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EDITORIAL
BE A JALEQ CORRESPONDENT

one of the aims of Jaleo is te keep its subscribers
posted on what is going on in Ene flamenco community. Not
having ‘unds to station correspondents around the country,
we must depend on you, the readers, to help us gather and
report this information.

we need concert dates, newspaper arkicles and perform—
ance reviews, who is currenkly performing and teaching in
your area, where dance and gquatar supplies may be obtained.
If you @njoy wriking, you might consider interviewing a
local personalikby, wriking juerga or performance reviews,
sharing a personal experience or & trip to Spain, ete.

Ta be listed as a "CORRESPINDENT" for your area (there
may be more than one) we need an update at least every other
mon<h. To be listed as a "contributing writer" of Ehe staff
we need a commitment for six artirles a year.

+ this time we wish b0 welcome & new columnist, guitar-
izt Nen Sanders, who will be offering tips on guitar tech-
nigue and Paul Durbin on dance and other ecntributors ko
thiz issue; Juana Ballardo from San Diego; "The Shah cf
Iran" -~ New York; Ron Spatz ~- Zos Angeles; Fatra Wadir --
Morthern California; George Ryss --Mew York; Marina Keet —-
Washington, DC and others.

~=Juana [De Alva

LETTERS

YIDEQ CASSETTE

Dear Jaleo,

Peter Baime has produced a second video cagsette even
more spectacular than the firstl! This one has the profes-
sional tauch of lead-in scenes/music, fade-in/fade=out, and
subtitles, Mr, Baime was dressed in his concert attire this
time with a very colorful background. The program started
with a "Serranitso" alegrias (por rosas) followed by s
*5abicas™ Earruca, both pleyed First at performance speed
and then slowed dowm with close-ups. WVery enjoyable for
learning or just plain entertainment. The next phase wag
the teaching of varijous rumba strum patzerns from elemen-
tary to complex, concentrating on the right nand but includ-
ing some left hand tips, This seemed to be his “specialty"
although his plaYing was excellent throughout the tape.
hgain he ended with a little party (this time it was Christ-
mas} celebrating the hard work that had been completed.

Peter indicated that he would make some video tapes for
sale to the public in the near Future.

yours ktruly,
Bill Brinda
Huntsyille, AL

FLAMENCO DANCE CLASSES

NEW BEGINNER CLASSES
FOR CHILDREN AND ADULTS

ONE BLOCK OFF 3DTH
NEAR FWY 94 IN SAN DIEGO

CALL JUANA (619) 440-5279

~in this city,

RESPONSE TQ "LIFE STYLES"

Dear Editor:

In response to "Life Style Dues or Life Style Blues” by
Ron Spatz, January, 1981:

It is indeed a difficult choice the sensitive person is
Faced with today. The quotes in the article, with the
possible exception of Henry Miller's, illustrate the atti-
tudes of those who have made their choices and learned to
live with them -- there is little ambivalence. In reality
the problem is not so clear-cut. One of the primary diffi-
culties is the relative value socjety assigns to different
kinds of work, Why is it that a professional athlete is so
much more valuable than a librarian or a teacher, for
example? Is engineering any more difficult than composing
music? wWho is contributing more to society? How should the
value of the various contributions be meagured?

In my opinion, if you dc not have art or the things of
the mind, you have nothind-—a life not worth Iiwing, a
society not deserving to last. Survival for survival's sake
ig an animal instinct, but human beings are Far more than a
collection of instincts. FPeople, at least I, need spiritual
nourishment (I am not referring to religion} or they will
shrivel and die.

Today's society does not offer one nourishment for the
soul and the body in one package. Por the true artist, com-
promise in Favor of physical comfort means spiritual death.
I often look in the mirror and think that it is no accident
that wmy hair started to turn 9rey when I left school and my
relatively free existence for a carporate job and a pay-
check,

I have no answers., The author has found an acceptable
compromise. oOthers of us are still squirming and fighting
their existences tooth and nail. The only hope I see is in
reshaping the values of society, probably an impossibility,
particularly in view of the growing materialism and apathy
of today's kids. Hot a very optimistic picture.

By the way, Rorn, don't worry. There will always be some-
one to wateh the store. Some people like that. Remember
Atlas shrugged?

Faula Horacek
Woodland Hills, CA

SPANISH DANCE SOCIETY

sedar Sir:

Thank you For publishing the phetographs of the Washing-
ton performances of the Spenish Dance Society.

We wish to make clear that e are mot the Spanish Dancs
Society of Washington, we just happened to start in the USa,
There are Societies teaching the work in
other countries. Por example, Marina Keet will be examining
in June in Londen and in July in Rome before continuing to
Johannesburg in South Africa.

The Society is here for the benefit of the USh and we
hope it will scon be represzented in many countries and that
we will be able to serve in the advancement of Spanish dance
throughoutr America.

Sincerely,
Joanne Petrie
washington, D.C.
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Instruction in Cante
and Baile Flamenco
Personal Costume Design

(213) 660-9059 Los Angeles, Ca.
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cult to perform convincingly.

The petenera is above all an intercretive dance. The
challenge to the soleist is to portray the scrrow and
anguizh expressed in the music and somehow tells its story.
The ariging of the petenera might be untraceable; the tangle
of legends defies unraveling. Bnt the emotions of a
torranted, disillnsioned individual have definitely been
caught in this eerily beautiful music, which has been passed,
at times like some dark family secret, to flamenco artists
for generaticns, 1f not centuries.

Cozyright by Faul Durbin

He nacidc en La Habana
denaja de gna palmera;
me bautizaron las moros,
me pusiercn Fetenera.

[I was born in Havana

under a palm tree;

1 was baptized by the Mooks,
they named me 2etenera:]

References La Petencra bailaba
R . . en gl Cafe de Burrerc;

su bata Ze colas iba
derramada por el suelo
dejando un olcr amarygc
de almiddn calentur:ientc.

3onald Caballero, El Baile Andaluz, 1957

Feliw Grande, Memoria del Flamenco, 1979

Ricarde Molina y Antonio Mairena, Mundo y Formas del Cante
Flamencs, 1971

Donn Pohren, The Art of Flamencn, 1363

Hip&lito Ross“ Teoria . del cante jonda, 1966

[La Petenera was dancing
in the Café de Burrero; {(café cantante of

Fernando Quinomnes, El flamenco, vida y muerte, 1931 mid 1800's)
Dominga Manfredi Cano. Cante y Baile Tlamenca, no date her bata de cola {train dress) was

M. Rivs Ruis, Introduccion al Cante Flamenca, 1972 spread out over the floor
leaving the bitter odor
af hot starch.?

t I B

L& Perenera 58 ha muertoc,
¥ la llevan a enterrar,

PETENERAS ' y er la pantedn no cabe

le gente gue va detras.

) [La Petenera has died
by Paca Bevilla and they are taking her to be buried,
and the people in the procession

This article is intended to complement the writing of
are Too many to fit in the magscleum.)

Paula Dnrkbin and was done at her suggestion.

A few comments onh the early history of the petenera. As Petenera, Petenera,
early as the mid 1800's, Bstébanez Calderon menticned the dame de tu pecho un ramo.
"perteneras" twice in his work, Escenas Andcluzas (1E47). épuilén le hadicho al picardn
Far the rest of the 19th century, mot much was heard cof the que Fetenera me 1lamo?
petenera, but in the years 1915-35 there was & great surge
in popularity; Garela Torea contributed to that popularlty
with his "Srffico de la Petenera" and there was "El Pano
Morunc” by Manuel de Faila, the "Petenera” of the ballet "La
Rosa Viva" Dy J. Mufior Mplleda, and “Petenera® in “Tres
Danzas Andalugas” by J, Turina.

The idea of a Jewish crigin for peteneraz is very
unlikely being based primarily on a single copla:

When these letras are sung, the four lines of poatry are
fung as follows: The first three lines are Sung, follawaed
br the insertiocn of a phrase -- tysically, ™i¥iha de mi
corazdn!" "iMadre de mi corazén!” or "iSoled, tirate al mar!”
Then, the third line is repeated, followed by the fourth
line and then a repetition of lines one and two.

Example of poetry:

Con el tiempe t2 se acaba,

es 1o qua dicen la gente,

Creo que sera verdad

cuando el corazon lo siente,
Sung thusly:

Cor el tiempp tG se acaba,

es lo gque dicen la gente.

Crec que sera verdad,

madre de mi corazén;

Crec que serd verdad,

cuandd> el corazén lo siente,

Con el tiempo td se acaba,

ez 1o que dicen la gente,

¢0onde vas linda judia,
tan compuesta y & deshora?
-i¥ocy en busca de Rebeco
que estard en la synagogal

[Where are you going eautiful Jewess,
g0 fixed up and at this bour?
== 1'm locking for Rebecc
who must be in the synagogue!l

Likewise, it is improubeble that this caate criginated in
Latin AmerXica, as has Deen suggested -- primarily based za a
reference in a copla. It ig curious that the petenera
shares its rhythm pattern (6/BE-3/4) with only one other
flamenco rhythm--the quajira from Cuba. However, nothing Nermally the mood and theme of the peteneras is that of
else about the cante gives even a hint of the flavor of romantic despair. Here are some examples:
other Latin influenced cantes.

I am zatisfied with the widely held belief that the =song
originated in Paterna de Ribera, a town near Jerez -- toward
Huelva -- the home <of the singer, Zl1 Perrc de Faterna, who
favors the cante por petrenera. Paterna is the site of the
annual "Conenrso de Peteneras.” Either the word "peteneras™
came from a distortion of "Paéterneras” or it may have orig-
inated az the name of a singer or dancer "La 2etenera.”
There are many coplas that speak of La Petenera:

En &1 pilar de la fuente --
que linda con la montana --
cayo una lagrima mfa

¥ 2l agua se Zusa amarga.

[Intc the basin of the fountain --

how lowvely, with the reflected mountain -=
fell one of my tears

and the water turned bitter.]

Quian te puso Petenera Ven ach, remediacta,

no SUPOJponErtE nombre y remedia mis dolores;

que debia qe haber puestc que esti sufriendc mi cuerpo
la perdicion de los Hombres., una enfermedad de amores.

[Whoever named you Petenera
did not know how to name you;
he should have called you
Perdition of Man.)

[Coma Dnere, curer of ills,
and cure my paias;

my body is suffering

the sickness of love,]
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En el guerer no hay venganza;
tu te vengaste de mi;
castigo, tarde o tempranc,
del ciele, te ha de venir.

[In love there is no revenge,
¥ou have gotten revenge on me:
sconar aor later, punishment
from abowe will come tao you.)

Me dijo al irse, en la fuente:
"Soy tuya, aungue no me veas."
¥ la fuente murmuraba:

"iNa la creas! INc la creas:"

[You sald to me as you left the fountain:

"I am yours, even though you dan't see me."”
And the fountain was whispering:

"Don't believe her! Don't bellieve her!“}

Al pie de un arbal sin fruto
me puse 4 considerar

qué poocs amigos tiens

el fue ro tiene gue dar.

[at the foot <f a trees without fruitc,
I sat downh to caontemplate
anout how few friends has
the person who has nothing to giwve.]

Cantar de desilusidn,

dicen gue es ka pstenera.
Por eso, canta esta cancian
quién querer ya nada espera.

[(They say that the petehnera is

the spng of digillesignment.

