighteenth century, when the Mogul invasion
started happening, after the Muslims taok cover, it was no
longer permissible to dance kathak because they didn’t be-
lieve in depicting God in human form. And that's what
kathak was. They believed that they became that God when
they danced and they asked that Sod to enter their body and
dance through them. So they had to change the dance form
and that's when they started with the recitation, the fast

It's got kind of a
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KATHAK DANCER SUZANNE MC DERMOTT

spin, the footwork. And so kathak is, out of the six class-
ical dances, the only one that is both Hindu and Muslim.

And then when the British came it changed even more. Well
it almost died. Because the British put a value judgment on
everything Indian. Like they were real primitive and "oh,
we have our ballet, and we have our orchestras, and our
classical music." And they just viewed what the Indians
were doing as primitive. A lot of Indians bought that and
became ashamed of their art forms. Also kathak went through
a period where a lot of the dancers were prostitutes, like
Geishas, and no respectable girl would be caught doing
kathak for a certain period of time. And then when India
got her independence in the late forties, there was this big
resurgence of nationalism and national pride, and kathaks
came out of the woodwork. Artists in India, like musicians
and dancers, keep their art within families. A lot of times
a8 great musician will only teach members of his family and
will not teach anyone else.

JUANA: Ancther similarity.

SUZANNE: So they kept it alive within their family and then
when it was all clear and everybody was liking kathak again
and it was respectable to do it, they came out and started
schools. In the 1950's there was a big resurgence of kathak
and since then, it's been on the upswing. Since the 1950's
more and more people are doing kathak.

JUANA: That almost parallels the flamenco popularity in the
fifties and perhaps Spanish dance as well.

SUZANNE: There's a tremendous connection, you know. My
teacher told me that gypsies left India and went all over
the world, and the ones who ended up in Spain helped to form
flamenco. You can see that in the different heelwork
patterns. Like I can hear it very clearly. You have your
shoes with the heels of your shoes beating out the rhythm.
JUANA: It was originally barefoot, too. I can do the same
things without my shoes. Did the gypsies originate the

Indian music or did they just carry seeds of it and carry
that around?

MONTING: One thousand years ago, back in the BOO or 900's,
people traveled all over the world, and especially artisans
and musicians traveled light, right?, and could bring their
art with them without getting ripped off. You know what T
mean? In those days it was pretty rough traveling, especi-
ally long distances. There were various places where there
was a very intense tyadition, musical tradition, artist
tradition, and from there things were taken as far as China
and brought from China to India. Musicians traveled a lot.
They went in kind of an esthetic way.

JUANA: It wasn't just a total gypsy tradition, then?
MONTINO: No.

SUZANNE: But they say, from what my teacher said, that the
gypsies were the ones who were kathak dancers, but they were
also the gypsies who went to Spain and their influence, mix-
ing with the Spanish influence -- flamenco grew out of that.
MONTINO: The Phrygian mode is so universal that you find it
a lot in flamence. It's one of the most used scales and
it's one of the most popular in India, too. It's appeal is
direct. You could talk about it scientifically and say it's
this or that, however, it's one of the mother melodies. I
have a very difficult time relating to ballet; I guess it's
because ballet is so much more modern, not as old.

MONTING: Alsc, ballet got very formal. That is to say, it
crystalized in a particular way. There are so many things
that did that. It's amazing to go all over the world and
watch how things crystalize like that. How many similari-
ties and how many differences there are. The toe work of
ballet — I think it is almost the only dance that goes up
on its toes.

SUZANNE: It's sc unnatural. I mean kathak is very natural
to me., We never do anything artificial, like up on your
tippy toes and extending your body. You have to train your
body to be a ballet dancer.

MONTINO: Flamenco and kathak are down.

up.

Ballet tries to go

SUZANNE IN TYPICAL POSE
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SUZANNE: It's very down and alsoc it comes from the heart;
ballet to me doesn't come from the heart. Tt's like when

I was watching the flamenco dancers last night, and they
wait for the mood to come to them. They don't come out and
present a dance form. They're really presenting something
from within themselves and they sort of...they wait for it
to come. They sing a little bit and then it geoes up, the
singing, and everybody starts to clap and then the dancer
feels. Maybe 1t's all planned and she knows exactly when
she's going to get up. But it didn't seem that way to me.
It seemed that she wairts for the mood to take her, then she
dances.

JUANA: 1 didn't See any similarity between the Facial expres-
sions the other Indian dancers talked about, the formal
facial expressions.

MONTINO: That's kathakal. That's more like dance theater.
SUZANNE: Or is that kabukil theater?

JUANA: S0 you don't have any formal facial expressions in
your,..?

SUZANNE: In all the Indian dances they have what's called
navarasa, which means the nine sent to you. And there's
shanti which is peace. There's love and all the different
sentiments that you can feel. And they're highly stylized
and you're taught those -- what joy is supposed to look
like; what peace is supposed ta look lie, but in kathak
you break away from that and the person's interpretation of
how to feel joyful or how to feel anger comes through in
kathak kali. There's a definite place where the eyebrows
arc, how the eyelids are held like for anger, bottom eyelids
—- the top eyelids are held up and the bottom eyelids go up
and down like that. And it's really hard to do. And the
mouth is held a certain way, everything is precise and it's
theater -- it's a kabuki and it's highly stylized.

MONTINO: Also they have mudras in kathak kali. The hands,
they actually go into grammar and synthesis. That is to
say, kathak kali they can carry ob a conversation as we're
carrying on, it's not just I feel angry or 1 feel happy;:
they carry on complex thoughts and the audience will watch
for poetic illusion and puns, and they will do puns between
the dance and the mudra and between the story being told

and the mudra.

JUANA: What ig the mudra?

MONTINO: The mudra is the hand movement. All of the dif-
ferent gestures, hand positions, all of those. It's like in
zathak kall, those are incredibly complex. MNow actually go
into the grammar, they have all rthe cases, verbs, every-
thing.

SUZANNE: You can show past, present, future tense, In kathak
you don't have that. You have hand positions but you don't
get into == the mudras there's not such a big vocabulary. We
keep it more at a basic level and I think that that's why
¥achak is a lot more acceptable to the man on the street.
Karhak took a little bit from sverybody who came down the
pike, and a lot of people came down the pike into North
India. You Know, they came right in. But they couldn't get
down to South India. They just never made it down there.

50 our Hindustani music, which iy the North Indian music as
opposed to the karnatic music, which is what you heard on
tape and is & South Indian music, we'wve evolved through the
centuries. We'we taken from the Persians, we've taken from
Blexander the Great, we've taken from everybody. The people
in the South stayed pure and nobody influenced them.
MONTINO: In fact, not only did they stay pure, but they
purged their music of foreign influence. They had, not
quite like the Inguisition, but really they went through it
and really tried to keep it very, very pure. And there were
a Foew heavy Fights on that stuff like saying, "Oh, this be-
longs here." And people saying, "No, no, it doesn't," and
so on and so forth.

MONTING: The thing is, that with us, the moment is essential.
You sit down and something happens, you get a feeling, and
from the feeling you know what you're going to do. There
are thousands of ragas to draw from. The ragas are the
melodic forms. Thousands to draw from. Some that are so
abstract it's been suggested to me by my teacher not to
play them in public because they sound like Martian music.
They sound totally weird. And then there's weirder than
weird,

SUZANNE: It is believed that some ragas can start fire;
ragas can kill people; ragas can make you fall in love.

"17 SEEMS THAT SHE WAITS FOR THE MDODD TO TAKE HER ™

LEFT TO RIGHT: GUITARISTS DON AND PLER (FROM THE
BAY AREA) PILAR MORENO, JUANA DE ALVA AND ISABEL TERCERO (FROM THE SAN DIEGD AREA)
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JUANA: How do you find gqut these rugas’ Are there bocks on
tnem 2r...7

MONTING: There's only one way, really, to learn the ragas
and that's mouth to ear, That's +he way to dg it. This
particular music, I think that it's strangly based in the
s0—called magical mode and part of that is direct trans-
mission.

JUANA: Tell me samething about your backgraund, where and
haw long you studied? How you got interested in i£?
MONTING: I played guitar for a very lang time.

JUANA: What xind af guitar?

MONTINO: I studied flamenco in San Francisea and then in
1963, while I was in the army, I was playing a lot aof gquitar
at that time: flamenco, £olk. and some classical, bossa
rava, and all kinds of things. I was down at EL Paso and
somebody put a recard on a particular magical night and I
was hlown away. I said, "How are those peaple daing this
because they seem to be improvising together -~ the drummer
and the melodic musiclans were daing complex things
absolutely tagether. And alzs, in the melody itself, the
hgtes were being bent. That blew me away; these things just
completely blew me away. 8o I decided tg find out and when
I came qut of the army, thraugh cone thing and anhagther in
1967, I started studying with Ali Akkar Khan, T was actu-~
ally blown away by him playing this raga chandanongra that

I played last night. I wa$s requested to play by the gentle-~
ment who was here then, & guitar player. And it's a magical
ragae.  Talk abgut magic. TIt's incredible. It means playing
with the moon, like yau play with a ball. and I woh't go
into the stary of that raga. It was very, wvery heavy. But
it's & new one. It was created by my teacher. 2and I
started studying with him in 1967 and stayed with him far
twelve years, pretty much full-time. I went with him tg
India a little bit, but mostly we stayed here. &and then
about three or four years ago I sopped going to the school,
I'd gotten my twelwe years in, and I felt I wanted tg wark
on my own. So I've been daing a@ lot of composing and I play

the classical music ard other instruments as well. and I
play a lot of modern music, too, in fact, I'll play far you
if I get a chance.