For that reason, this sonc is sung
by he who has ne hope in love.:

in the first half gf this century, Dastora Pavan, "La
Nifia de lgs Peines," develgped the modern, free-raychm, form
gf the pereneras, transforming the Andalusian folk sgng in<o
a2 majestic and jgndg cante flamensc. (It is interesting
that this fgrm, which is widely accepted taday as the more
"flamencc™ style, was considered tg e the more "dsgensrate®
and less “flamenca" Zgrm by Donn Pohren in his book, Tae
arr of Flamenco. Of course, that was in the early 1960 s
when the flamence werld was still reacting against the era of
“opera Ilamencg”; "purity" was the Lattlecry and excessive
crnamentation of the cante a "no-no.")

Some flamencclegists give the credit for creating the
petenera "grande" to a "Kino de Medina," but, generally, he
is considered to be an imitator of Pastora. Fosforite sings
some "Peteneras de Medina" gn one of his recards with Paca
de Lucia and the song is very close ta, if ngt identical to,
that of Pastora Pavirn. The basis of the petenara “grande”
is a five line poetitc verse that is expanded to ten sung
lines through the use of repetiticr and the insertion of the
"Madre de mi corazon" line as well as a line af "Ry" (was
this idea taken from the malaguehas?}. The pattern of the
tld petenera is still present, Lut has some new elements.
Bere is a classic version by La Nina de lgs Peines":

Quisiera yo renegar
de este mundc per enterc,
Volver de nueva a hakitar

. por ver s5i oen un mundo nueve
e contraba mas wverdad.

[I want tg rencuncs

this warld in its entirety,
te retuwrn again to live

ir a new world and sees if

I weeld £irgé more truth.i

Hare is how Pastora sings it (with main quitar chords abowve
tha lines):

F E
Quisiera yo renegi
Amin E
Ay
F E
Yo quisiera renega
E G7
de este mindo por enterc
G’ C
volver de nuevc a habita
C G F E
iMadre de mi corazén!
F E
volver de nueve a habita
Amin E
por ver si en un mundo nueve
amin E7 Amin

por ver gl en un munde nusve
G7 F E
encehtraba mas verda

The version cradited to Niho &8 Medina by Fosforito uses
the same structure for this verse:

Escucha lo que te digo:

"De tu amar SOy yo cautivo,
¥ este es un enfermedad

que aesta acabando conmigo

¥ no la pueds evitar."

Listen tg what I tell you:

"I am a captive of your love;
it is a sickness

that is deing me in

and I can't escaps it."}

Both the perenera antigua or "chice™ and the newer style
have a place in flamenco. The gld, rhythmic petenexa is
danceable, while the free-rhythm, "grande" style is bhetter
suited fgr listening. Sometimes the rhythmic form is used
in cohjunction witk the gracnde as a prelude to it or as an
upbeat finish.

Regarding the suppesed superstition that surrounds the
petenera, that is, that it is bad luck to perferm it, I have
never person51ly encountered anybody whe believed in it, so
I don't know how widespread it is {or was); there may be
some artists who embrace the belief, but there are so many
more whe have not hesitated to perform peteneras, including
many of the greats of the past and present., I have recorded
examples Ly Pericén de Ccadiz, Jarrite, José Meness, Enrique
Morente, Waranjito de Triana, and Fosforite, among cthers.
But, you say, what about gypsies? It is true that, when we
loak for gypsy .interpreters of peteneras, we do not find so
many, But then, it is almost as difficult to find recorded
exaqples of gypSies performing many other Andalucian "folk
style” flamencg cantes -— sewvillanas, gerranas, tha lighter
fandangos, granainas, stc. -- and there is no superstiticon
surrounding those cantes, conly a gypsy preference for other
cantes. Yet, in spite of superstitign and preference, there
haye besn some great gypsy cantaores who have sung peten-
aras, including La Nifla de los Peines (the creatgr of the
oodern peteneras), Juan Talegas, Manwel Mairena, Rafael
Romerc (well-known for his peteneras, one of his preferred
cantes) and, of course, Camardn de la Isla. The same trend
can e Seen among guitarists: there are many quitar solo
versions by non-gypsies -- Carlos Ramos, Paguite Simdn,
Manuel Cano, Paco de Lucia -- and net quite so many by
gypsies ~- Carles Mentoya, Melchor de Marchena. I don't know
of any recorded versicns by Sabicas or Mario Escuderc, both
gypsies who have sxplored Jjust aboutr every other flamenco
form, but avoided this one.

In any case, the superstiticn makes for interesting
concert or reccrd album notes.

T e
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IV AUINGENA D FLAMENCO YN

SEVILLA-T

Funciones 7,30 tarde y 10,30 noche

MARTES 30 - 8,30 tarde

CONFERENC!A-PAEGDN a cargo dei

escritor y periodista JUAN TEBA, que

sera presaniado por el novelista savilla-
no JUL!O M. DE LA ROSA

MIERCDLES 1- 6,30 y 10,30

MAESTRDS DE ACADEMIAS
SEYILLANAS DE BAILE
Intervienan, por orden aifabético. acom-
panados por una reprasentacion de sus
glumnos:

ANGELITA MILLA
EUGENIA y JOSE
JUANITD DIAZ
MANOLD MARIN
MARGARITA y MANCILLA
{GHanillos de Bronce)

PEPITA RABAY
ROCIO ALBEN!Z
CANTACAES: Curro de Triane y Curro

Ferndndez
GUITARAISTAS: Sami y e! Nifhc de
Romarito.

JUEVES 2

LOB CANTES ROCIEROS Y EL
FANDANGD DE HUELYA
Intervienen: )
LOS MARISMENOS
LOLI LA CANASTERA
PACO TORONJO
GLDR!A BENDITA
MANDLD VELEZ
GUITARRA: Mano!o Dominguez.

VIERNES 3

I DAL

AL 15 DE DICIEMBRE 1382

CANTE ¥ BAILE DE SEVILLA
Cantaopres:
EL CABRERD
MANDLO MAIRENA
JDSE DE LA TOMASA
PACO TARANTO
MIGUEL FUNY
GUI!TARAAS: Manoloc Dominguez ¥
Antonio Sousa.
BAILE: Pepa Montes acompanada a (a
guitarra por Aicardo Niho.

SABADD 4y DDMINGD §

MANCOLO ESCOBAR vy su Espactacula
Drquasta de acompanam.ento

LUMES &

CUADRDS GITANDS
LOS MDNTOYA
LOS FARRUCOS
ANGEL!ITA VARGASY
EL BIENCASADO. acompanados en el
cante por €l Bogqueron y !a guarra de
Quique Paredas.

MARTES 7

ROCK FLAMENCD
TRIANA

MIERCOLES 4 - 8 1arde

PIAND FLAMENCD
FELIFE CAMPUZAND

JUEVES @

NUEYAB FORMAS DEL FLAMENRCO
MANZANITA
acompafiade por su grupo musica!

VIERNES 10

JUAN PERA "LEBRIJANO"
PEDRO BACAN
Drquesis de Masics Andeiuza dei
Conservatorio de Teludn

Programe:

FLAMENCD y MUSICA ANDALUS! ¥
ARABE TRADICIDNAL

SABADD 11

CANTES Y BAILES DE CADIZ
Cantapres:
CAMARDN DE LA ISLA
LA PAQUERA DE JEREZ
HEN! DE CADIZ
PANSEQUITO
RANCAP!NO
GUITARRAS: Tomatito y Parriia de
dergz
BAILE: Carmen Albéniz acompanads en
el cante de Nanc d8 Jerez y fa guilara
de Ouiqua Paredes -

DDMINGD 12 - 6,00 y 8,45 larde

CDRDS, COMPARSAS Y CHIRIGOTAS
DE CaDiZ
Intervienen:
Entre Pitos y Fiautas
(Primer Premio de Coros 1981)
PINDCHOD
{Primer Premic de Coros 1982)

¥
LDS LOCDS DE LA MARINA
{Chirigota de Puerto Real}
LOS DE LA TERCERA EDAD,
DE VERADAD
{2.? Premio de Chirigolas 1982)
DEL PUEATO A CA!
{Antrguos “Simigs” y "Aaza Mora’)
LA BODA DEL 5!GLD
(Primer Premio de Cuartetos 1982} -

LUNES 13 - B,15 Larde

RECITAL DE MUSICA ANDALUZA
Por
Guillermo Sanchez [piano)
Dbras de. Aibéniz. Turina y Faila

MARTES 14

Aecital da Antono Cortés
"CHIQUETETE"
Drquesta de! Maestro Mancita
GUITARRAS: Enrique de Melchor
Raiael Mendiola.

MIEACOLES 15

ANTDLOGIA DEL CANTE Y BAILE
FLAMENC OS
Cantaores:
FOSFORITOD
JOSE MENESE
CALIXTD SANCHEZ
JUANITO VILLAR
CHANO LOBATO
GUIiTARRAS: Enrigue de Maichor y
Pedro Bacén.
Coiaboracion aspeciai en el baile: Enn-
que E! Cojo, acompanado por el cante
de Chana Lobato yla guitarrade Postigo

GRAN FIN DE FIESTA

Vente anticipada de !ocaiidades

on ins laquilias del Teatro: Por

toda s Quincans: De 1222 ds la

mafiana. Con 5dles de anlelacion:

Maflanes de 1282y apartir de las
6 de 'a isrde.

Quadan anulados los pases
de favor

Tealros Naclonsies y Direcckon Genaral
de Moslca y Teatro dei Minisierio
de Culturas,
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of our sister province in this edirion has been solid. I
don't xnow what those people will say now -- those who hide
their failures in a protesting and groveling patrictism, nor
those wio cantinve civirg suppert =o that type of protesz.

Gloria 3endita was triumphant once again. They have
strength in excess, reccorized gernius, aficidn without
limi=s, and a gdelivery tkat is beyand doubt. Their sevil-
lanas have guality and are =asily understood and felt. Pedro
and Pace had an excellent perfarmance.

It did not seem tg me that Lali la Canastera was at her
usual level of quality. Artists have their usual ups and
downs, because art L5 not mathematics. Loli was nat on the
crest of the wave. Ghe sanc sevillanas corraleras with
obvriqus gracia and scme sevillanas racieras that had too
much Flavar gf some earlier ores. Her "Torizce de madruga,™
the main success of her career, was sung in chorus by the
audience and they applauded her as always, but without the
fervor of other occasicns.

Manolo Vélez waz nervcus ard alwavs dominated by the
guitar of his namesake, Deminguez. He had not sung for a
long time, at least not in the theater, this man from
Halverde del Camino and he did rot succeed in reaching his
position as a good cantacr. He did some things of Paco
Isidxo, including reciting a poem in his memory -~ saying
that the cante of Huelva rose to the sky with him-- but he
did not reach the desired goal.

The cantes rociercs find their maximum expression in Los
Marismenos. Aside from that, they are a group that is very
together, pessesses an enviable artistic capacity, and Knows
new to present itself perfectly an stage. Onee again, they
gave a Jessen witn their songs -- one af which was dedicated
ta a Future figure in the baile, Isabelita Zopez -- their
rumbas and sevillanas. Their old songs, as well as those
that they are going te record, were applauded with much
enthusiasm.

As long as Faco Tororjo breathes, the cante of Huelwva
will @e ne=ar sky high and, afterward, they will hawe tao
build a monument to him so that he will be tied tc the earth
If singing is the sublime ewpression of human feeling, if it
gives ephemeral life to pain or laughter, or if it reaches
the inside of whoever listens, then Paco Torconjo definitely
sings. There are those who say that the fandango is a finer
cante, folklere, withous difficulty. Be assured that who-
ever beligves such a thing does not know Huelva and has not
felt in their gut the powerful grasp of the voice of Pace
Toranic.

* & @

CANTE Y BAILE DE SEVILLA

Participants: El Cabrero, Paco Taranto, Miquel el Funi,
Manuel Mairena, José de la Tomasa, Manuel Dominguez,
Ricardo Mifia, Curre Triana, Antsnio Saavedra, Manuel
Requelo, E) Marguesito, Bastiin Bacdn, Juan Six v
Pedro Bacin.