SUZANNE: When you entered the All Rkbar Khan school you
weren't just trained in youwr instrument, you alsa had vocal
training, If you are & dancer, it's very important to be
able to sing and to be able £o play tabla, too., And so
Montino nat only understands the carod, but he also can
sing. We zll had to go to a class where we didn't play any
instruments; we just there and the teacher did wvaried and
complex rhythms #nd we had ba f£cllow them. We either had to
kegp the beat while he said the complex rhythms or he kept
the beat while we said the warious rhythms.

JUANA: Yqu both studied at the same place?

SUZANBE: Yes. I studied at the Ali Akbar ¥han College of
Musiz. My teacher was the dance teacher there, and then he
left the school and started his gwn school, which was very
sad because I was lucky to have 9% of my training with him
while we were at the Ali Akbar Khan College. Ali Alkbar xXhan
is our teacher. I studied vocal at the Ali Akbar College af
Music, which is in Marin County. Then I studied dance with
ty teacher who is Chitish Das. They don't teach kathak at
the Ali Akbar College anymore, Chitish Das has his own
school and he only teaches kathak.

I was always interested in things Indian ever since I was
lattie. I used to dress up in sheets like saris and I
always had a feeling for India, I was living on the East
Coast and out here visiting and a friend said & me, "There
are Some Indiszn dancers and musicians playing in Golden Gate
Fark for free. Do vou want to go gsee them?” And I said
sure, this in about 1973. They were from the Ali bkbar
College. The musicians played and my teacher, who wasn't
my teacher at that point, danced. I said to my friend,
"That's what I want ta dg for the rest of my 1ife.™ And he
said, "Get out of here, Suzanne, you don't ewven dance," be-
cause I grew up in the land of American Bandstand. Ewvery-
bady danced in Philadelphia except me. I was really, really
shy o dance, I weht to a2 dance ance and I ended up sitting
in a carner zhd telling everyone that the smaoke bathered my
eyes because I was too shy to get up and dance.  So kathak
was the first dance form that I could dc that didn't make me
self~cansciaus, because I lose total sense of wyself when I
do this dance. I doh't feel like Suzanne. Like one time

Daisy asked me tv model a sari for one of gur apen houses at
school, and I said, "Na way. I could never get up there and
da that." sShe said, "You've got tg be kidding, Suzanne. You
perform on stage 211 the time." B&And I said, "But that's not
me.” And that would be the difference. It would be Suzanne
in a sari, but when I do kathak, it's nat me. So I said %o
my friend, "You'll see, I'm going ta go ta Ihdia and Study
that dance form." and then after the perfarmance was aver
they said this dance and music are taught at the Ali Akbar
College of Music in Marin County. I said, "Where's Marin?”
Sq the next day I made my friend drive me aver to Marin and
I wrote to the school, and I went hack to the East Coast and
packed up &ll my stuff and T maoved to Marin.

MONTIND: Talking about that magical aspect -~ when ygu get
up oh the stage it's not yau. There's samething that wants
to be expressed.

SUZBNNE: It doesn't aIways happen.

MONTINO: Yeah, it doesn't always happen.

SUZRANNE: And it happens to different deqrees. Sometimes
everything clicks and you just cook and yeau can't do any-
thing wrong.

JUANA: We call it duende.

SDZANNE: Duende?

JUANA: Yes.

MONTIWNO: Duende, right., That's when everythihg is magic.
SUZANNE: That's what's 3o great about Morth, is that they
were the human sponges. They just sucked in everything and
then teok what they liked and Jeft the rest.

JUANA: And the gypsies are the same way. They've been the
human sponges in Andalucia.

SUZANNE : They Qidn't stay static, They canstantly were apen
to other things and kept refining and xept adding and becom-
ing richer and richer all the time.

* ¥ ®

[Monting has recorded a tape entitled "From Montino With
Love." Far price information write: Bourbon Productions,
Box 258, Forest Rnalls, CA 94933.]
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PACO DE LUCIA - CHICK

VAR ALIA
COREA

Creativity on Stage

[Erom: Mundo Artistico (Los Angeles), Noy, 25-Dec. 1, 1982:
sent by René Heredia; translated by Paco Sevillal

by Nelson Henriquez .

The search. Art as supreme expression. Muasic, a medium,
but alsc a way to feel, to live, to continue searching. A
search that typifies them, that is their common source of
inspiration each night on stage. Music is their passion,
Pianc and guitary improvisation, an attitude that is crea-
tive, direct, sincere, and straightforward, without games or
messages -- their only need is communication. And communi-
cation, in their case, is to transmit a feeling, to project
a way of being and performing. Daily co-creation through
artistic expansion...

We refer to two "fenomenos": Chick Corea and Paco de
Lucia, currently brothers in an almost worldwide tour tchat
requires them to constantly move between airports, hotels,
theaters and interviews -- as happened with us on a rainy
fall afternocon near Griffith Park and Sunset Blvd. At the
end of the interview, we said to them, "This has not been an
interview, but rather, a lesson. Thank you!" And we said
that in complete honesty.

Each of them radiated a well-earned prestige that is the
fruit of years of numerous and varied artistic activity.

Chick Corea is a composer, a pianist, and a musical
director. He has recorded more than a dozen long-play
albums; the latest is called "Touchstone" (Warner Brothers)
and explores his origins and his present perspectives in a
work that reunites him with musicians who accompanied him in
his early years. Chick was born in 1941 in Chelsea, Massa-
chusetts. Me has played the piano since he was a child and,
before becoming a soloist, performed with a number of jazz
bands.

Paco de Lucia was born in Algeciras, in the heart of
andalucia, Spain, in 1947 and is a child of flamenco and the
guitar, a genuine inheritor of the most authentic music of
the region. Paco was a child prodigy, due to both his
innate abilities and the determination of his father, who
wanted to make him into the greatest exponent of flamenco of
all times.

At this point, the similarity ip corigins becomes amazing,
because, in the case of Chick Corea, the paternal role was
also decisive, although in relation to the piano.

Paco developad his abilities in Spain and, from there

etrged before an audience that sought him in every corner
of the world. Europe, America, and Asia are mere points of
reference in a continuous itinerary that broke through new
frontiers and won admirers. He became a virtuoso, a true
phenomenon, recognized by music authorities and critics.
Chick is now a musical genius; his records have dazzled
different generations and represent the highest peak in the
fiald of experimental jazz; the doors of the White House
operied to him by special invitation of the President of the
United States.

The debut of Paco de Lucia in the Americas had the world
25 a stage: his rhycthms were heard in the august head-
quarters of the United Nations and, later, he did two
extensive tours of this country, coast to coast with excep-
tional success.

Soth artists have taken the position of a contemporary
and international perspective, in accordance with "our
times.” It was natural that they would end up knowing gach
other, committed to a new experience that, according to
them, enriches them and throws them into a common search, by
means of jazz and flamenco.

The artistic coincidence has been a happy one. Some
months before the summer of 1981, after a telephone call in
which Chick asked Paco to collaborate in making a record,
the partnership was begun. But the first time they met
perscnally was in Japan.

"The experience has been very important," says Chick
Cotea, "important and pleasant. [ [ove flamenco music in
general and particularly the way Paco plays it; he is ap
artist who can play any contemporary music."

"I have been crazy about the music of Chick for a long
time," confesses Paco de Lucia, "because there is a Spaniard
inside him; for me it is a dream-come-true, not to play with
him each day, but just to listen to him for two or three
hours. I am not a schooled musician; I don't know how to
reqd or write music, but with a man like Chick, who knows so
much, there are no problems,™

The dialogue with the two artists continues easily.
Topics come up with a logical and pleasant rhythm. We ask:

-- Do flamenco and jazz have something in common? Is
Flamenco tnterpretive?

Paco speaks: "Flamenco is not interpretive. Flamenco is
anarchistic. Classical music is interpretive. Flamenco has
a tradition that is very old: Bach guitarist gives to it his
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own personality, his style. Jagz comes from blues, which is
also the music of a people who are on the fringe of society
and persecuted, Both styles are wveryv improvisational and,
although the systems are different, the rhythm of flamenco
has a lot of 'swing' in it."

-- What do you think about kthe commercial forms of music?”

How Chick ansgwers: "It depends on what you consider to be
commercial. Our music is quite sophisticated. The improvi-
sation is scophisticated, as is the composition, But the
audience, the public, understands it guite well., We don't
have a fixed plan for each program. The format is a combin-
ation of our two interpretations. It is a form of co-
creation. In each piece we find a2 form of personal
expressicn.”

Paco confirms that, "The music is the musicians." He, as
a musician, knew Chick and, upoh hearing his interpretations,
did not lmow if it were jazz or some other thing. “wWhat
gets my attention is the musician, what he does, what is
reflected in him.*

Chick recognizes that he knew almost nothing about
flamence before going to Spain in 1974, except that he had
seen it a couple of times on television and the dancing,
more than the mmsic, had awakened a slight interest. But,
in Spain, witnessing the combinaticn of music and dance in
the tablac, his Spanish friend, Pedro Rivas, explained the
significance of the movements of the dancers; it was the
first time he had heard of Pace and, thanks to Rivas, he was
able to hear Paco's music on a tape.

~= What are your future plansg?

Paco, a5 a good Spaniard, philosophizes: "The future is
the present. The only way to make the future is to live the
present with intensity, with a capacity to assimilate what
is happening at the moment. To put yeurself into the future,
without seeing what is going on around you, I believe will
be wvery frustrating.”

Chick also reflects on this question: "There is nothing
written. What there is is a shared desire to continue to
make art, music, Maybe we will go to Europe next vesr. T
would like to do chamber music, to go to Holland...™

And so, with a display of optimism, of faith in pure art,
both artists continue explaining their feelings about the
eternal problems of the complete creator: "Individuality is
perfectly compatible with this type of experience."™ The
public, ™is universal, I don't try to educate them; I do
work that feeds me and satisfies me, without rencuncing my
concept of musis and art,™ says Paco, while Chick affirms
that his message ie the music, although, as artists and
human beings, we always "have a lot to learn,™ and pointing
out along the way that one of the best human experiences is
represented by cities like Loz Angeles where people from
many parts of the world live togethar.

As we say goodbye, the rain continues beating down on the
city, descending like ancther form of searching, in an
expression of nature that improvises each antumn and each
year...with a certain taste of improvisation that, at rest,
is alsoc art.

AV

MENTAL ARTISTRY IN FLAMENCO

a revolutionary approach to mastery
for dancers and guitarists

* improve technical skill

* accelerate learning

*-develop mental & muscular control
* enhance performance

Contact ¥V, Phoenix (713) 995-8697

Batracne g,
Boiurinrme

SKIN CREAMS FOR THE GUITARIST

You may have seen some flamenco quitarists apply skin
cream to their fingers during a performance. When T first
saw this years ago, I thought it was the great secret of
fast picado, so I went to the drugstore and bought a tube of
Nivea cream. I applied it sparingly to the index and middle
fingers, but feund that the picado was the same. Years
later I went back to using the cream when I moved to Fhoenix,
Arizona, where the dry desert climate can dry put the skin
and make it difficult for fingers to glide over the strings.

Guitarists who live in dry mountain or desert climates
sometimes discever that creams help to get rid of the dry-
ness. There are cother benefits alsc. Certain creams make
the right amount of lubrication during the rasgueados and
help to aveid excess wear of the nails. OF course, this is
beneficial for anyone not wearing some kind of nail orepara-
tion, but it can alse make rasgueados smooth, even if a
preparation is worn. Many times very dry skin can be a2
result of enjoying a daily, scalding hot shower. Guitarists
who have brittle nails and dry, itchy skin may not make the
connection for years and may be surprised that they are
bringing akout their own troubles. Even guitarists who live
in more humid climates may benefit from the Uge of rcreams
during the winter, when central heating makes air very dry
indoors, or automcbile heaters dry up air insida a car.

Basically, any cream is used to restore moisture which
normally the body can produce naturally. Besides the great
assortment of skin creams to be found at stores, there are
also many cuticle and nail creams. One of the first nail
creams 1 saw was called "Pantho Nail."” After a few years
the company changed the product’s name to "The Seventh
String." after taking a survey, The name change was a
promotional jdea to sell the product to a wider market,
including classical guitarists,

During a recent trip to a Iarge supermarket, I spent over
half an hour looking at some newer creams, and soaps.
According to what I have heard from various sgurces, the
best of the new creams contain a substance called "para-
aminobenzoic acid" or "PABA,"™ which is part of the B-complex
vitamins. What it dmes is to attract moisture like 2 magnet
to where it ig applied.

If a guitarist tries some of the new creams for lubrica-
tion only, it becomes evident that they are not of the right
consistency. The best I've found still seems to be the
internationally available Nivea, Nivea lotion is good for
the skin also, but it is the ¢ream that guitarists would be
more interested in. I've run into a few gquitarists who have
gotten a disorder called eczema. If you ever meet anyone
who has this, you will realize what an important organ the
skin is when you see that a rasgueade is impogsible under
those conditions. Other aids to the skin which are
important, according to a few notrition manuals, are vita-
mins A, B complex, C, and D. ’

Finally, it is important not to apply any cream in
excess. Too much may get on the stringa inadvertently and
dull the sound of a guitar Ly hampering string vibration.
Excess can almost disappear on the strings, so it's a good
idea to have some type of cloth to wipe with in the case.

==Guillermo Salazar
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JUAN MARTINEZ
El Arte Flamenco

THE GITANOS DIO NOT UNDERSTAND THAT IT IS
agiaéELE TD LEARN DANCE IN AN ORGANIZED

[from: La Prensa, <. 1942; sent by Laura Mova; translated

by Paco Sevillal
by Juan Martinez

Those gypsies of which I have spoken danced their spop—
tanecus desplantes and 4id some step to prepare another
*dibujc® [picture or posel, for it was all the same to them
to stand still in one spat with the feet together and slowly
raise the arms, as it was to jump teo one side with a stamp
of the feet or do a turn on cne knee. It was not easy for
them to get the idea intc their heads that it is possible to
dance mathematically and with an ocrganized preparaticon, The
mrdalucian dance, although it was within their reach,
required the playing of castanets and a certain amount of
study; due to the time reguired for this study, they were
not interested, but preferred their own style and form which
di2 not depend upon anybedy or anything. This was their
greatest enemy, not only in those times, but even today, be-
ing almost impossible for the gypsy to dance anything gf the
classical dance. Fram that time on, the gypsy separated
himself from the classical Andalucian dance, remained cam-
pletely isclated, and pursued, alone and step-by-step, his
perscnal development, searching with the help of the
bandurria, quitar, and palmas, a means of defending himself
against the powerful baile andaluz.

And thus, the different forms and dances of the balle
gitano gradually emerged and later -- as in the baile
Andaluz -- were given names. As time passed, the bandurria
was losing strength ameng the gypsies, who pzeferred the
guitar because they could play everything on it frgm the
bandurria and the scund was more agreeable ta the eaz. For
whatever reasons, they decided upon the guitar -- except for
the gypsies of the caves of the Sacromonte in Granada, where,
even today, the old gypsies still use rhe bandurria as part
of the history af the "arte gitano.”

These flamenco guitars, to which so much is owed for
having made the baile gitans (flamenco) prosper, like the
baile gitano turned their backs on the Andalusian music --
although what they did was music. Those men, using only
their musical ear, were able to reproduce con the guitar that
which Ehey heard arcund them. With the thumb they repro-
duced the saund of the singing vaice and, with the left hand
they searched the notes of the fingerboard to harmonize and
cogrdirate the togque with the dance as well as the song. It
is a unique case, the abllity of those primitive guitar
players —— a5 with the gypsy dancers -- to start out knowing
nothing and create toques [musical forms] that combined
perfectly with the steps of the bailagr ar bailacra, no
matter how unusual those steps were.

The art of the baile flamenca did not concern itself in
any way with the ather dances that were popular in Spain and
kept to its own....For many years the art cantinved without
leaving the jusrgas -- it was well-suited tg the pecple
immersed in fieska and wine -- but eventually figures

appeared, bailacras as well as bailacres, who were cele-
brated throughout Spain and, in some cases, cutside of
Epain. (If the fareign public had known about flamenco in
those days, as they do today, the art would have been
universally accepted for a much longer time.)

When the cafés cantantes [much like present day tablacs)
began in Spain [in the mid-1800's], they brought aboutr the
formatign of the first flamenco cuadres. The cuadra zon-

sisted gf a half-circle of performers facing the spectators,
seated on the front half of their chairs in grder to main-
tain the body erect and wrinkle-free, with men and women
mixed and dancing one after the other, that is, in turn,
each dancinog that which they did best. The order was ngt
based upon the talent of the artist, nor on the category of
dance, but on the age or senicrity of the performers —— a
tradition ir the tablag gr flamenco system, as it is in the
bullring, where the youngest matador kills the first bull
even if he is the star performer: so it was with the
flamencos., First the women danced, then the men, and
finally the cuadro ended with the cantasr and his accom-
panying guitarist going forward while the rest cf the cuadroe
left the stage.

During this period there were first class ballacres of
flamencg in Spain, as there was in the baile Andaluz. The
dances, as with those af the rest of Spain, were being
recognized by their respective names, and we find among
them, one of the most primitive, "Tana™ or “"La Tana," a
name given, certainlv, because i1t was that of a celebrated
gitana of that time. Another primitive dahce rhythm is the
zapateado, and I have already sald that the cachucha gitana
was the bulerfa, and later the soleares, alegrias, and
tangos -— serious and "por chufla” -- were danced.

===

h!!!EﬂEﬁ!!&ﬂE§H§E§E§!§Eﬂﬁ§|’ﬁﬂﬂ§§§2§

@ SUTAR GRS TR A SRS
(7 jB&e jwtaNaw

Pt

P AN Sl P 7 ais) ST g S T =T

EZaaSEZ

NEERS TS T

4 %4 ® 3 oTE EE R E LE NS RE PR N H:oEE AR L+ or:oAW ek FEE Siwvaowonmow

KRubina Carmona

Ingtruction in Cante
and Baile Flamenco
Personal Costume Design

(213) 660-9059 Los Angeles, Ca.

St m omimoww alw oaw o mlsme me mie miw o m.

SN MmN % w4 mE wamch TR P4 SN EmoEE AN EE ak s- -ammnm b A

THIS SPACE RESERVED
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 AQ DESIGN IS REQUESTED)




JALEQ - FEBRUARY 1983

PAGE 21

Revietns
FLAMENCD DF\ZZLES: TEQDCRC MDRCA DANCES

[from: The Daily Breeze; sent by Teodoro Morca)
by Ray Bowman

Tecdoro Morca, an extracrdinary Spaniah dancer who can
dazzle and excite, brought his spirited "Flamenco in Con-
cert" to the Harhor (bllege Theatre stage Friday for a one-
night bnly performance.

In his chbsen fieid of creative ethnic dance, Morca is a
complete master. He has a purity of style, a brilliant
technigue and a fiery temperament.

Partnered enchantingly in the duo dances by his lbvely
wife (Isabel Morca) and accompanied by gifted Bruce Patter-
sbn bn guitar, Morca's program offered a satisfying crbss-
sectibn of flamenco rhythms and several Spanish style dances
inventively chorepgraphed to the idiomatic compositions of
Breton and Litblpff and to the unidicmatic compositions pf
J.3. Bach, Morca, were gorgeous and the stage lighting was
artfully planned to effectively create the proper meod for
each dance and t¢ enhance and dramatize Morca's choreagraphy.

Morca, like the recently retired Jose Gracb, is an
american-bern dancer wha learned his craft by studying in
Spain and by performing with well-known Spanish dance
troupes.