The third night of the IV Quincena, speaking only of the
second performance, was difficult, complicated, neecing to
be guided very slowly and with Xnowledge of the actian of
2ll digestive elements. There was wery good cante, sensa-
tional baile, complete guitar playing, perfect jaleos, ard,
to complete the picture of completensss, there was a little
bit af the cpposite.

E]l Cabrerg, theoretically the toz attractian, did not
came through --he had & bad time. 3is voice was very rough
and the tones, very high, were not the best for him. Never-
theless, he knew how to be an artist and he did nat defravé
our hopes with cheap tricks. He sang "por derecho,™ sharirg
his soul, but without achieving glorious moments.

In the performance of Paco Taranto, an evcluticnary trend
oust be pointed out, a very clear tendency, an undcubtable
improvement. With ths showy, but perfect quitar of Manuel
Daminguez, he sang alegrias, soled, and bulerias with good
execution, fewer theatrics and more quality than on other
occasions -~ although it was those ather occasicns thatr
raised him tg where he is now.

The quitar of Antonig Sousa did not go with Jesé el de la
Tomasz "ni poco, nil muche, ni nada" |"not a little, not a

iot, not at all"] and, in general, it was not Antenic's
night and he did not achieve those momenkts that would show
his undoubted quaiity. José 4id the captes of La Morena, in
spitz cf the guitar, ignoring it. Por sicuiriyas -- cantes
al Manuel Zorrs and Paco la Luz, with a magrificent cabal -~
Jasé was at a teight 2f which one car usually only dream,
where there is W guitar. The san af Tomasa and Pies Plomo
had a lgt af desire tg sing, and ta sing well. For those
who know about these things, José was triumphanz. DPeriod?

It had been mary yzars since I had heard Manuwel Mairena
5ing with such clean technique, such asimplicity, such
strength, such cuality. Por tientos he was collasal; por
saled he did things of Alcala that were ocutrageous; por
siguiriya ~- cantes af Manuel Torre, José de Paula, Marrurro
and cabales —- ke sang "de revolucidn." I could not byt
recall that vear in Mairena del Alcor --da you remember,
Manuel Rodriguer Sranadeos? -~ when Manole uncorked a bottle
that ke had hidden away and inundated the "glorieta Jiménez
Sutil™ [site of the perfarmarce] with the aroma of precicus
zante. Then, por bulerias, as on that gther night, he went
too far. But I have to point out the satisfaction I Felt in
maving heard a cante of many carats in the voice oF Manuel.

I have saved Miguel el Funi for the epd. Very few people
Xrow Bastidn 3acidn, the father of Pedra, ar El Lagana, or
Vicente Pefia, or have enjoyed Fernanda Pinini or Benito Pena
or la Tia Inés [these people were probably the supporting
"cuadro” For Miquel Fuani --diving him jalec ard palmas}.
Miguel Pefia Vargas was phencmenal. He sapg por soled --
Juaniqui and Frijones --reminding us af the inexpressible
flavor of those gypsies who neither sing in public, nor are
or have been artists, =ut possess all the guality that is
treasured by those wao know. Miguel had everything por
soled -- the guitar of Pedro Bacir was the foundation -~ and
he “bordd la niebla y el horizonte" (literal translation:
embroidered the Fog (mist} and horizen"] dancing por
bulerias.

FPepa Montes was tne dance of Sevilla and, por alegrias
and bamberas, with scme final steps done to a romance, was
sensational and magnificently arsompanied by Ricardo Mifo.

—_——

XXl FESTIVAL FLAMENCO
INTERNACIONALZS DE JERAND

N JEREZ ¥ CURSOS
OFE BAILE Y OE GUITARRA

This year will celebrate the silver anmiversary of
the Catedra de Flamecologia de Jersz de la Frontera
and they hope to make it a special year. The guitar
and dance ocourses, along with the many recitals and
the flamenco Festival, will be held from aug. 1-13 and
will cost 20,000 pesetas (less than $200). Details
are not yet available, but reservations must be made
by July 1, 1983 -~ no address for mailing has been in-
dicated yet.

SPECIAL
OFFER

[cn Expires
sPREME
GUITAR STERINGS

COMPLETE SETS Hetail SPECIAL
Specify Black or Clear trable  STt08

Minimam order §12.00 Postage Paid
California residents add 6.5% sakes tay

Make checks payable te: Lester DeVoe- Guitarmaber
Bex AA, San Jose, CA 95151
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Footwork Notation

2y "The kah of Iran"

— A Few Femarxs —

In response to Jimmy Crowell's most welcome exhorrtartion
that we develop a Ilamenco sy¥llabus, I have devized a system
o~ musical notation that represents on paper the actions
necessary for producing the sounds of zapateo. This notation
recorés the percussion pof feet. It is not a3 sys-wem of chore-
ographkic notatien, and does not attempt ta show, Zor example,
where one focot 15 in relation to the other, or where the two
feet are under the sun, Frozen in these few scratches below
is the basgic buleria step of Dan Enrigue El Cojo, peace be

upon him,
e i Uovy l‘nUIUUUIFf

fL WIHT

As a reward for reading this paper chrough to the end,
this step is vours. HNo need for you to buy a ticket to
Sevilla, nc nged to read a lerothy, nebulous verbal descrip-
tion of the steps. A few str¥okes of the pen covering two or
three linear inches in a few seconds will capture ané
deliver this great man's work to anyone #who understands this
code, MHor need any footwork henceforth be lost to the dark
recesses of memory. What flamenco dancer has not heard of
the celebrated zapateado of Juan El Estamcia? Yet, who alive
today can tell me how it was danced?

— Part the First —
Tkis symbol represents the foot, either foot, without

distinction:

the same Foot-symbol with a little elanmoration:

How,
Toe {Ball)
Left 1 Right
Heel

A line aburting the foot-symbol at midsectrion and pointing
LEFT means Stomp with the WHOLE LEFT fooi:

1

2 similar line at midsection, but pointing RIGHT means Stomp
with the WHCOLE RIGHT foot:

i

A line abutting the feor-symbol at the TCF and pointing LEFT
Teans Stomp with the IZFT RAALL of the fock. s:milaxly, such
a lipe at the TOP, but pointing RIGHT means stomp with the

RIGHT eALL: . _) ,'

B line at the BOTTOM pointing RIGHT indicates a RIGHT heel

teat:

A sTan by the pOINT of the left foot is writren inm this

manner : 7

Bnd the same motion performed by fhe RIGHT POINT is written,
ef ceurse: (

Now see if you can execure this combination ard idectifv it:

s

25 any duckbill platypus can plainly see, it's our old
friend the simple redchle. Since these four fiqures
constitute a combinatinsn, let's tie them Zogether with a
bracket. ULagical, n'est-ce pas?

—

P
1H1
b
Now, let's wrirte this redoble for the right fcot:
1

Hik

A scrape or a sliding motion is indicated by adding an arrow
to any of these lines in the following manner, Thus, a toe
scrape with the left foot: fT

The same for the right foo:: [;

A left heel scrape:

J

\
Ly

— rpart the Third —

Iz a right heel scrape:

All the foregoing motions originate with the gntire foot
being picked up and the indicarted part of the foot or the
whole foot being smitten against the flaar. Congider these
two special instances:

I. Suppose we wizh to pick up only a part of the foot
such as the leit heel and strike wizh it,” leaving the ball
undisturbed or the floor.

II. Suppose again we have just struck the left ball [ 7 )
and wish to follow immediately with the le®t heel.

Then we must use the very handy svmbol we zhall call the
"ligado cnico.” The ligado chice is nothing more than a
small circle attached to any of the abowve lines, and it
ties the action to whish it's attached to the immediate? ¥
preceding actiem as in case Il above, or it indicates that
orly a certain part o the foot (usually the heel) iz picked
up by itself and stomped with. For case L, consider this
redoble whick we all know: .

Left heel, right foor [(plantal,
foot (olanta)- We render it thus:

o-i! ]r k-[ ; and notT J )-lLJ because we

heel [ al ) 2nd not the whole foot | J

right fpot (planta} lef:

picked up only the

Fcr zase 11, that of left bzall followed by dropping the

=
left neel, we have 1 |
o
without the ligado enico, we would have to strike first with
the left ball, then pick up the left fook, then strike witk
'1 [l

; J i .

1
- If we were To write thiz as ]l

the left heel {
mind,

That's not the step we hawve in
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Tris marching step illustrates case II:

Tj T‘:‘?J T_'LTI T—E: and 5o weiter.

Now we can write these tripletrs:

LT

Or these trigplats:

PSR

I hope the idea of the ligado ¢hico is clear to you by now.
If it isn't, reflect on it awhile and you should see the
stark necessity of this symbal. TIf that toc fails, I will
be glad to explain it again upon request. There is alsc a
1]igada grande” in case you're wondering. It has a similar
application in another situation. We don't need to bother
with it just yvet; I shall introduce it in a later writing,
God willing.

— Part the Fourth —

Row lat's consider accent.

Let the accent mark [') represent an accented beat and the
sign (V) represent the upnaccented, exactly as they are used
in tEFlscansiOn af poetry,

i

=1
{{ ff maans left foot, left foot, right foot, right faot
with the second beat of each combination accented. You may
wish To strengthen the accent on a particular beat, especi-

ally if the combination already has an accent or accents.
Just donble the (') thusly {").

[ L

TH

Here is a redoble picadw:
e
] Looj } {left ball, right heel, left heel, zight plantal

Here it is with an accent on the last beat:
L
Lot

Here it is with a little more expressicn:
L

LF

Accents are highly discretionary and can be added or sub-
tracted according ta vour personal taste.

AccenT on the first beart, unaccentad on second
and third, streng accent on last beat.

— Conclusion —

Here is the main body of my notation svstem. In order to
avaid overdose, thers are a few matters I shall save and
introduce at a later date. This system reguires a minimum
of memorization but relies rather on reasoring. I believe
this system to be simple, easily understood, logical, andg
thorough., If anyone Can sSee any NECLSSary 1mpravement,
addition to, subtraction fram, or modification of this
system, by all means contact Jaleo and make known your

rroposal.

PSSR RININS S
GUITAR:

tips on techique
A A A D

by Ken Sanders

"Most of it comes from playing the guitar for a long
time."
-- Paco de Lucia

Elaying 1n compas withk a clean gound is what good taoch-
nique is al: about. How this 1s achieved is up to =ach
individual. a2 of the best ways to master technigue is
thraugh many hours of practice. Using a metronome during
“he practice of scales, arpeggios, tremoles, legados, etc.,
helps smooth out these studies and results in accurate
rhythm,

SCALES

In his study of diatonic majer and minor scales, Andres
Segovia mentions that, through the patient stwdy of scales,
guitarists will correct faulty hand positions, gradually
increase the strength of the fingers, physical beauty uf
gound, etc. "In one hour of scalas may be condensed many
hours of arduous exercisas which are frequently futile. The
practice of scales enables one Ta solve a greater humber af
technical problems in a shorter time than the stwdy of any
other exercise.”

These truths can, of course, apply Ta the flamenco
gquitar. In general, I have learned that the easiest way Ta
produce that "clean sound” with the left hand, is for the
fingers to attack the strings right on their tips, close ta
the frets. If the hand is slanted slightly towards the
tuning pegs (ta the left for right-hapnded guitarists), it is
easier for the little finger to curl right into the string,
on its tip.