While in Spain and Eurcpe, Morca was & principal dancer
with the famed company aof Pilar Lopez. Before that he
toured around America with the Martin vargas cuadro and also
with the companies of Grecb and Lbla Montes,

The tall, strikingly handsome Morca, who was in top form
for Friday's appearance, possesses in his flamenco dancing
all pf the essential aspects sericus aficionados look for in
a male dancer: wirility, Ebrce, expressive footwork, feeling
and good taste.

His dancing alsb succeeds in preserving the criginal
elements of flamencb by retaining the spontaneity and the
purity of expression that sprang from the unique Moorish
influenced Andalusian culture bf Sauthern Spain.

In "En Las Minas de Cobre,” a prafound gypsy rhythm
danred tb the haunting song of the miners of Levante, Morca
demonstrated his irbn technique, uncbmpromising masculinity
and proud elegance of figure and movement.

Showing a starkness of interpretatibn which is a vital
aspect of true flamenco dancing., every heel tap, hand clap,
snap bf the fingers and facial expression had a special
meaning.

A virtubsic display bf imprbvised footwork with "palmas”
in the joyous and dashingly danced "Ritmos de Cadiz"
{alegrias), showcased Morca's absolute grasp of flamenco's
complex rhythms and counter-rhythms.

The sizzling male-female relationship in flamenco mixed
dancing came alive when the Morcas performed a torrid "Capa"
ta the guitar rhythms of "Sbleares por Bulerias." There was
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alasp plenty bf fire and emotional interplay between the
partners in an earthy "Mirabras.”

Isabel's "Tangc Gitana" was sensuous and frivolous and
the gay and wild "Fiesta de Jerez" finale conveyed infectu-
ous spontaneity.

Patterson's twb,neatly executed guitar solo improvisa-
tions were well-received and Lis “"cbmpis™ and accompaniments
for the dances were excellent.
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320 HIGHLAND AVENUE » NATIONAL CITY. CA 52050 * 477-0675

TRULY NATURAL INGREDIENTS AND A SPECIAL "SECRET" RECIPE MAKE
ROSA'S GOLDEN BROILED CHICKEN THE BEST IN THE WEST! ONCE
YOU TRY US -- YOU"LL TRY US AGAIN & AGAIN & AGAIN & AGAIN!!

FLAMENCD ENTERTAIMMENT SATUROAY 7-10:30 p.m.

Paco Sevilla & Pilar Moreno with:
Juanita Franco & Angelita (Feb. 19 & 26)
Juana De Alva and Liaa Mellizea (Mar 5 & 12)
Coming in March - Rayna
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JUERGA in LAS ANGELES

JANUARY JUERGA

by Yvetta Williams

The Los Angeles area's January 15, 1983, juerga at
Joaguin and Liza Feliciano's dance studio was great fun and
a night to be remembered. Joaguin, Liza and Liza's parents
were wonderful hosts and prepared a marvelous buffet of
fantastic potato salad, ham, vegetables, dip and drinks.
With the addition of "tapas" and drinks brought by everyone,
there was plenty of good food, good conversation, good
music, song and dance making for an evening of great
flamenco fun. We all thank the Feliciano family for hosting
us all.

As well as a feast in food there was a feast of guitar-
ists (most of them professionals). We were blessed with
Filipi Lopez, Bill Freeman "El Nino de Sepia," David De
Alva, Trisha De Alva, Mr. Jingles, Alberto Almar, Roy Mendez
Lopez, John, Miguel Ochoa, ¥vetta Williams and others. We
enjoyed all of them and their fine music, both in the tradi-
tional and contemporary flamenco styles. They all helped to
make a great juerga and we hope to see them all at the March
4th juerga.

Darian Cabral was visiting from Phoenix and shared some
nice cante. Carla Ochoa sang and danced beautifully; Bill
Freeman sang as well as played.

We had the pleasure of watching Shauna Hanoff, a profes-
sional dancer from New York, who arrived the day of the
juerga and shared her beautiful dancing talent.

We alsec took pleasure in watching "Paguita" dance. sShe
is originally from Chicago but has worked the last 5 years
as a dancer in Spain. She was in California wvisiting her
sister and family, and they all came to the juerga. She is
a strong, beautiful dancer.

Our youngest dance team of Eric Cortez and Yrma Horta
danced sevillanas and alegrias. It is always good to see
them dance.

Special "thank you's" to all those who sew the beautiful
costumes which add so much beauty and atmosphere to the
juergas. And thanks to all of you beautiful dancers who
wear your costumes and share your talents. We give thanks
to Annette Pratte, Esthela Alarcon, Elizabeth Vaquer,
Cynthia Ortega, Joy Padilla, Liza Feliciano, Joaguin
Feliciano, Jean Wilder, Luisa Carmody and the others whose
names I didn't get.

Raul Berrios played guitar and sang La Bamba and Las
Mujeres. It is always a pleasure to hear him perform.

We thank our photographer Dick Williams for recording the
juerga on film and taking the pictures for Jaleo.

We appreciate the donations given at the door by those
who did contribute. We still are not getting in enough
money to cover the cost of the juergas. We hope that all
who attend will give what they can afford a little more
freely. We are still trying to aveoid charging a set amount,
but expenses keep adding up. $19.20 was put in the donation
Jar and there were around ninety-five in attendance. The
expenses this time were around 5£50.00.

> ox &
MARCH JUERGA

The next juerga will be at The Intersection on Friday
night, March 4, 1983, at Bpm., 2735 W. Temple St., Los
Angeles, CA (213) 386-0275. You can call that number for
dinner reservations or come and order good ethnic food and
drink during the evening from our host Athan Karras. They
serve delicious Greek and ethnic food and the tables are set
up around a good dance floor. Be sure te mention that you
are there for the juerga.

From the Hollywood Freeway take the Rampart or Benton Way
exits. The Intersection is south of the Hollywood Freeway
on Temple Street.

There will be another juerga in May. It has been
suggested that we have a workshop for the first half hour
8:00-8:30. This we will do. Everyone is welcome at the

juergas.

(photes by Dick Williams)

"PAQUITA" DANCING; BACKGROUND PALMAS YVETTA,
JOY PADILLA, SHAUNA

SHAUNA HANKOFF (FROM NEW YORK)
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ANNETTE PRATTE DANCING, ACCOMPANIED BY YVETTA WILLIAMS
AND BILL FREEMAN

ESTHELA ALARCON

LEFT TO RIGHT: BILL FREEMAN, JOAQUIN FELICIANO,
UNIDENTIFIED, LIZA FELICIANO (HOSTESS), UNINDENTIFIED

JOAQUIN FELICIANO (HOST)
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ROY MENDEZ LOPEZ (LEFT) AND DAVID DE ALVA

JOY PADILLA

JINGLES ACCOMPANIES THE CANTE OF
PHOENIX, ARIZONA

ol

FROM

DARIAN CABRAL

CYNTHIA ORTEGA
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CARLA OCHOA WITH GUITARIST HUSBAND MIGUEL

LEFT TO RIGHT: LIZA FELICIANO, JOY PADILLA, CYNTHIA

ORTEGA, YRMA HORTA

LEFT TO RIGHT: ALBERTO DE ALMAR, JINGLES, TRISHA DE ALVA,

FILIPI LOPEZ, BILL FREEMAN SINGING

ERIC CORTEZ AND YRMA HORTA
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(PILAR RIQJA: continued From page 4)

tones” has duende. This somber, potent gpirit doesn't
always engender keautiful sights and sounds in art; it
raigses a chill along the beholder's spine, sets the heart
beating fast. Unlike the inspiration that muses and angels
kring to the poet, the dancer, the singer, said Lorza,
duende doesn't come from the outside, it must be awakensd in
"las dltimas habitaciones" -- the deepest. most remote
dwelling places, the last abodes -~- of the blood. and it
awakens most readily when, in the middle of 1life, the
presence of death is felt.

The dancer, Pilar Rioja, now being presented by the
Repertorio Espafiol, names her program after Lorca's famous
lecture. Actors Carmen Cuesta and Francisco G. Rivela sit
in one corner of the tiny. high olé stage of the Gramercy
Arts Theater and read the lecture, interspersed with some of
Lorca's poems. Their Castililian speech sharpens the "y™ and
"11" sounds into "3i" and adds a harsh power to the melodious
current of gpanigh, Death flowers in Knives, roses, riwvers,
bells; it calls to dreaming maidens, rides with dark horse-
men, waits in the bullring.

Rioja is a woman neither young nor old, tall nor short,,
thin neor fat, beautiful nor Bomely. Her costumes aren'?t
stunning, neither are they unattractive. She presents her-—
self simply: occasionally in her lighter dances she smiles
at the audience as she strides past the front of the stage:
more often her face —- broad with fine, high cheekbones and
a thin mouth -- is still, as if she were listening ta the
dance as it emarges through her feet, arms. body. Sometimes
I watch her with interest and pleasure; sometimes, for no
reason that I can understand, the alr around me feels abso-
lutely still, and my eyes fill with tears.

She dances in the classical Bolero style -~ in short,
full skirts and ballet slippers. The airy steps and neat
beats of 19th-century baliet blend wizh little stamps, with
castanet rhythms and the curving arm gestures that swirl
those rhythms through the air around her. Her sounds are
delicate, subtle traceries on the Bach amd Corelli ghe
dances to. Paganini's "Moto Perpetuo," preceded by Lorca's
poem about the castanet -- "sonorous biack bettle™ --
incites her to a bolder, virtuepsic cascade of trills. The
jewel of this part of the program is a long dance to
Boccherini, "Grave assal v Fandarngo." How Ricja adds heel-
work -~ building amaring crescendos and decrescendos of
sound, keeping the dance threading inexorably azound and
through the music. -

A nearly invisible pianist, Pablo Zinger, and a grave
sinhger in a black dress, Maria Luisa Trevino, appear to per-
form a couple of songs -~ one set by Lorca to an ancient
tune, and Rioja turns t2 flamenco style -- long dress, fan,
sultry pauses. She ends with a decarous, but spirited
Sevillanas del Sigle XVIII, to a Lorca song (“Ay, Tiver of
Seville, /how fine you look/full of white sails/and green
branchesg").

The second half of the pruogram is all flamenco, with two
guitarists, José Negrete and Emilio Perujo, and a singer,
Pedro Angel. The music is splendid. Angel®s guivering
nasal voice, the throbbing quitars seem to darken the stage.
In male attire, Rioja dances Farruca with beld and daring
footwerk. But her most wonderful dancing comes in the
Tangos de Pivavo, a long brooding, sensual piece. Her hips
swing almost threatingly: her arms snake around her heaé and
body; now her feet drive a rhythm fiercely into the fleer
baneath bher:; then suddenly everything lightens, and she
skimg almost soundlessly ever the small, dimly it stage.
It's like a combat with an invisible forge, and she is at
ontZe savage, meditative, and intoxicated by what she's doing.
At ong point there seems to be almost no motion on stage,
except the gquick fingers eof the guitarists,and the dancer's
Eget. In the darkness, the pale faces of the actors and
musicians watch Ricja's still, intent face and the forre
rising through her body. and the tension i$ aimost unbear-
able.

At the end, death is brought onto the stage. The actors
read the poet Antonio Machado's outraged lament for his
friend Lorca, killed in 1937 by +the fascist government,
while Ripja dances a somber siguiriya in a black dress.

It's the first time she's used a long train all ewvening,

and it besomes a rustling snake to step over, a long dark
erptiness that follows her offscage.

. ew
DOWNTOWN MEXICAN FLAMENCO, UPTOWN

[from: East Side Express; September 23, 1982]
ay Ailary Ostlers

The Alicia Alonso of Mexican flamenco swept into the
Repertorio Esganol Theatre on East 27th Strest last weex in
a whirlwind of dance.

pPilar Rioja is a "prima ballerina®™ but in the Spanish
style, Her performance encompasses a history of Spanish
darce styles; rich traditions covering a period of six cen-
turies.

Usirg the Garcia Lorc¢a "Theory and Play of the Duende" as
her sub-text Ricja brings the many facets of 3panish dancing
ko l:fe, starting with dances of the 13th Century.

She has, to kelp her, two narrators {speakinhg in Spanish)
the eloquent 2armen Cuesta and Trancisco 3. Rivela; two
singers, Maria luisa Cuesta; -he Cantator, Fedro Angel; two
guitarists, José Negrete and Emilio Perujo; and a pianist,
Pablo Zingsr. 3ut Ricja is irdisputably and flankoyantly
the star.

- The opening number comes as a surprise: dressed in a
full-skirted, tight-bodiced costume reminiscent of 13th
Centuzy ballerinas and wearing soft ballet slippers, Rioja
delicately emphasized the rhythms of a Bach violin concerto
(recorded) with her subtle playing of the castanets, It is
all airy lightness, bounce and precision, flattering shouider
emphasis and fast turns.

A guick change and she danced a lively folia to Corelli,
full of petite batterie {little beaten steps) with entre-
chats, brisees and releves. All the while the unceasing
and pleasant commentary ©f the castenets added to the
migic's charm. A number danced tu Paganini's “Moto Perpetuo"
wa s a particular triumph ~-~ fast and precise footwork, an
occasionally imperious tdss df the head, and the proud
promenade around the stage. Here too the subtle playing of
the castanets created special nuances and modulations to
the score.

These may not have keen court dances in the accurate

historic sense -- she puts her own interpretations dn the
classic styles -- but they were unfailing in their mood and
charm.

In the secand half of the program the concentration was
moCe or the regional stylesg typified in flamenco, segui-
dillas and fandangos.

Dressed in severe male attire -- black, high-cut pants,
fitted vest and stark white shirt -- Rioja danced and
extended solo with emphasis on the staccata heel-tapping
and hand-clapping of tflamenco style, all peautifully
"shaded" with the carriage of the shoulders and posture of
the head.

Then it was back to the familiar frills of a Spanish
dancer's dress with its ruffled skirt and cressed, fringed
shawl. 3he showed off her dramatic way to wield a huge,
glittering fan before discarding it to dance her own
original bolero style, using castanet accompaniment.

The final part df the program was taken up with an
exrended dance to antcnie Machado's poem written on the
gccasion of Lorca's death. In a magnificent black gown with
ruffled train, Rioja srought the full beauty and individu-
ality of Spanish dance to its tragic theme. Dignity, pride,
passidn, grief, the inevitability of fate -- it was all
there in this dancer's brilliant performance.

5he is an exceptional artist. Maybhe some purists might
questien her interpretations. But ner Derformance is Tivet-
ing. The presentation 3killfully simple. Even on a small
stags, muslicians, actors and dancers managed to accommodate
themselves without looking cramped...
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Miscellaneous

EARLY PHOTO OF PACO DE LUCIA IN SAN FRANCISCO, 1966
LEFT TO RIGHT: PACO, CARLOS MULLEN, ROSA MONTOYA AND BELTRAN ESPINOSA

RECENT PHOTOS OF PERFORMERS AT THE RINCON DE ESPANA IN NEW YORK
LEFT: CANTAOR MANUEL AGUJETAS AND DANCER MARA SULTANI, RIGHT: GUITARIST ROBERTO REYES WITH MARA.

e aXzZN
SAN PIEGO SCENE

fs uf' the printing of this issue, the February juerga information has not been firmed up. We are hoping to
have the cantaor, Manuel Agujetas, who is vislting the West Coast join us. A post card with Juerga information
will be sent to California Subscribers or call 440-5279.
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Back Issues of Jaleo

Here is a list ofF back issueg ofF Jaleo and their contents. Only major articlss are listed. Each

issue also contains such things as letters te the editeor, Punta de Vista, Merca Sonkre el Baile, Gazpa-
cho de Guillermo, Lester DeVeoe on Guitar Care, concert, record and music reviews, flamence dictienary

and juerga reports From around the country.

Order threugh the Jalee F.O. Box and send: $1.00/copy for

Vel., I, Nes. 1-6; $2,00 for all ether issues threugh vol. IV; §2.50 For each copy of Vel. V. We are

running eut of some isswes and do net plan to reprint,

VOL. T

BNe, i:

Why & Flamenco Assac:atlon?;
Sevillanas sin Guitarra; Sevillanas
Castansets; Music far Two Sevillanas
Caplas.

Wa. 2=

Fandangos: Fandangcs Styles, Rocio.
No, J:

Sirl2ares; The Spanish Tabhlao: Luic
Hendricks (local bis.).

No, 4:

Donn & Luisa Pohren in San Diega:
Letter from Paco Sevilia on Tour.
HNg. S:

Open Letter fram Paco Savilla on
Tour; Sabicas (bio.): The Search For
Flamenco in Mexicq City; Facg de
Lucia in Mexico City.

No. &:

Duende and the Juerga: Rodrogo de San
Ciego {bio.}; Siguiriva {misic); Luis
Ernest Lenshaw (bio.). .

No. T

Palmas ftechnigue}; José Luis Ecparza
ibioc.); Castanrets; Cals; S:guariva
imusic): Flamenco oictionary {first
installment).

Mo, 8:

Alegrias; Deanna Davis (bio.!; Ballet
Hacional Fectivales de Zspana
{review]; Enrique de Meichor lrazecrd
rav1ew) nleqrfas imusic): Flamerco
MUsi€ in Frink.

Bo. 9:

Sevilla; Sevilla Is Like a parade
{personal aceourtl; Le Peria de
Savilila: Mare on Cald: Alegrias

{music); Flaménco Zaitar Method Books.

HWao. 10

Firdirg the Eacle (Rafael <1 Aguilal;
Flamenca Falmas (technigque); Festival;
The Horcas the Merrier; Gary Hayes

ibio.}; Alegrias !music): Josa Malina
lcarncext reviaws).
Mo. 11:

Flamence and Its ¥ew Audiences;: Paco
de Lucfa (bio.): Tangos-Tientos:
Tangoas Taday: Acutes (flamenco
2rigirs): Flaménce Seography; Sare
Francisco 3Scane,
Kol L3
Sypsy s@nius (Sabicasi: For Lazk of
Enpwledge, Flamenco Langvishes; Ono
Magnanimous Flamenco Lost (Bok
track): The Three S.des of Carios
Monkoya [bro.-+~3 artigles)l; Cacmen
Mora in Califernila; Tangos imasac); &
¥Year of Juargas (zhotos).

VoL. IT
Ho. 1:

In 3pain; Jcselava; Malaguenas; Faco
de Lucia with Santana.

B, 2:

Suzanne Fauger Tours with Gypeies;
Diego del Gast<r: Flamenzo 3tories:
Jancing Ln Spain: Romartic Versec ik
Flamenco.

Mo, 2

Flamenco in Sar Francised; Acoenss,

stressec, and Compds; Faco de Lucia -
Revolution af Flamenco; Casi Gitand -
Morea; Dancing in Sgain; Ciego del
Gactor: Flamenco Stariec.

Ng .

café de Chinitas; Seroras, Whaas;
Lole vy Manuel: Diedo del Jastar:
Flamenca sStaries,

Mo, 5@

The Juerga:; Flamenco: For the 2urist
Its a4 Ritual, Mot & Spectacie;
gEsteban de Sanldcar; Compis por Soiea;
Diego del Gastor: Flamenco Staries
Me. 63

Bulerfas; Danie) Maya, Raquel Reyas
in Spain; ulerias...The Most Zlusive
Rhvthm; Llamadas snd Desplantes; paco
de Lucfa: A Flamenca Fcr the Music ol
ralia.