The thumb of the left hand {positioned on the neck oppm-
gite tne index and middle <ingers), drops ower and lower on
the back of the neck as you ascend towards the body of the
guitar. Waen the thumb reaches the body, it slips right
underneath, on the bottor ¢f the fingerboard (over the bady),
giving suppor:t to notes played above the 12th fret. When
playing scales above the 12th fret, mcre support is given to
the fingers when the thumb slides towards the fingers as you
rlay up the scale, going acress the fingerboard, and slides
away from the fingers as you descend.

With the right hand picado and free stroke, I get the
most power when the movement comes fram the kouckle. With
free stroke, the second joint of the finger bends enough to
clear the next string, but the whole movement of the finger,
the stroke, still comes from the knuckle, The right hand
thumb, as a general rule, rests on the 6th string and drags
up the body of the guitar as the fingers play down the scale,
It acts as an anchor or point of reference, keeping the hand
from moving around.

Scales should be practiced rest stroke and free stroke
with the i1 and m fingers. BAlso, in order ta strengthen the
fingers Zor tremclo and arpeggio studies, it is suggested to
practice rest and free stroke using the m and a fingers,
and/or i and a. Many profestionals also recommernd practic-
ing scales with the thumb, rest and free stroke, Scales
should pe primarily practiced using the rest stroke with the
i and m fingers, in wrder toc develop a strang, powerful
piecadn.

"You must feel the comais likes a drurm beating inside

you. "
-+ Benito Falaczios
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One cf the best ways to get the compas down is by prac-
ticing with a metronone. &t first the metronome can be set
for one tick per omte, at a slow speed, to get the scale
ewven and memorized. Later, one tick for govery two notes af
the scale, and then pne for every four, Mest of the
lightning-fas: picado passages are basically one beat far
gwary Zgur nptes nf the Scale (there are, nf cgurse, excep-
tignsi. Sgme instructprs alsp recommend hitting each note

af tha grale twice (8th note - ,rj - pattern), befgre
roving on ko the pext. Ther practice the whole scale hit-

-3
ting each naote threg tines (triplets :jj ), arnd later
fqur times (sixteanths J?ai T, oeto.

Scales shpuld be practiced slowly at first, with corcen-
tration centered pn cprrect right and left kand pesitioning
ard, by all means, keeping in time ©r rhythm with the metra-
nomss. When all of +these “hipgs can He sxecuted easzily and
carrectly, the speed gf the metvonome shnuld gradually be
increased, Incredible speeds are achieved ip this fashilon.
You kave to pushk yqurself, increasing the speed, while
maintaining gord teshnique.

If the first nate cf eack Ggrgup of fgur notes per beat is

< <
slightly accented | Jﬁa fﬁi ., etc.), it serwes tg
keep the stale urder contrgl at high speeds. Yaqu have
anpther "point of reference."™ ThiS obviousiy tan be applied
tn the long, rapid picado passages within cerctain falsetas.
The traditional accer=s of the compas still receive the
major emphasis. The helpful hint menticned iz maore of a
subtlety in the back pf your mind, used to keep the picado
under contrcl at extremely high speeds, within the major
accents ¢f the campas.

Subtleties in greater detail ar€ better understaad
through private lessans with a good teacher. Pacg de Lucia,
as well as many athers, ackngwledge that great discipline is
requitred =o dewelgp a technique. But pnce you'we gnt 1t, or
even & taste of it, ygu will see it is well worth the effart,
b strang technique makes your musical statement on the
guitar much more powerful and casier to execute. It's a
natural high!

In this article I have ngt gone into great detail con-
cerning left and right hand positioning, the variety of
scale Egrme and their application, ar the study of tremolo
and arpeggias, rasqueadss, etc., which are all ipgredients
in mastering a powerful techpigue. Hopefully., these and the
many other aspecks of ogod flamepco Juitar plaving will be
discussed in future articles.

What I have offered here is the way that works fcor me.

It is certainly not the only way and if ycu have somethipg
additional, helpful, etc., to contrihute, please respond te
this article. Send it ip, because Jaleg thrives on it and
enjoys giving different points of view a chapce to be heard.

Technigue is nat the only aspect of gopd flamenco guitar

serfprmance, but for me, it is orne of the most important!

NG O N2 O O O QN O g
m S At

'

1349 Franklin
Bellingham, Washington 98225
Ph. {2061 676-1864

A CELEBRATION OF THE 5TH "ALL FLAMENCO"

{
{
{
{
WORKSHOF-FESTIVAL, AUGUST 15 ThHRouGH 28TH. ‘
A ONE-OF-A-KIND HAPPENING TAUGHT BY ¢
MASTER TEACHER. DANCER, CHOREQGRAPHER, l
}

AUTHOR., TEQDORQ MORCA. CaLL oR WRITE Far  {
o NEORMATION, AND _BROCHURE. o
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... sobre el baile
IN SEARCH OF INDIVIDUALITY .

ine cf the most exciting ssarches in a4 person's life is
the search fgr himself, especially the individual-creative
zelf. We are all cn this earth with sgme basic creative
expressign of life itself., Just like ap apple tree does not
try tg bear granges gr a rasebush dees not desire tn become
a carnation plant, 3g ton, the human being, desp dmam inside
nf spirit and soul, wants tg express true self, the indivi-
dual self. Just as there are no two pepple whao lgok exactly
alike, npt even identical twins, there are no two people who
have the exact Same "stamp of life" within their being.

Flamenco, being gne =i the true sglao dance forms in the
wgrld, solm in its perscpnal expression, is a perfect artis-
tic and creative expressian fer finding cne's individuality.
A person whg is mgved to study flamence, to absark, to learn
and live the art nf flamepce, has an unlinited space tg
sedarch fpr the individual self.

A teacher of flamenco has a great responsibility to
encgurage the individuality of his students, right from the
beginning and not tg encourage and create clomes of himself.
There are many teachers who have an established way of
teaching, a way gf teaching the movements, techniques and
styles of flamenca. I feel that it is impartant to stress a
person's jindividuality within the traditior and within a
teacher's style and approach teo all the facets of technigue
and movement.

The discovery and awakening of a persan's individual
feelings are an inspirational discovery for both stndent and
teacher. If a teacher stregses only his personal style and
states that this is "the" way to approach flamenco, then
that teacher is 3tressing an ego trip that will ultimately
me limiting for both teacher and student.

Discavering your own individuality is like planting a
beauntiful garden. The beqgipning seeds, nurtured with a good
solid technique that locks gnad on your body, blended with
what your emotigns and feelings say k¢ ygu, algng with
knowledge of the music, the cante, the compds and interpre-
tation, will grow to be yqu, an individual expression =of
wkat you truly feel ahout Flamenca.

I have stressed ipdividuality in almost all of my
articles berause we aTe in a day and age of very little
"slack and white," ar age of mostly “"grey,"” figuratively
speaking, where there is sameness wherever vou go. Society
iz stressing uniformity, whether a McOonald's hamburger
stand in every corner af the world, scuare buildings that
laok alike apd dancers who lezgk alike -~ like every other
dancer, with a few titillating desplantes and manmerisms
that are popular for the moment. There have always been
mere sheep thap shepherds, but it i= time to have ccoicpes
and "be thyself" in expressing art, flamencg art, find your-
selfr Lave it ard enioy it and let us break away fram the
boripg assembly line, in flamepco, at least!

Since thke begincing of time, pegple hawve copied other
segzle whe they felt were “spocizl" and yet we are all
shecial ipdividuals and capable 9f doing somsthing unigue.
Ng gpe can 2e us and «e cannct be anyorne else. Why get a
Beatle haircut if it dges net fit you or you 85 pot like it,
ar wear clgthes that do ngt lenk geed on you even thoughk
“hey have been put intez fashion. Why try to dance Like

someone glse when you ygurself look better an you and feel
better to you. Withir the art and tradition of flamenco
there ig unlimited room feor self-exprescian.

All of the basics of the age-¢ld traditianal mavements
can be molded tg indiwidual peradpality if apprgached with
that ip mipd. As yqu Leamn various facets of techptque, far
example, see and fesl how they look on you. YES, ir is
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important to go into a ¢lass that you enjoy and to respect
the teacher, of course, After all, that is why you are
there ir czlass, to study from someons who will awaken some-
thing ir you and show you what you are not awarc of. YES,
it is alsc important te adapt that awarencss into your
being. A mirrer for a dancer can be a very helpful tool

te study personal lire, to study the flow of the arm move-
mesnts, for example, and see how they lock and feel or you,
see how the total sculpture of the bedy is in havmony and
balance with the technique and movement that it is absorbing,
0 express your tersonal feelings from within.

I will never forget when I was in 3Spain ir the esarly 70's
and An*onic Gades was in nigh posularity; I saw many male
dancers trving to look exactly like hir. The studio, Amer
de Dios, was full of cloned Antonips. They were trying tc
look like him, not take his beautiful line and style and
adapt it to their bodies,. Antonic Gades had adrired and was
inspired by Vicente Escuderc and freely admitted adapting
many of Escudero's ideas of movement and toptal flamence art
to his cwn. That is the key, to adapt, not copy.

The great inncvators of flamenco art are all super-strong
individuals and so much can Ye learned from them. When you
see artists like Antonic Gades, Mario Maya, the late Carmen
Mora or Carmen Amaya or hear a Sabicas, Paco de Lucia or
HiRo Ricardo, it is their personal individuality in express-
ing the arz that we greatly admire. One of the importact
reasons why there are many more oogpiers than individuals is
that the search for individuality takes time. It is a slow
grawth process. It is a giant redwood tree compared to a
weed in the garder.. I% is a dual happening of lzarning
first and adapting and absorbing secand.

Many pecple who take up flamence never get past the first
stage, and that is ong reasen that they dg naot go en and on
in study. If you do not stay with an art lang encugh for it
to be absorbed and start to became you, it will become bor-
ing, tiring and soon be dropped. The study of flamence, by
its very totality, is very time consuming, ewenh con a light
level. There is a point in absorption where you go on or
almost have to star and step back out of the artistic
"quick sand” that drew you in and just be content ta lopok
in.

Another exciting search in finding one's individuality in
flamenco is to recognize thet therse are really Two or more
teachers, One set of teachers 1s cutside of yourself and
another teacher is within ygurself. I always love to recall
some of the fine adventures of my wanderings in southern
Spain, absarbing: the way a young bootblack danced for his
"slients"™ in Granada:; hearing the sound gf cante hondg,
while inside of the Cuevas de Merja; watching El Cojg in his
little studio in Sevilla; talking to some elderly folks in
bars in Cordoba; in the back alleys of Motril, and many,
many¥ ather moments that were all lessens, all teachers, I
rememper "auditicning®™ for a pensién in Madrid when none was
to be had as it was the time of the festivals of San ¥sidro.
ks I knocked at the door, I heard a faint, wery cld style
aound of a guitar, an alegrias coming frem within and, when
the duena answered the door, I menticned the< I needed a
room and also that I "liked™ flamenco. She invited me in
with no promise of a room, but to meet her brother who
happened ™0 be sitting in the Kitchen playing a wvery old,
lovely SanTos guitar. I started to do a few paseos as he
continued. They began to smile, pffered me & glass of wine
...and a rvom, my new tios in Madrid. Another lesscn. AsS
these outer lesscns and experiences are iearnes and absorbed
and this cuter ambiente seeps in, then the inner teacher, if
awake and truly receptive, will make them you, will form
distinct person2l impressions that will be in your art.