Ho, T

Camaron de la Isla: Pepe de la Makrana,
Cald - A Dying Language; Interview
with 2amon Mostcoya.

Mo, B

La Zambra; Renald Radfard, Enrigue EL
Colc, Reviews of Mario Escudera,
Maruja Vargas, Tec Morea & Jarmen
Morca.

Ho. I:

Granaca; in Sranadd wikk David Cheneys
The Heredids; Reneé Herodia; Sraraicas;
Coryell, e Luica, McLaughlir.

bo. L0:

Auquskin aios de Mardn; Sranade wied
Pepe Tranca: Manclito de maria:
Aocberko Carkagera; Dok antonia Chagdn;
Itarken Bull Lovers.

M. AL

amenco Flirng: Adventures of aa
¢aorada; I[nsgpivation sf Zazmen
AmEva; Don Antanio Chacdn.

Aguietas; anscaini Lo Scattle;
Flamenes, Syps%cs, and Hisscey: The
Gulitars al Ramon Menteyd; FanGancos
de “dlaga - Fart I; Doa antonio
Chacon, {astarnebs iR Spanish Music,

voL., I3T
Ho. i: )
Carlcs Bond Lemes {Eic.}: The ather
gide of Jonde (tablaos todavl: Fan-
dangas de Malaga - part II itechnical
discussion of Bandolds, Malaguefas
de Juan Breva. Jabegotaes, Javeras,
Rendenas, Fandanges de Lucena,
Fardangos de AlmezTar, Index o wal.
iT:; El Suito linterviewd; Ajona al
Carte (bBio. af Zarol Whnikbneyl; Hew
Records; The Scul sf FlamenTo (Read
Heradial .

M. 2:

Anzonini:facend Round; Mancel Torre
{eiz. b Cristira Eayos (interview);
it with the Guitar rinishar;
Learning to Sing; Hew Guitar Methods.

Ne. 3:

Ancel Morzor - A Profile; Flamanco -n
Egypk lAdela Vergara: Jlalec lwiat,
how, and whea): Concer:t Might with
Faco da Lacfa: Paco's Music Inspires
‘coneart roview): Morca's Firse

(Add ¢1.00 copy For everseas mailing.)

Flamenco Workshop; Morca as Maestro:
Feview ol Cenfess.ofcs de ANToNis
Mairera.

No. d:

Barague Wings {intervisw with Mario
Maya): La ¥ina de loc Peines (bio.):
Discography of La Hina do los Feines:
The Flamenco duitar Reyertolre:
Cayetano Marzel (brief Lio.); Racicem,
nal (Camelamos Naguerar); Los Mareca;
From Under the Rocks (ycungsiers in
Flamento); "jue Jondo Cale E1 Canke®;
Mane 3 Marat fAnita Shoeor}.

Moo 5
Marzela Barboro (bio.): Teaching
Jance; Festivales v Tablacs, 1974
{115t of curren: activikie= in Spain
plus revicows of fostivales in Los
palacios, Alcali de wuada:ra, Jerez,
Mairena de' 2lcor; Flanprnco, The
Prolonced Tear of Foverky (Felix
Grarde ppterviewed): Antenio (inter-
view]; Sabicas in Kew yark; The
Making of a Barbare Cuitar, Recard
Reviow: René Hered1d 'concert roviowl;
Suitarzske Chucho vidal (bricf bis.p.
No. &:

Edward Freasmah (sic.b; Englishmar
witk a Flair for Flamenco; Abruptly
ficgraphnical; Freemak's Legacy;
Rordvra inkro by Face de Lucfa; [plus
nine move srtrcles on Edward Fresmant
Manuasl Torre: Yoloe and 'resenco in
Resemorance (kBrd.); "Cazntancdo por
Alacriac; Wanolc Saqldcar tedzerview!:
Ernes:c HerrdnCez -~ Baildarin:
Jaleohio 1979,

ko. T

Paco de Lucia in France; Juama de
Riva {hig.i; Fandangoz del Corro; The
Yirwiose and the Gypsy iFaco Zenal;
Pace Pefia and Lali Flores; Faco Pefa
and Hie Campany; Dasce in Coclor
tlighting); Culture Ta<es to the
Hills {Ronald Fadford): Manuel Torre
(51c.t; Carlde Montova (interview);
Miquol Herrero (hio.l: Juan Martbin's
fiuatar Method Jreviewl.

Mz, H:

Varfa del Carmes fsiz.d: Antonic
Mairera f(series of articles jn ki3
Y ATTONLO Matrera {intervisw
L0 Malrenas and Manuel Torre;
Antonio Mgirena on Manacl Torre;
Making a Flaranso Record; Gurllermo
Salarer (kie.1: 3cme Recowds by
American Suitsrists:; Tandengos de
Tabezas Rabias: Rafael do Cdrdoha
linterviedi,

Mo, 3

Marina Tovres iboo.); José grecoc and
Hig Zompaniee fbio. ard 1.5~ af
artistsl; Wnat's Tlamenco?; Marucl
Torrs: Interview with His Daughters:
Flamareo LCarnges Teaches at Zalzny
Mapira Torresil; The Making o Jalee.
Joel Blatr ibiol); I Quincena de
Flamerco (articies ard phoroch
Trapaca: Coctdrate in Canke Flamencz;
Patri Nadsr (bio.); Maruel Torre
this.:; Mereaque de 6-dpba (ints
wrewh; Miami Flamenes.
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Ho. 11

<arndida Gilbsti: American Cantacra
(interview); Carlgz Montoya (inter-
view); Jdsé Greca Ibday: Flamenco in
Franre; Jostuming for Flamenta: Art
af Guffering i(about Jalsistas); The
Mythiral Figurs gf Manuel Tbrre; Fan-
dangos de Santa Eulalia: Jcos€ Miguel
Herrero: Gullleymc Salazar Rercrks on
fan Diejo Tlamenceo.

No. 12:

or. the Flamerrco Traxl [flamenrc in
san Franciscel; Snost Story (Duende)
Dieco en su norhe ée Mordn: Diegb del
Gastcr, b Legend; Burial of “"Ming del
Gaster”: & Style That Endures (Diejo
del Castor!; The Music af Diegd del
Gastor; A Mordén scrapbogk iphotos);
Finca ESpartcro: Flamencd a5 a Way of
Life; A Way of L.fe (book review);
Costuming far Flamenco {zkists - Fart
L.

voL. Iv

Mg, l:
Juar, Serrano [bip.);: Juar 3erranc as
Macgkro: Taenkpsx by J. Serranc:
lamence in Detroit; Antonic Galdes
{bio: -hree articles); Paro de Lucia
{inzerview); Fené Heredia (interview);
Egpanolisimas.
Ho. 2:
"Flamencg Tablass"; Ramén de loz
Reyez tbig.]; Paco de Luocia in cidar
{rgnrert repsrtl; “Encounter: A Caper
in Sevilla" fpersonal acrount by
Brook Zern); Dbnp and Luisa Fghren
({Eig.): Pepe 21 de la Mairgna
(chituaryy.
Ha. 3:
Carmen Amaya (big.); Carmen Amaya
{callerzibn gf newspaper articles
ravering over 20 ymars); Costuning
for FlamencDd izkirts -~ Part II};
Festivales 198t (list of upcoming
articles); Marig Maya in San Diego.
Hg. 4:
A Carmen Amaya {personal account pluz
phatas); FLameare Quiz; Partraits of
Carmen Amaya i(collecticon of arzicles
and photos); Survivang as a Sola
Guitarist in %ar Franciscc; The Storw
cf a Flamenco Conkest [collection of
articles akout the I Bieral, Sevillal:
Facc de Zucia finterviewed for Jaleals
Costuming for Tlamenco {Trimmings)
Angela Ciglitto; Flamenco 3ooxs in
San Diego Likbraries.
Na. 5=

Joce paminguez "EL Cakrero”; Marza
del Cid {pic.):; Archiva: The Making
af an Anthoicgy: Cenversacicnes cea
Giro D'auri; Gazpacho dc Morcn;
Festivales 1930 (Triana, Ginés,
Jtrera, Marchena; Angelita f(concert
review); Paco de Lucia =ith DiMsola,
McbLauchlin {roview); Carlas Montoya
iinterview); The Cries gf Madrid
ipregones].

Hp. 42

"Cante Janda & Abrivse ias Carnes
Canzands® (Flamarso jusrga in
Mdlaga); Pestivales L9380 {photbs:
leorija, Maircna de Aljarzfe, Ma.rrna
del Alcer, Jercz)]; Index for wal.,
11Z; Brchiva (Sovillal.

Ro. T:

Vicente Sscuderc {kio.); Brohive
1alcald de Guadaizal): Mario Escudero
in Los Andeles; Gypsy in Escudsro
Dictatos Style of Flay; Egteban
sanlicar (photos'!; YMalagquanas
[Desrription of styles, history,
musir, arcompaniment, etc.).

Ho. B:

Conversacionges ron Sabizas (Lnuerview
for Jaleb): sabiras {concerr reviewsl:

Saeta (technical descriptisn); The
Sacta thisrory plus cgllection 9f
verses); El Concursc de Cante Jonde
de zranada, 1922 [historical agrqunth
Fecords by American Guitarnsts;
Archive [(Jorerad.

Mo, 9

Sarita Heredla tinzerviewl; FPara de
Luria thio.); Pacc de Lucia (concert
reviews including with JiMecalg saé
McLaughtin!; II ¢uincena de Flarenco
iplus photes); archiva (Jersz de la
Fronteral. :

Ha. 10:

Lydia Torea (bic.l; Conversacisnes
cin Rodrigo v Remedios Flores
Archive (Mairena del Alcsrb.