I also love to imagine many years befgre I ever was
even born, maybe at the time of the beginning of the café
cantante, and I imagine myself wandering in that ambiente,
apbsorbing, dancing, living some of the beginnings of what
is flamenco. It is getting below the surface of the art,

It is to bore into the czore, so that maybe for an instant
you ¢an see and fesl the mother of the art that gave birth
ta you, ygur love of this art aof flamenco, this feeling of
life, expressed in your own unique way. Flamenco is yours,
it is mine: flamenco is larger than Spain and with committed
love and desire to be a part of it, it will be part of you,

How does one avarcach ipdividuality within the tradition
of flamenco? For one thing, the dance of flamenco has

acquired a very concrete vocabulary of technigque and a very
large vocabulary of movement within the tradition. The
varicus strong styles and adaptations have been formed by
many artists who have founé their individuality within the
art and passed it oo to others to find their way. No one
knows what the “"first™ dancers of flamence looked like.

For that matter, it is not that important, for tradition is
now, & summatian of all time. Sp it is up to the individual,
with respect to this teotal, timeless tradition of flamenco,
toe f£ind his own sath. If your instinct leads you to a style
and teacher that intuitively feels right for wyou, then it is
+he adaptaticn of this learning that will make it you.

One of the meost important fagets of learning anwvthing and
making it your own is fo be able to spend long hours with
yourself in study. A dance class is only the tip of an ice-
berg of learning. The zlow absorption of some of the roots
vf flamenco in the back alleys of Andalucian pueblos can, by
sSpme oSmOSLS process, make sense if you look at it slowly
from within and at best, alone, to feel your place in
flamenco.

It is very excating and almost awegome in feeling when
cng truly realizes that he is 2 unique individual, a aone of
a kind creative expressicn of thia universe as we know it.
To copy i8 really not a short-cut, but just a copy, never as
unique as the original. To lose oneself within is toe truly
find oneself; applied to flamenco, it is a very rewarding
experience. ‘To find your creative individuality with so
vast an art as flamenco is a worthwhile search, a finding of
a “reasure within the soul.

-+Tec Morca

Batraens g,

GuiLie jue

MORE BURIED TREASURE

"Buried Treasure™ was the title of an article about used
flamencg records. (See Jaleg issue of August, 1381, vel., IV
He. l2.) Since then I have continued visiting the used and
"recycle" shops and have turned up these recprds of
interest:

"Flamenco," Ethnic Folkways Library, Folkways Records

FE 4437 (1956)
“"Carlas Montoya, Aires Flamencos," Montilla FM-2D 10 {w.
Triarita}
“A Dynamic Program of Authentic Flamenco,” Los Flamencos De
Espana; Somerset Album P-4100 (recgrded in Denmark 1957)
"Guitarra Flamenca,™ Antonio Albaicin; Alhambra € 7039
reprint of original Columbia AL-T7039
*Flamencs Virtuaosa,™ John Fhilip Lee; Rediffusion Stereo
28 127 {1972)
"Flamenco Guitars," Juan Campolargs (Mantlo Labrader):
Request Recgrds SRLF 10114 (1972)
"An American in Spain, Feter Bvans”: RCA Sterea LP-3306
"Jaime Grifg/Nino Marvine, Dos Flamencos,™ Liberty L3T 7147
{J. Tawcett and M. Walker)
"Flamengquistas," Stinson SLE 32, vol, 3
"0lé Flamenco," Harmany (Columbial EL 7015
"Lecuona Plays Lecuona,”™ ECA Victpr LPM-1085 (1955, 1964)
"Flamenco Espanel," Capitzl T10033
"Flamenca, Curroe Amya," Somerset SF~12000 (w. Juan De La
Mata and Dominge Alvarado)
“Dolores Vargas, E1 Terremots Gitane,™ Decca DL-74019 (w.
Fepe Castellon and Sabicas)
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"Mairena Del Alscr, Pestival De Cante Jondc Antonic Mairena,"
Columbia MCE B25 (variouS cantacres with Hinc Ricardo}

"BEvacation of the Guitar of Ramdn Montoya,” Manusl Cano;
Musical Heritage Spciety, MHS 1154

"Motivos Flamencas," Manuel Canc and son, José Manuel Cana;
Hispavox HHS 10-433

"Flamenco Fire, Sarita Heredia," Sunset-5238 (1967}

"Flamenco Vocals," Stinscn SLP-16

"Maruela Vavgas," United Artists Interpational, UNS 15509

“"Misa Gitana," Zondon International, GHS 56005 {(El Rerre De
Los Falacios, Pepe Martinez)

"Ramor. De Cadiz y La Guitarra Flamenca De Davic Moreno,”
Drfeor. LF-16-50D4 {Heche En México)

"Juerga Flamenca," Audic Fidelity, AFLE 1B&2

"Manclo Amaya, Flamencc!" Mispavox-Egcic International Series
ILF 18012

“La Nifa De LoS Feines,” Everest ©S-256

"A& Histpry gf Cante Flamenco," Mancle Caracol and Melcher De
HMarchena; Tep Rank RDM 317 and 318 (two reccrds)

"Jazz Flamencc,™ pPedrm Iturralde, Sax; Pacc De Anteguera and
Faco De Algeciras; Flamenco Guitars. Hispavox HP (3)
12-128 (1967}

"Spanish Gultars, David Moreno," Capitol DT 1004S

"Guitarra Espancla, hndrés Batieta," Regal 33LXS 126 (1965)

"Mpsaice Flamernco, Andrés Batista,” Regal-EMI SCXI 3,312
[1967)

"mnthologie Du Fandangn, Arte Flamenco, " Eratc EAF 1501

"Guitare Flameénca, NiRo Ricardo," LDX S 4339 (French
release, guitar splns)

"Hoche De Flamencco,™ José Grece; w. Miquel Garcia, Manuela
De Jerez, and Rosaric ‘Caro; MGM SE 3802

"8l Cojm Enamorado,™ Pilar Lepez and Her Ballet Espanol (w.
wrchestra); Capitol F1B0C3

"Juan Serranc,™ RCA Victpr Intermaticnal PSP-120

"Flamenco, Anita Sheer,™ Metroc Records MS-54&2

“Zarlos Montgya, frgr St. Louwis to Seville,” RCAR Victor
LSF-1986

“Sarita and Co., Flamenco Singing and Dancing,™ World
Faczific Records WB-1282 (1959}

-=Guillermo Salazar

=

JUAN MARTINEZ
El Arte Flamenco

THE MODERN FLAMENCO BAILADORES DO NOT KNDW
AS MANY DANCES AS DID THOSE OF THE PAST

[from: La Praznsa, <. 1942; sent by Laura Moya; translated by
Faco Sewillal
by Juan Martinez

The "chafla™ was applicable tn those dancers that lent
themselves to humor and parndy, but always within the compds
=f the tangc. The chufla was danced with genius Ly Manolo
Arias, "Z1 Afilacr™; he was called "El Afilacr" because gf
an iritarion that he created: He would come our with a chair
on kis shpulders, doing steps with his legs twisted pddly
and making funny faces; then, stopping in the center nof the
stage, putting down the chair, and assuming the posture of
the knife sharpener, be would imitate with his mouth the
exact sound of the knife blade on the gricdetwne. Later, he
would sing some ¢pmical coplas and fipish with a series nf
steps, each more grotesgue than the previous and always por
tanggs.

El Canela created imitatipns wf the spldiers of different
provincas. E1 Estampio created "El Ficador," a camical

rarody taking place in the bullring. Carrascg waes a cpmical
mailader peor tangos ard it cther rhythms.

So it zan ke seen that the tange flamenco was not used
only for the serises, but widely serwved as a vehicle for
humor. Adding some more names, you will see that the
repertoire was being enriched as time passed. Later, we had
~he appearance gf the garrotin, farruca, tiempa =ore, and
many others. The guitar acquired the fcollowing dance forms:
"La Tana," soleares, alegrias, gitanas, bulerias gitanas,
zapateado, zapateade "ilustrado de Cadiz,” garrotin, zamoria
or “tiempo moro," farruca, sevillanas, tangos, and tanggs
por chufla.

‘0On the piano we have had the following in the repertaire
for over 25 years: Pasodobles (used by mapy flamencos as
farruca), "Moras, Moritas, Moras," el qa_rrqt:l'.n. various
farrucas -- ane of the first to ke done on pianc being "HMeu
¥eco¥ by masstro Pable Onsale, taken from the guikar music
of Luis Molina., Then Ehere was "El Baile Salwaje" writtzen
by Quinito Valverde Eqr the great Faico and the "Alegrias,"
alsc by maestrc Valverds, written far Antpnic Bilbao, and
later popularized internationally by La Argentina under the
title aof "La Ogrrida." Alsc: "Spleares gitanas," qne gf the
best compositions of MonIeal, "alegrias gitanase" that the
Romerp brothers transcribed so masterfully for the gquitar,
and "Bulerias gitanas,™ the versipn by Vicente Romersz being
the most successful,

There werse many tangas, zambras, and pascdobles --
theusande of musical pileces gf this type =- as well as the
danceable fandangas, those of HYuelva being the mest pgpular,
‘pllowed by those of Almeria and others.

The majority of thie music could be danced by men as well
as women, except for "La Tana," which is song and dance, and
soleares and tangos played on quitar and danced only by
women; the socleares or plano could e danced by a man and a
woman., The women, as always, had more resources than the
=en, who danced primarily zapateado and aleqrias. The
bulierias were danced Ly almost everygne. The tangns -- por
chufla, humcrous -- were danced by very Few, and even Fewer
did the serinus tangos. Everybody danced the Earruca. These
five dances were better suited tp the so0lp male dancer.
Couples danced sevililanas, garrptin, and zambra or "tiempo
mors, "

Dns the other hand, the women danced everything and every-
thing was suited tc them, saolo ar in couples. I sheuld add
that, although each bailaora might know all these dances,
she would try tp specialize in at least pre; today, we alen
have bailaoras who specialize in one flamepnco dance, but
very few know, as the old-timers did, all of the baile
flamenco.

1t weuld not be out of place to give some of the names of
those who were stars in Elamenco and who deseegve ta be ogn-
sifereds as the most important figures in gur art -- the haile
flamencw. ..Here are spme of them and, mors grf less, tha
prefominant dance of each one: El1 Jorabadp -- Zanateadc and
alegrias; El Pichiri -- zapateado and alegrias; Fatricioc "El
Feo" —— everything; Depe Ronda "Sl Tartaja" -- ewerything:
Manola “El afilador" -- chmfla: Antonio de Bilbao -- zapateadg
and alegrias; El Esrampinm -- alegrias and “El Ficadgr”; El
Canela -- chufla and parodies; Faico -- "baile salvaje" and
farrura por pascdpble; El Moiigongo -- farruca por paso-
dokle; Francisco Letn "Frasguillo" -- Farruca as well as
dominating all dances; Wific de los Caireles -- imitatimn of a
train and farruca; Juanito "El1 Pequeﬁo Martinez -- farruca
and bulerias; El Gato -- farruca; Nino 1a Rpsa --alegrfas and
farruca; Wifa Triana [Antonio Triana?] -- imitation of a
train and chuflas; Carrascm-- chufla; Matias -- Farruca por
pasodoble; Ramirez de Sevilla -- farruca; Acha Rovira --
farruca; El Tubalo -- farruca; La Camisona —- alegrias; La
Melena -~ alegrias and bulerias; La Macarrano -- alegrias; La

Joselito -~ farruca and 2legrias; La Tanguera -- farruca; La

Patg -- farruca; Lola "La Flamenca" -- garrotin: Antonia Amaya
-~ farruca; Carmen Amava ~— farruca and tiempo morg.

These artists and many mthers managed +o sustain and
elevate tc such a level that there are few kinds pf music
today, ng matter how classical. They may be, that do noke
have sgme fliamencg in them. HNot wpnly that, but, little by
little, the Spanisk classical musiz is being left behind,
tne oroof being evident in the fact that sach day more and
rore dances like the holero ard malaguenas are disappearing.

R
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Revietns
Flamenco Guitarist

audience spejlbound. Before Lhe program ended, be had
sedate Altonjans participatingwith “palmas™ (hand .
elepping) and shoulsof “oie™.

Listening and watching Radford as he bent over his
guitar, fingers. flying over (he strings. 0ae knew ke had

Delights Community
Concert Audience

“from: Clearwater Tribune {Idano); April 8, 19892)

Communlty Concerts were
true tn form on Tuesday,
March 30, when & marvelgus
evening of lisleaing waa
enjayed by mare than 200
Orofino concert-goers.

Rooald Radford, an Okla-
boman who waa ‘amitten’ at 17
m:m“a by the smmt:dof

guitar, presented a
superb concert. A maost per-
sonable fellow, be shared lhe
background of eaech piece
prioe o his playing it. It was
nbvious Lo all that Mr.
mu'dtruly Joves his chosen

It was of Jove that he apoke
so often in regard o Flamencoe
jnd ita art. He Wid of an
instructor in Spain who ofress-
ed the luve both that a
performer has for his music
and that that g listener has for
the music. Love is the key
elendint in the art of Flam-
enco, He said that a listener is
to listen with bis or her heart,

not to analyze how it in being

Af there is nn writlen music
to follow each guitarist offers
his own version af a piece. [n
the process of leaning, and
sstute knowiedge of the varie-
ty of emotlona and settings for

by Tom and Judy Dixon

each king of piece is neceasary
priar ta the performance of
such. Study d and part-
icipation by Mr. Radfard in
Spanish living deepeped this
understanding and provided
added interest in his narrat-
ive.

The pragram incloded piee-
es pf many feelings; the
Zambra, of Mogish Arable
influence; a Malaguena hme
with a familiar melody, a
Guajira that spoke with rhyth-
mic patterns of the Caribean;
Solerares, a deep song fron the
Gypsies, and a Tarantas, Mr.
Radfard's favorite setling for
this music.

Watching a Flamenco guit-
arist iy Rlrast an enjoyable an
listening lo one. The strumm-
ing, linger rolls, and Anger
percussion offered interesting
visuat effects, Surely, there
were many in the audience
who, if they were pot Flamen-
co fona, are now.

Mr. Radford exemplified
the purpose of a Community
Concert membership. It is to
bhe a time of lslening ta
master musiciens presenting
their art lo an audience. In ali,
the concert wns informative,
enjoyable...memaorahle.

Concertgoers ride a Flamenco
guitar on a Spanish tour

[from: Blton Telegraph (IL); Nov. 22,

12821

by Marjorie 5. Fritz

'] feel asthough 1've had a mini-vacalion™,
exclaimed one concert goer at Hatheway Hall after
hearing Fiamenco guitarist Ronaid Radford Sunday.

Tickets for {his imaginary excursion into southem
Spain were supplied by (he Greater Allon Concert
Associalion which presented Lhis exciting, gifted artist,
painting vivid pictures withhis music and stories. '

Seated center slageaa a piano stool, his left footona
foot stana, his guitar cradledin his lap, and a standing
mike pieking up hiz words and music, Radiord held bis

"maslered not pnly the iechnique of this expressively
demanding music bul had captured its soul.

" Eachselectionhad its own hauntingbeauty a nd
charm. There was the “'Sequiriya" (Holy Week
Processionin Seville) beginning and ending with

. suggesleddrum beats, made by tapping Lhe guitar face,
andbugle call, with walling chant of Lhe priesls.

Furious chords and low singing melody composed
the selection, *Sevillanas.”

A composition by the Romantic classical eornposer,
Francisco Terrega, was used Lodemonstrale he
difference between classical guitar and Flamenco

guilar

Thelinai number ‘T arantas’_astylecalied “Cante
Hon_do" { deep song) by the gypsies, employed the
various lechniques of Flamenco playing: i.e. pluckiag
withlefthandonly. 8 combination of plucking withboth

hands, strumming flying

the guitar face,

chords, rhythmic {apping an

There was ahush as performer and people shareda
silent myslical moment beforethe rousing ovalion.
That one person could bring forth so much souad and
feeling wasa wontderment.

FLAMENCO GUITARIST RADFORD
A SMASH HIT HERE

[froc: Elavground Daily News (FLI: January 28, 193]

By PEGGY MAY
Living Today Editor

Ronald Radford blew away the
January blahs here Saturday night
with a combdination nf his
refreshingly breezy personality
and his powerful mastery of the
flamencn guitar.

The Fort Walton Beach Civic
Auditoriom was packed - that's
wnusual for recent Playground
Mutual Concert Association pro-
grams — and the audience clap-
ped. cheered and shouted oles to
show their approval.

Radford had the audience in the
palms of his hands the whole
evening. _

Those who already loved flamen-
¢o and had anticipaled the concert
with pleasure were definitely not
disappointed. He played with soul,
heart, and flavor, and if he ever liv-
ed in another life, must have been a
gypsy or & Moor.

He toid several heartwarming
stories of time spent in parks and
at what he calied “flamence jam
sassions” in Spain.

One of his most compelling selec-
tions was a holy week Easter pro-
cegsion in which drums and the
sounds of a solermnn parade canld be
heard, as if many instruments
were playing.

Each selection was beautiful in
its own way. some hauntingly
sweet. some soulful and sad, some
bold and brash, some light heartegd.
some almost frightening in their in-

" tepsity, some pulsing with the

romance of spring. He played themn
all in a masterful way. :

* Rgnald Radford turned out to be
the higgest smash hit to come
along in many a PMCA season, and
perhaps of all their seasons.
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Corky Neuswanger Reviews Concert

‘from: Community Concert Asscgciatiopn {CC); Januvary 27, 12683° |

There was once a teetiager
from Tulsa—a rock guitarist, no
less—who by “divine inspiration”
{as ha later pnt it), fell in love
with the soond of flamence mu.
sic, From that day on he left rock
behind and gave his heart to the
music of southern Spaln.

That young man was Ronald
Radford, who succeedsd in tak-
ing his Commnnity Concert sudi-
ence Tuesday night Jan. 28 right
out of their quiet seats into the
“Cante hondo™"—the deep heart—
of the music he played for them,

Mr. Radiord is no mean muyaje-
ian. His fingers move faster than
the eys &t times as he weaves a
counterpoint of melody and beat,
bringing his beautiful insiru
ment to life in his hands. He sdds
to this a skill in painting pictures
of the mind for his audisnce that
give each piece a richer dimen-
mion,

Ope such picture was of the
young guitarist practleing in a
Spanish park, suddenly sor-

RONALD RADFORD:

rounded by & gang of street hoys.
“Playl” commanded one. “Voy a
eantar—] am going to singt"

*8il" gulped Ronald Radford in
pertect Spanish; and there oecu-
tred in that park & joyousness of
song and clapping that streiched
scross the years and mlles te
Yuma when he played again the
“Sevillanss”

Mr. Radiord spoke of the les-
80D he learned from an old gypsy
guitarist; that those whe listen
must do so with lovs, and that
the guitarist, too, must “lsten
with the heari” as he plays. That
is just what happened Tuesday
night; 1ll were drawn ecloser
through the haunting, vihrant
music of a Spanish guitar,

We exaggerate, perhaps? Lis-
ten then to u few comments from
some men in the Yume crowd:

“Just great!”

“Wish we'd hrought the kids.”

“I dide't get te burting omn-
cel"—aocd as one loquacicus vet
said a5 he hought s record,
“Good!"

GUITAR POPULIST

[from: The Tulsa Tribune, February 14, 1983]

by Bruce Westbrook

The audience for Ronald Radford's flamenco guitar cuncert

Tharsday shouldn't be misled by his tuxedo.

be marked by formality.

The show wcn't

Rather, Radiord plans to "walk gn stage in white tux and
tails, sit down in the spitlight and talk to the audience as
if they are sitting in my living room."

Radfsrd, in fact, may be the mest relaxed person at the
John B, Williams Theater gf the Tulsa Performing Arts Center,
where he'll be the first in a series of "Tulsa's Best Kept
cecrets" performers sponsored by the PAC Trust.

flaving played flamenco guitar since high school Z0 years
ago, and having practiced far hours almost each day since
then, Radford is comfartable with the knowledge that simply
by doing his zest, he will give a good show.

And talking to a srowd is part of hia job, he feels.

Fadford sees himself as a2 communicator -- pot Just a musician
-- and he likes Lo put songs irn perspective, especially for
chose unfamiliar with flamenco guitar.

In short, Radford is a papulist.

"I am at cdds with many people in the world of flamenco
music today who are basically snobs and elitists," he said.
"They enjoy the exclusivity of being part of a little-xnown
art form unlike the poor slobs who are not in the Know.

"I can't participate in that mentality," he said. "I
nelieve flamenco should be more universally appreciated and
understood,

“But I am not a populist in that I water-down the musicz,
i've played in concert halls, church basements and foumdries,
but I always play flamenco the way I learned it from the
gvpsies in Spain --with all the fire I can master.™

Radford's show here will ze a rarity for his hometown.
Though he still lives in Tulsa, he csually plays on tour. He
gives about 100 shows a vear In the U.5. and other countriss

"I love traveling," Radford said. "I love meeting new
people. I don't get tired of anything except doing
nothing.®

5till, he and his son Paul, who's 5, occasionally do
nothing by design.,

"de're both active people, so sometimes we make a point
tg iie on the couch and loaf," Radford asaid.

"Otherwise, I'm 'on' 21l the time. This isn't an 8-to-5
job. I never cease to be conscious of the misical and
business aspects of my career.”

His wife Fobin helps with the latter, and he also has a
manager in Atlanta.

They have their hands full. BRadford is much in demand,
being about the only performer of his type -=-a full-time
American player of Spain's traditional folk music.

He has studied under Carlos Montoya and others, and he is
sti1l learning.

“after 20 years, I still see improwvemsnt," Radford said.
"Thers are always little details -- even things like how to
fiie your nails.

"But you can't get hung up on techniquwe.,” he said. "You
a2lso have to be inspired. IF I ceased being inspired, I'd
cease performing."

How does Radford get "up" for a show?

"I learned a secret from an old gypsy guitarist in Spain
that toc be a wessel for this universal langquage of masic,
You fimply have to listen to it -- toc be open to the feelings
of love, hope, aspiration. Technigue is only the tool with
which the real job happens."

Radford still can't believe he gets paid for that job ——
"for deing what I lowve to do.

"I'm just so0 happy with my life,"” he said. "I don't feel
there's something I den't have that I've got to get down the
line -- some undefined wealth or notoriety. I just concen-
trate on the present.

“I've always believed that if I dun't live in the Dresent,
when the future arrives I won't be there." )

Y

FLAMENCO AT FOLK DANCE FESTIVAL

by Ran Spatz

Cnce each year, the Los Angeles Music Center sponsors a
folk dance festival comprised of groups repreaesnting various
ethnic cultures. This year, Spain was well-represented by
Basa Montoya and Rubina and Marcos Carmona.

Sandwiched between China and Hungary, Posa danced while
Rubina sang and provided palmas to Marcos® playing of
alegrias. As all aficionados realize, not much can be made
to happen with flamenco in eight minutes, but what is pos-
sible, they didl

I'm sarry to report that flamencos were not near as well-
represented in the audience as, for example, the Polez
{including my wife}, who brought Aosm the houae (not includ-
ing my wife). Now that the readers of Jalec are aware of *
the festival's existence, maybe we will have a more respect-

‘able turn gut next year (the seets are relatively inexpen-

sive). I also hope that, next time, the Germans will be
represented with something a little more athnic than
aristocratic Viennese waltzes -- like some accCordians and
liederhosen maybe?!?
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MANUEL CANO

“IT IS SAD THAT EVERYBODY THINKS
IT IS ALL RUMBITA"

[fram: Guia del Ocio, January :0-16, 1983; sent by David
Tamarin; translated by Paco Sevillal
by Maite Cgntreras J.