Mo, 1l:

Recugrdos de Manolo Barfn {auta-
biocragny'); Tavzolina de los Reyes
(big.}; Guitar CZompetitign in Jersr:
EL Iaglés [Peter Eolioway, plus

phatos of Sevilla artisis), Pesforizec
tbio. ) Archivo !(Pueblg de Cazalla);
Pug Tare.

Mg, L2:

Fepe ¢e Milaga; Zstrelia Horena (bic.);
“La Zonanta” (The guitar in flamenco) s
Enrique el CaZe i{Interview - bio.):
“Zuitar Olympirs”; Review of Juan
Serrano: Flamersg Congert Selecrions;
2rchivo (Moron de la Pronteral .

WoL. V

N, 1

La Tamara (bic.); Gisela (brief
bio.}; "La Singla iphgtgs, hib.,
interview); Paco de Lucia, Divecla,
McLaughlin {concert review); Dlympacs
II ifastest [eet); Fonald Bradford
{review zollection); Index to Val.
I¥; Rosa Durin ibrief kio. and inter-
view); Fosforito (further thoughts
and three news articles): Archivo
iCastilleja de la Cussta): contents
pf "archive" Reccrd set.

Na. 2:

Maridne Cordeba (brief bis. and
interview): Whatever Became of
Spanish Dance? {news interviews with
Carpla Goyal: Zorohgo Flamenco (con-
cerk reviews); Festivales 1981
{Trebujena, La Unien, Morcn, Ginés);
Glympics IIT [Sakiras, Sanlicar,
Serranitg, Wife Miguel, Paco de
Ltucial; Archive (Arcos de la Pron-
tcral.

ba.

"Los FlLamencos" of Scuth Australia;
The Last Malaguena of Snrique el
Mellizo (perscnal accaune); & Visit
to Sobrincs de Estesc; Carmen Mora
{abitwary ard brief bio.); Fernandg
Terremoto Dies Sucddenly; Carmen Anava
(photos Zrom 1941); Feestiwvales 19EL
(Puerts Santa Maria, Barcelona,

Utrera): José Greeo in Santa Fe {zgn-
cert review!; Murig Currc (Zamorano);
Arrhivh (Puertg de Santa Marial,

Mo, &

Facc Pena: Pascinating Phythms tkio/
interview!: Face Pefa: Interview for
Jaleo; Pacp Pefla: Corcert Reviews;
Cartro Flamenro Pace Pefia (personal
acccurt and photogl; Rgn Bray (bio.);
archiva {(Zaéiz}.

Nb. 5

Alag Sobre Vicente Tscudero {Fart I);
Marcos & Rubrna Carmona [interviow
flus photos); Terremotc: A EBraief
Bicgraphy fplus photos)t: With Paco
Peria in Cdrdoba (interview)

Ng. &

cpnversacibnes con.. . Mancle Leiva/
Carlgs Rames {plus photos); Matalia
Mgntelegn; Halaqueﬁa de Carlos Montova
(with masic}; Algo Sobte Vicente
Escudero (Part IIY; Bomeria Alpharetta
(Gegrgia Juerga).

Na. 7

Enrigque Melchor {plus photo): Comver-
9aciones rof...Raguel Pena and
Fernando Sirvent (plus phetos); Algg
Sobre Vicente Escudero (Part III).

Ko, §

El Curro: He Brings the Rhythms gf
Spain tg san Antonic {pius photosi;
Flamenco Rererd Collecting: Flamenc-
qhib; Ana Maria Bueno:; Art in the Pqrm
af Dance (plus photosi; Musir Examples
tranccriptions by peter Baime.

M. 8

I Muestra Cultural Flamente de cadiz
{plus photos): ITT Juincema de
Flamenco y Musica Andaluza; The Day of
the Flamence Gultar (El Nifb); The Day
of the Flamenco Piano (arturo Pavdn);
Hanuela Carrascd, chiguetste and Foze
forito: Juergas Across the Nation:
Canre Shces.

Yo. 10

Lola Florez and Mapuela Carasco
(interviews plus photos}; Ana

Martinez and Paco de Midlaga (inter-
view and photog); Lola y Manuel; V2
Gazpache hndaluz de Mordn de la
Frantera; Pastora Pavor “la Kina ée
los Peines"; The Mastery of Fosforito
and Chadgueton's Great Evening in
Valleras.

Eo. 11
chinir de Triara (interview plius
potos); Centrc Flamenco Pare Pena;

Manolg santécar swmmer Suitar Course.

hg, 12

Cacharite de Hélaqa {autobio. letter);
Tac Morca {interview plus photos);
Index Vols., I-1V¥, Nos. 1-12 each; Mcre
on Syrncopation: Marira Keet: South
Afrira's 1LgSs -~ America‘s Gain foio.b;
Sanchez Fernia: Composer of Fameus
Themcs, but an Unknown; A Masterful
lessor by Masstes Sabicas.

~

~
SPECIAL Eapires
OFFER s 9/30/83
GUITAR STRINGS
COMPLETE SETS Retaif SPECIAL
Specify Black or Clear trable §1100 600
Minimuin order $12,00 Postage Paid
Galifornia residents add 65% sales tax
Mabe checks payable to: Lester DeVoe - Guitarmaber
t Box kA, San Jese, CA 9815 J
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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 lst of the
month prier to their appearance., Include phone number and
area code for use in the DIRECTORY. Classified ads are $1,00
per lipe (each 9 words) for ecach month they appear. Make
checks payable to JALEISTAS and mail to JALED, PO Box 4706,
San Diego, CA 92104.
JALEQ CORRESPONDENTS

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

updates

TEQ MORCA DANCE WORKSHCOP, Albuguergue, MM, Mon. Mar. 2B-
Apr. 2. There will be daily technique and repertory classes.
The cost of the whole warkshop is £I75.00. Por info.
tact Eva Encinas, 505-345-471B.

ROSA MONTOYR DANCE WORKSHOE., Feb. € at the Amaral Studie,
14643 Hamlin St., Van Nuys, CA. Advanced-beginners and
intermediate level -~ 11:00a.m. to 1:00p.m., advanced and
professionals - 1;30~-4:00p,.m. Fee $20,

FLAMEN() ENTERTAINMENT: Rosa's Polle de Oro, 320 Highland
Bve. in Waticnal City, CA. Tel: 51%/477-0675. Guitarist Paco
Sevilla, singer Pilar Moreno, with dancers: Juanita Franco
and Angelita (Feb. 19 & 26), Juana and Liana De Alva {Mar5a&
12), Hayna (Mar 19 & 2&6).

MORCAE DRANCE THEATER will be doing a Cultural Enrichment Tour
for the Washington State Arte Commission, Feb. 1B through
Mar. 4.

LOS ANGELES MARCH JUERGA: Friday, Mar. &, 8:00pm, at the
Intersection Restaurant, 2735 W. Temple 5t., Los Angeles,
CA, For dinner reservations call 3BE-0275. For other
information call BB3-0932 or E33-0557., (Be sure to inform
persen at door you are there to attend the juerga so that
you won't be charged an entrance fee.)

GYFPSY LORE SOCIETY's fifth annual meeting of Worth American
Chapter, Mar. I1I-13 on the University of Michigan campus in
Ann Arbor, For info write Bill Lockwood, 1471 Xensington,
Ann Arbor, MI 48104 or call 313-662-3460 nr 764-7153.

ETHENIC DANCE CHOREQOGRAPHERS' COMPETITION: Applications for
Ruth 5t. Denis Choreographers' Award now being accepted.
Deadline April 15. For further infe. contmct Ethnic Dance
Arts, Inc., PO Box 94, BarnsStable, MA 02630.

MARIA MOBCA is giving flamenhco classes non Friday evenings

at 5:;30 at the Intersection Folk Dance Center and Restaurant
on 2735 W. Temple in Los Angeles, 213/386-0275.

10S FIESTEROS, starring Adela Vergara, perform every Sunday
evening at les Pirates, 4898 El Camino Real, los Altos, CA
({415) 968-7251,

con-

concerts

ROSA MONTOYA will be performing at kthe Los Angeles Music
Cantar = Dorothy Chandler Pavilion, Sat. Feb. 5 at 8pm
{International Dance Festival).

FACO PENA CONCERTS: in Fort Lauderdale, FL, Mon. evening,
Mar. 7, Limited space, Tickets §10.00. Contact Lauderdale
Music Center, 1263 E. Las Olas (305) 463-4701. -~ in Atlanta,
Gh, Mar. 12, at the Walker Hill Auditorium of the Wemorial
Arts Center. Efforts are aiso being made to arrande a
guitar workshop. For further information call: Marta Del
Cid at 4021993-3062.

RAQUEL PEWA SPANISH DANCE COMPANY will be appearing at
Kennedy Center Terrace Theater, March 15-16.

SABICAS IN CONCERT, Mar. JE, 8:30pm, Rovce Hall, U.C.L.A.
THFE LIVELY ARTS CENTER of Dallas, Tx, will present their
gs;ing student recital Mar. 26 including the participation
of professional performers Los Bienvenidos ard other guest
artists. The "Center" is also trying kc form an oroaniza-
tion of flamence enthusiasts in the Dallas aresa and would
appreciate names and addresses Df interested parties.
Address is: 2339 Inwood Rd., Oallas, Tx 75235,

FLAMENCO AND JAZZ PROGHRAM to be presented by Lydia Torea
with Charles Lewis, April B, 8pm at the Symphony Hall in

Phoenix, AZ. Miss Torea will be jeined by gquitarist
Saptiago Figqueroa and dancer Roberte Lorca. Tickets are
available at the Symphony Hall er Diamonad's Box Office,
ANITA SHEER AND DOWA REYES will present a program of
flamenco guitar duos, solos and singing, April 23 at the
Sunpyvale Community Center, 550 E, Femington in Sunnyvale,
Ch. Tickets $6. For info. call 20B-723-0354.

classified

CASTANETS imported from Spain ~~ professicnal quality black
granagillc, ebony $35.00 (sizes 5~6-7). Assorted wood
student models £11.00, Write "The Sea," 305 N. Harnar Blwvd,
San Pedro, CA 90731 {(213) B31-1694,

BOSA MONTOYA'S BEAILES FLAMENCOS has been chosen to be part
of the Calif. Arts lourcil'’s dance touring prodram 1923-
19B4. The company fonsists of 7-1C performers and presents
both flamence and classical Spanish danss. Corntact: Connie
Freeman (415) H24~BB49 eor (415} Z85-3154 -~ &7 Teresita
Blvd., San Franciscc, TA 949127,

WANTED: “Lives and Legends of Flamenco® (1964) by D. E.
Pohren and anything else in print abcut flamencc. Top
Prices paid. Call Jim Gasper - collect - weekday mornings
1-213-46E-B172 or write 7070 Hollywcod Blvd., Hollywood,

CA 90028,

WANIED: Professional flamenco guitarist and cantacr for work
In L.A. area, Possible union work with large folk ensemble.
Definite work for comventiens and fiestas with a amall
cuadro. Leave a message with Cristobol (213) 3IB4-4216.
FLAMENCO STAGE FOR SALE, 4° x 7' x 2" for rehearsal or per-
formances. Disassembles in 3 piaces in a minute. Great on
concrete, carpet. Or even a soft cave floor! Strong but
resiliant; great sound. $55. ({213} 3E4-4216.

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 Marin Escudero and Sabicas, plus complate
line of guitar supplias (strings 1/2 price). The Elue
Guitar, sea ad for location.

FANADEROS FLAMEMCOS by Esteban Delgado racordad by Pace de
Lucia ==~ accurately notated sheet music: $2.75 in Usa, %4.50
foreign, Southwest Waterloo Publishing Co., 6708 Beckett
Rd., Austin, Tx 7874%.

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

GUITARISTS AND GUITAR STUDENTS WELCOME to accompany dance
classes, Saﬁ_ﬁiego area. Cmrll Juana 440-5279 before Ha.m.
BACK ISSUES OF JALEC AVAILABLE: Vol. I no. 1 te & %1.00 each,
Vol. I no. 7 to 12 $2.00 each, Vol. II, IIT & IV no. 1 to 12
£2,00 each, and vol. V and VI issues $2.50 each. [add £1.00
for overseas mailing.)

DIRECTORY

australia
FLAMEWCO ENTERTAINMENT
‘Cosmos Inn (Adelaide)

canada
DANCE IMSTRUCTION
Maximiliane {Torontn)

spain

FLAMENCO SHOES

H. Menkes (Hadrid!}
FLAMENCO COSTUMES
H. Menkes (Madrid!

OB~51-2287

463-8548

u.s.a.

new york

FLAMENCC ENTERTATINMENT

Chateau Madrid !LexXingtorn Hotel)
La Mancha {Brooklyn)

El Rincon de Espana

El Caskellanc [Jueens)

212/344-5228
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DANCE INSTRUCTION
Esteban de Leon

Jerane Michel

Victorio Korjhan
Mariquita Flores
Loretta Celitan (Long Island)
Estrella Moreno

Lilian Morales

Jose Molina

Bobby Lorca

Liliana Morales

GUITAR INSTRUCTION
Mario Escudero

Michael Fisher (Ithaca)

new |ersey
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

v:rglmu

DANCE INSTRUCTION :

Maria (Virginia Beach/Norfolk

Ana Martinez

Rarjuel Pena (Spanish Dance Center)
GUITAR INSTRUCTION

Paco de Malaga

Fernando Sirvent (Spanish Guitar Center)

-
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 (Spanish Guitar Center)
Torcauto Zamora (Silverspring, MD)
DANCE INSTRUCTION

Marina Keet (George Washington U.)
Raguel Pena (Spanish Dance Center)
Ana Martinez

FLAMENCO COSTUMES

Maria Carmen Ramos

georgia
DANCE INSTRUCTION
Marta Cid

-
florida
FLAMENCO ENTERTAINMENT
El Cid (Miami)
Bodegon Castilla
Marbella Restaurant (SW 8th St. 31lst Av)
DANCE INSTRUCTION
Luisita Sevilla
Josita Molina
Roberto Lorca
Rosita Segovia
La Chiquitina
Maria Andreu
minnesota
FLAMENCO ENTERTAINMENT
Senor T's
GUITAR INSTRUCTION
Michael Hauser (Minneapolis)
DANCE INSTRUCTION
Suzanne Hauser
FLAMENCO COSTUMES
Jo Ann Weber

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-B316

215/925-1889

215/732-9610

215/925-1889

B04/467-1509
703/931-0324
703/527-3454

703/931-0324
703/527-3454

301/657-4799
301/992-4792
703/524-5083
703/527-3454

202/364-0700
703/527-3454

703/524-5083

404 ,/993-3062

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

451-9606

333-8269

333-8269

612/291-2889

- - -
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 Rodriguez (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 Salazar
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)
Joel Blair

oregon

FLAMENCO ENTERTAINMENT
Norton House Rest. (Portland)
DANCE INSTRUCTION

Maria Moreno

arizona

DANCE INSTRUCTION
Laura Moya (Phoenix)
Lydia Torea

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

Sadhana (non-professional)

california

FLAMENCO ENTERTAINMENT

Don Quixote (San Jose)
Mariano Cordoba (Sunnyvale)
Les Pirates (Los Altos)
Anita Sheer (Los Gatos)
JUERGAS

Halcyon Ida (Santa Cruz)
Jack C. Ohringer (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 Chovere (Newbury Park)

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
206/671-6268

223-0743

503/282-5061

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

602/745-8310

602/624-7979

408/378-1545
408/733-1115
415/968-7251
408/723-0354

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
B05/498-0264
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san francisco
FLAMENCO ENTERTAINMENT
La Bodega

Las Cuevas

Flamenco Restaurant

El Meson Restaurant

Siboney Restaurant (Berkley)
Las Palomas Restaurant
DANCE INSTRUCTION

Adela Clara, Miguel Santos
Concha Duran

Rosa Montoya

Isa Mura

Teresita Osta

Jose Ramon/Nob Hill Studio
GUITAR INSTRUCTION

Mariano Cordoba

Ricarde Peti (Carmel Highlands)
CANTE INSTRUCTION

Concha Duran

Isa Mura

FLAMENCO COSTUMES

Raguel Lopez

los angeles

FLAMENCO ENTERTAINMENT

Chez Carlos Del Peru Rest.
Lares Cafe (Santa Monica)

El Cid

Espartacus Restaurant

Las Brujas Restaurant

The Intersection Folk Dance Center Rest.
JUERGAS

Yvetta Williams

Ron Spatz

ACCOMPANIST FOR DANCE & CANTE
Eduardo Aqueroc

DANCE INSTRUCTION

Roberto Amaral

Pedro Carbajal

Rubina Carmona

Manuela de Cadiz

Concha Duran

Carmen Heredia

Maria Morca

Oscar Nieto

Vincente Romero (Long Beach)
Sylvia Sonera

Linda Torres (San Gabriel)
Elena Villablanca

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

415/928-2279

415/431-6521
213/223-1784
415/239-7510
415/435-3021
415/567-7674
415/775-3805

408/733-1115
624-3015

213/223-1784
415/435-3021

415/924-5908

213/789-6513
213/828-9205
213/668-0338
213/659-2024
213/667-9587
213/386-0275

213/833-0567
213/883-0932

213/660-0250

213/785-2359
213/462-9356&
213/660-9059
213/8B37-0473
213/223-1784
213/862-1850
213/386-0275
213/265-3256
213/423-5435
213/240-3538
213/262-7643
213/828-2018

GUITAR INSTRUCTION
Gene Cordero

David De Alva

Gabriel Ruiz (Glendale)
CANTE INSTRUCTION
Rubina Carmona

Concha Duran

Chinin de Triana
FLAMENCO COSTUMES
Rubina Carmona
CASTANETS

Jose Fernandez (Reseda)
Yvetta Williams (Imported)

-
san diego
FLAMENCO ENTERTAINMENT
Espiga de Oro (Rosa's)
0ld Town (Bazaar del Mundo - Sun. noons)
JUERGAS
Vicki Dietrich
DANCE INSTRUCTION
Juana de Alva
Juanita Franco
Maria Teresa Gomez
Rayna
Julia Romero
GUITAR INSTRUCTION
Joe Kinney
Rodrigo
Paco Sevilla
FLAMENCO COSTUMES
Clara Martinez

MAIL ORDER

CASTANETS

213/831-1694 or

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

213/660-9059
213/223-1784
213/240-3538

213/660-9059

213/881-1470
213/833-0567

619/477-0675

619/460-6218

619/440-5279
619/481-6269
619/453-5301
619/475-4627
619,/583-5846

619/274-7386
619/465-7385
619/282-2837

619/831-2596

THE SEA - 305 N. Harbor Blvd., San Pedro, CA 90731
Imported from Spain $11.00 (student) $35.00 (professional)

FLAMENCO COSTUME PATTERNS

PATRICIA MAHAN - 755 N. Evelyn Ave., Tucson, AZ 85710

(send self-addressed envelope)
FLAMENCO SHOES

H. MENKES - Mesonero Romanos, 14, Madrid 13 Spain
(Shoes 5,000 pesetas/boots 7,000 pesetas - send

measurements in centimeters)
GUITARMAKER'S SUPPLIES

ALLIED TRADERS - P.0O. Box 560603, Kandal Branch, Miami,

FL 33156

THE GUITAR - 401 North Kenmore, Los Angeles, CA 90004

JALS

BOX 4706 SAN DIEGO, CA 92104
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