Manwel Cano, 56 vear—old guitarist from Grapada, about
whom it could be said that he was practically born with a
Zpanish guitar under his arm, last week cbtained the only
existing professorship of the flamernco instrument, after an
examination which tock Zlace in the Conservatoric Superior
de Misica de Madrid. .

Manuel Canc will go intoc the bistory of the flamenco
gquitar as the first professor to te involved in the cfficial
teacking of music. The position was earned in a competiticn
in the Conservatory of Cordoba. He has spent more than
thirty vears as a concert artist-ambassador representing
flamenco in the world. He has had to make a number of trips
around the world in order ta accumulate the honars that
verify, with facte, that nobody “is a prophet in his own
land" [recognized in his own land}, which i more true here
than anywhere else.

-- Don't you feel somewhat bitter about havipg to walt sa
long and the general lack of interest?

"Flaménco has$ always been considered a minor art. The
reality i3 painful in spite of the fact that flamenco bhas
been the bastion af Spanish representation in the world.”

~~ What does it mean tc you to be a professcr ar this level?
" tiruing with the guitar and my students. I intend to

bring flamenco to a methodical level of teaching, giving it

prestige and the musical traditicn that it deserves.™

~-When Andrés Segovia was asked which country best under-
Stood the flamenco guitak, he responded with Japan. Da you
agree?

"Fues, si! Thirty-five percent cf my students are
foreigners. And in the tours that I have made, I have also
come to that comclugion. The Japanese, among forelgners,
best assimilates flamenco in all of its aspects and best
performs it. The Germans,: Frengh, anéd Boglish all end up
tending to have a form 0f expressicn that reveals their
origin ~- even when they speak Spanisk, they do it with an
accent. The Japanese do not. In playing the guitar they
reach the point of being transformed, of assimilating their
learpirg ints a spontanecus form. There i5 a hypothesis
circulating that the primitive Japanese culture has con-
ngcticns, in its Hindu influence, with the gypsies."

--The patriarch of the cante, Mairena, insists that <he
essence of flamenco must not be lost...

"I go along totally with what he says. The guicar has
had a great ewolutian, in both musical forms and in tech-
nique. The ewvoluticen is goad, but not the fajse affecta-~
tions that destroy the purity of flamencc. You have ko
carry it within you...It is sad that the people think that
Elamenco is just rumbitas.™

--What proiects do you have planned?

“To continue as I am doing and to prepare the more
advanced lessons. The course of study is planned for five
school years, with some compensation made for those who
already know something. Each group will bhave a maximum of
six people. ©Only in this way will the flamenco quitar con-
tinue its ewlution and provide for each student to adapc
to it their cwn stimulus and spiritcality. EBEach student is
a genius in his own personality, and it 15 necessary to go
to great lengths to look for that genius, 2lmost like the
process that allowed Andrés Segovia, at the beginning of
this ceptury, to take this instrument cof the people t2 the
great concert halls of the world. The Spanish guitar will
cantinue its evolution, faithful to traditicn.

e R R R

JUERGAS

MONTHLY OLES IN SAN JOSE

by Patri Wader

The Juergas of the Flamenco Scciety of Northeen
California have developed into an important event in the
lives of many flamenco enthusiasts, students and artists
from San Francisco te Monterey.

At last there is a central poikt wheres guitarists,
singers and dancers cf all stages of development can meet
eacn gther, perform together, exchange ideas, relax and have
fun in a beautiful setting.

In the few months of its existence, the 5ociety has grawn
rapidly and yet has maintained the warm and intimate
ambignte which is zo much a part af a good juerga setting.

As a teacher of many years, I am thrilled to be able to
support the ideas of the Society in giving students the
upportunity to gain experience in such & setting, ard it
delights me ta watch the Progress and development cf yeung
artists. At the 3ame time, as a professional dancer, the
opportunity to be in touch with ather professionals helps to
further the scope of us all with gpportunities for working
together which might otherwise not exist.

Bravo to the Saciety founders and the hard-working cescle
behind the sceres who have made all this possible,

Juergas are held on the last Wednesday of every month at
8:00pm at Acapulszo Mexican Restaurant, 1299 Lawrences
Exoressway, 3Santa Clara, JA. Further information wrize:

Anita Sheer, 5038 Lene Hill Road, Lo$ Gates, CA 95030
or c¢all: Dona Reyes 415-~B51-72E6€
Zuis Angel 408-578-3323

1. LUIS ANGEL 9. RUBINA

2. ROSA MONTOYA 10. ADELA VYERGARA

3. PATRI NADELR 11. EMIRA

4. DONA REYES 12. MANDLD JURADD

5. DIANA ALEJANDRE 13. GLICERID MERA

6. CRUZ LURA 14 LAZARD GUERKE

7. PATRI NADER 15. RICARDD DRELLANA
8. ANITA SHEER 15. MARIANO CORDOBA
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SPANISH DANCE SDCIETY

Three picneers of Zpanish dance in the
henored the recently furmed S-anish Dance
Meri, dayenne of Spanish and ethnic dance
has agreed tg be Patron, and the repcwnad

and Matteg have accepted the important reol

USA have
Soeiety: La
in Amer:zza

Carcla Coya

gs of Heonor-

ary Presidents. Their wisdom and exzerisncs will be
of inestimable value to the work of the Sowisty in the

NER.

The Spanish Dance Scciety wag Founded in 1945 to

zeemcte good teaching of this dance form cutside Spain.
in Washingten,

The American Scciety was founded in 1982

Z.C.  The Ecciety has formed a method of teaching
Spanish dance teschkrizue ard has evglwed a syllabus and

an exarinaticn svstem.

The first exasmanatiorn in the 3A was held last year
in Washiagton at Sesrge Washington University, where
this metnod has bezen ircorparated inte the daace
Faculty., Marina Lorca wes the cxtornal examiner and
cogether with Margarita Jopve and Emilio Acesta who
came from Zcain, tkey joined the students in three
performances, where the work of the Society was demon-~

strated at kthe Marvin Theatre.

--Marina Xee<x

improve technical skill
accelerate learning

ook ook ¥

enhance performance

Contact V. Pheenix (713) 995-

MENTAL ARTISTRY IN FLAMENCO

a revolutionary approach to mastery
for dancers and guitarists

develop mental & muscular control

8697

\‘ur the most demanding guatarist

E []THE IDEAL STRING

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

chaice of many leading
quiiarists, classical as well

as flamenco,

At your lacal dealer or contact:

Antaonio David Inc., 204 West 55th Street,

N.Y.C. 10019--{212) 757-3255 (212} 757-4412

e
ARCHIVO

Publishers Central Zurssw is again making tke “Archive®
available. Thess are the recordings that were described irc
cur geries af articles, "Archive,” and this is an opportunity
that should act be missed if you do not already owr these
records. The "Archive" was one of the nost interesting
anthologies, as it was recored in juerga situations, rather
~han in studias. There are five records and seventy-Iive
selections, inclading most af flamenco's rmajor seng forms;
fgr example, there are aver ten styles af siguirivas and
mora than twenty styles of soleares. The repcrds feature
—hirty~four cantacrss and eighteen guitarists, incledirg
biegc del Gastor, Parwzila de Jersz, and Paca Cerere, along
with a lot of pld-timers.

To order, send a check for the amount, plus $2.25 kard-
ling charge [fecr any size purchase) along with the title,
catalggue purmper, and guartity desired, tc: Fublishers
Central Bureau, Department 102, 1 Champich Ave., Avenzl,
Hew Jersey 07132 (NY and KJ agé sales taxl.

5543601 distory cf Cante Flamenco §12.99

CHULA VISTA TRAVEL CENTER

,/I T14 475600 - 297 % STREET . CHULA WISTR. CaLF 92410

5pecmlizing  Hpain

426-8800 REYNOLDS 5. HERIQT
CWNER — MAMAGER

} 1349 Franklin
{§  Bellingham, Washingtan 98225
i
}

Ph. {206) B76-1864 {
{
BE TAUGHT BY TEODORO MORCA iN ALBUQUERQUE,
New Mex1co, Marck 21-26TH. '
FOR COMPLETE INFORMATION. PLEASE CONTACT: {
Eva Encinias, 3110 EpitH. NLE,
AtByguergue. N,M, 87107
TeL: 505/345-4718 on ofFice, 277-5143 !

)
AN EXCITING ONE WEEK WORKSHOP-FESTIVAL HILL”
i
}

T
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T FaXEDZS T
SAN DIEGO SCENE

RENAISSANCE NEEDED IN SAN DIEGO

A renswal of ernthusiasm and participation of Jaleistas
is peeded in San Diegg. Juergas are springing up around
the country while ours are dwindling. Iocal membership has
decreased. The work of putting on juergas cgntinues to be
done by a very few. It is time to get back to tne basics on
which Jaleistas was founded: PARTICIPATIDN, MUTUAL SUPPORT,
CONSIDERATION AND TOLERANCE.

EARTICIEATIDN is neesded both at juergas .and in the
Jaleistas' crganizatiar. Reading Jaleo, listening to
records and taking lessons will all contribute to one's
acility ta participate in and appreciate, flamenca. Partic-
ipaticn is needed in setting up before and cleaning up after
juergas, manning bar and entrance table. We need reporters
to ¢over loccal evernts Tor Jaleo. We desperately need a
qualified accountant/treasurer as ours is retiring (this
will e a paid positicn) and other new board members.

We STFPDRT each other by frequenting the performances of
local prefessionals and encouraging the efforts of appren-
tigces at the juergas.

We demenstrate our CONSIDERATION of other juerga partic-
ipants by bringing orly those quests who have a sincere
interest in flamenga. We respect the property of home or
estanlishment where jusrgas are held. We try to include
everyone and not form exclusive clicks during jusrgas that
might shut someocne ogut.

TCLERANCE: Since juergas are attended by participants of
all agaes, differing cultural backgrounds and varying levels
af artistic proficiency, we are tolerant of gur differences
and refrain from any sort af critilcism.

TC CFFER YDUR ASSISTANCE CALL JUERGA CUORDINATCR VICKI
S1ETRICH, 440-€21E OR 459-4426 DR JUANA DE ALVA 440-33793.

--Juana De Alva

A VISIT FROM AGUJETAS

b5y Juana Ballarda

Late in the afternson, February 3th, my mother called me
armd tald me that the brilliant gqypsy cantacr, Manuel
Aqujetas, was in San Diego and would be wvisiting the home of
my parents that very evening. . :

With much excitement and anticipation we greeted our
quests who made up hgujetas' entourage: Rafaal Diaz, Antanig
Joven and his wife, Agujetas’ slister and spguse, and the
bailacra, Mara Sultani.

Toasts all around, tapas, lively conversation, and the
arrival cf more friends and artists including Juana and
Tricia de Rlva, Rodriqo de San Diego, his wife Remedios, add
to this the entire Ballardo family, Damian on quitar, and
you've gob the ingredients for a magic evening —-we weren't
disappointed.

Sgon, hqujetas began to sing -~ deep intense scngs with
beautiful baunting melodies. All eyes and esars on him, he
sang for us "a lag gitano” and electrified all within range
of his wolce. This inspired Rodrigo tg accompany him for a
beantiful duet; Damian Ballardo played hulerias for hgujetas;
Aquietas' sister gave an impramptu dance for this cuet.
Antonic Joven sang -~ it seemed everyone was happy and wanted
to express themselves in some way -- singing, playing, o
dancing.

It ended up an exciting, spontanecus, mini-juerga.
Flamencos are famcous for their spontaneity, anyhow. ¢

The party was still going on whnen I left that night
thirking I hadn't had so much fun on the spur of the moment
in a lang while.

MAREH JUERGA

JUERGA IN MEXICO

We are fortunate to have in our midst (albeit south of
the border! a very fire Andalucian cantacr Antonio Jowen.
antonic has been present at recent juergas and charmed us
with his ™amibilidad" as well as his cante. He has offered
his restaurant "Paellas 'Tdfico'” in Tijuana for this
mgnth's iuerga along with special prices on his Spanish
cuisine and w2 gratefully accepted.

PHDHE: d4-08-41

DATE : Saturday, March 26
TIME : 7:00pm to 7

PLACE: 230 Awvenida Jalisco

SRING: Only ycurselves, guitars, castanets and dange
shoes
2000 : Crder of Chorizo Con Quesg, Jamon Serrand or
Paclla -~ $2.00, Callas a la Madrilena $2.00.
Donations: 51.30 for members, $2.DD far guests
Directions: Take Revolucitr all the way =hrough town to
Agua Caliesnke Boulevarcé ard follow map below.
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ANNOUNCEMENTS

Annguncements with the exceptison of classified ads are free
of charge to subscribers. They will be placed for bws
months if appropriate and must be received by the lst 5f the
month prior to their appearance. Include phane number and
area code for use in the DIRECTORY. Claszified ads are £1.00
per line {each 9 words) for each month they appear. Make
checks payable to JALEISTAS and mall tc JALEC, FD Box 4706,
San Diego, CA 921D4.
JALEDQ CDRRESPOHDENTS

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

updates

CLASSICAL-FLAMENCD CGUITAE CASSETTE with guitarists Marioc
Escudero and Alberto Valez and Anita Ramos an castanets.
Send $2.98 $lus $2.25 handling t¢: Publishers Central
Bureau, Depk. 102, 1 Chamgion Ave., Avenel, New Jersey
07121. Add sales tax for NY & NJ. Ask for cassette
RA%G5ET.

ZORONGOD FLAMENCD returns to "Gegrge Is in Fridley"” with
quest artists/dancer Manglc Rivera and singer Dominic Caro
through mid-March. 3720 East River Ed in Fridley, MN.
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FLAMENC) ENTERTAINMENT: Rosa's Felile de Jro, 320 Highland
Ave, it National City, Ch. Tel: 5159/477-0ETE. Guitarist Paco
Szyilla, singer Pilar Moreno, with dancers Juana [De Alva arc
Lisa Mellizc [Mar. 5&12) and Rayna {Mar. L9e28}.

TZ0 MORCA DARNCE WORKSEOP, Albuquerdque, NM, Mon. Mar. 28-Apr.
2. There will ke daily technigue and repertary classes. The
cast of the whole werkshop ice §175.00. Faxy infu. contact ®va
Encifias, 505-34%5-4718.

LOS ANGELES MaY JUERGA will be held Sat. May 14 at 8pm az
the Sevilla Restau-anc {formerly Central Espanol) 1517 w,
Carscn 1n Torrance at Bpm. For info call 213-B83-0%932 or
213-833-5567 '

LOS AMGELES MARCH JUERCA: Friday, Mar, 4, 8:00pm, at the
Intersect ion Restaurant, 2735 ®. Temple S5t., Los hngeles,
TA. Far dinner reservations call IBE-0IZ75.  Far other
infgrmatior call 883-0932 gr 333-0567. (Be sure to inform
Ferscn at door you are there to attend the juerga sc that
¥ou won't ze charged ar entrance fee.) '

GYESY LORE SOCIETY's fifth annual meeting of North americarn
chacter, Mar. 11-13 on the University of Mickican campus in
Ann Apoor. For info write Bill Lockwood, 1471 Kensingten,
Ann Arbor, MI 48154 or cell 313-662-3460 nr 754-7153.

ETHNIC DAYNCE THOREDGEATHERS' COMPETITICN: Applications for
Ruth 5t. Denis Thorecgraphers' award now being accegked,
Deadline april 5. For further info. contact Ethnic dance
Axts, Inc., 20 3ox 34, Barrstable, MA D2E30.

MARIA MORCA 15 giving Tlamence classes on Friday evenings

at 5:30 at the Intersection Polk Dance Center and Restaurant
on 273% W. Temple in Los angeles. 213/3B6-0273,

0S5 FIESTERDS, starring hdela Vercara, perform every Sunday
g;Ehinq at Les Pirates, 4838 E1 caming Real, Los Altos, CA
{415y 96B-7Z251.

concerts

REQUEL PENA FLAMENCO DANCE COMZPANY mencfit carformance,
Mar. 12, Ypm, Fairfax High Schoeol Auditorior, FaLrfax, VA
For info call £91-4366 or iBS-8297.

RONALD RADFORD IN CONCERT: Maxr. 13, 2:30p;, High sSchecl
Commor, Jak Earbor, Wh; Mar., 20, 2:00pm, Crak Cinema,

Omak, WA; Mar. 21, B:CCpm, Memorial Hioh Bchool Gym,

Libby, MT; Mar. 22, E:32pm.., Grargeville High School,
Zrangeville, II; Mar. 24, 5:22pm, Miner Hall, Wallace Hign
School, Wallace, ID; Har., 27, 3:20pm, Art Huseum, Oxford,
a4; Mar. 31, 3:00pm, Janes Buditorium, Point Lockout, MO;
Apr. &, 8:00pm, Academic Mall Auditorium, Cape Girardeau,
HO; Apr. 13, Eastern New Mexico State University, Portales,
WH: apr. 14, 8:00pm, Grace Methodist Chuarch, Alamogorde, WY,
MICHAE], AND ARNTHDNY HAUSER IN CONCERI. Program will include
claseical and flamenco music with scprang Cynthia Lambert
and flamenco singer Maria Elena, "La Cordobesa.™ March 25,
8pm, Walker Art Center in Minneapclis, MN. '
PACO PENA CONCERTS: in Fort Lauderdale, FL, Mor. evening,
Mar. 7. Limiteg space, Tickets $10.00. Contast Lauderdale
Musiz Center, 1263 E. Las Dlas (305) 463-4701, - wn Atlanta,
GA, Mar. 12, at the Walter Bill Auditorium of the Memorial
arts Center. Efforts are alsc being made to arrange a
guitar workshop. rfor farther information call: Marta Del
Cid at 404/993-3D62.

ARQUEL PENA SPANISH DANCE COMPANY will be appearing at
Fennedy Center Terrace Theater, March 15-16,

SABICAS IN CONCERT, Mar. 158, B:30pm, Royce Wall, U.C.L.A.
THE LIVELY ARTS CENTER of pallas, ©X, will present their
Spr;ng ng student recital Mar. 26 including the participaticn
of professigral perfrrmers Zos 3ienvenidos and other guest
artists. The “"Center" is also trying tc forn an organtza-
tion of flamenco ontbusiasts in the Dallas area and would
appreciate pames and addresses of interested parties.
Address is: 2339 Inwoeod RA., Dallas, TH 75235.

FLAMENCD AND JAZZ PROGRAM to be presented by Lydia Tgrea
with Charles Lewis, April B, Epm at the Symphony Hall in
Phoenix, AZ. Miss Torea will be joined by guitarist
santiage Figqueroa amd dancer Roberto Lorca. Tickets are
available at the Symphony Hall or Diamond's Box OFfice.
ANITA SHEER AND DONA REYES will present a program of
flamenco quitar duos, Soles and singing, April 23 at the
sSunnyvale Community Center, 55D E, Remingtan in Sunnyvale,
CA. Tickets %6. For infg. call 408-723-0354,

classified

CASTANETS imported frem Spain -- prafessimnal quality nlack
granadille, ebony $35.00 {sizes 5~6-7). Assorted wood
student models $11.00. Writc "The Sea,™ 305 M. Harbor Blwnd,
San Pedro, Ca 90731 (213) 831-1694.

RCSA YONTOYA'S BRILES FLAMEWCOS has been chosen to be part.
of the Calif. arts Council's dance tcuring program 1963«
1884. The company consists of 7-10 serforzers and nETEants
both flamenco and classical 3panish dance., Contart: Coanie
Freeman (215} B24-8844 or (415) 285-31%4 -- 267 Teresita
Blvd., San Francisco, CA 94127,

FCR SBLE BY COLLECTOE: FLAMEWCO GUITAR: Manuel Reyes '75.
Mint. pe Fegs. Foamed maple back and sides. Only such Reyes in
existence. Ir. Hollenberg. 212-960-9253 days. 203-227-2449
evenings,

“FIRE AND ICE," a novael with a flamencs background.
from M. E. sStiles, 5289 100th Way 4., 5¢.
3370B; enclicse $£2.50 check or M_O.

ANTEL: Frcofessioral flamenco guitarist and cantaor for wark
In L.A. area, Ecssible union wark with large folk ensemnle.
Definite work for conventions ang Tlestas with a small
cuadrn.  Leawve a message with Trisktuobel (213 3Bd-4216.
FLRMENCD STAGE FOR SALE, 4' n 7' x 2" for rehearsal or per-
formances. Disassembles in 3 pieces in a minute. Great on
concrate, carpet, or even & soft cave fioor!  Strong out
resiliant; great scuns.  $55. {213) 3B4-4216.

SUITAR MUSIC AVAILABLE: Music of many top artists, both
moderr ard old style, Transcribed by Peter Baime, 1100 W,
Eiver Fark Lare, Milwaukee, WI 53209,

Jrder
Eetersbury, FL

TOR SALE: Musiz by Marip Escuderg and Sabicas, nlus cerplete
line of guitar sugpplice (strings 1/2 price). The Blue
Guitar, see ad for leocation.

FANADEROS FZAMINCDS =y Esteban Deloado recorded by Taco do
Lucia -- accurately notated sheet mesic; €2.75 in USA, 54.50
foreigr, Southwes: Waterloo Fukt.ishing Cc., EFCE Beckett

Fd., Acetir, TX 78729,

JALLOISTAS BY-LAWS AVAILASLE bte all mexbars upon recuest.
Flease send a large, self-addressed envelope with vour
rajuest.

GUITAEIETE AND SUITAR STUDENTS WELCOQME to accomfany dance
=lasses, San Dieges area. Call Juana 440-%279 hefors Ba.m.
IACK ISZUES OF JALEC AVAILAELE: ¥gl. I ng. 1 to 6 51.00 each.
Vol_ Y no. 7 to 12 $2-03 each, Vol. II, IIf & IV na. 1 to 12
52.00 gacn, and Vol. v and ¥1 issues 52.50 earh. (Add 5..032
for gverseas mailing.)

DIRECTORY

australia
FLAHENfQ_ENTERThIN!EKT
Cosnos Inn (Adelaide)

(8~-51-2287

canada
DANCE INSTRUCTION
Maximiliaro (Torgnto)

spain

PLAMENCD SHOES

H. Menkes {Madrid}
FLAMENCD COSTUHES
E. Menkes (Madrid)

463-3948

232-1C36
232-1036
u.s.a.
new york

FLAMEMCC ENTERTAINMENT

Chateau Nadrid (Lexington Hetel)
La Mancha (Bropoklyn)

El Rincen de Espana

El Castellanc (Queens)

ORNCE INSTROCTION

Esteban de Lecn

Jerane Nichel

Yigtoric Worjhanp

Mariquita Flores

212/344-5228
ng phane

212/724~4913
212/222~4937
212/827-7220
212/5B2-3350









