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by Don Simpson speak English,"” "He does not teach," "flamenco guitar is not
for a woman," "If you read music you can't play flamenco."

Anita Sheer was born in New York City of Russian and
Rumanian parentage. 5She started her musical career as a
child of 5 years old, when she was enrolled in the School of
Musical Education. Anita graduated 11 years later in their
first graduation class. As a pre-teen, Anita placed first in
the U.5. Piano Competitions for 5 years and gave numerous
recitals at Carnegie Recital Hall.

At 13, Anita entered the High School of Music & Art with
fellow students Diahann Carroll, Peter Neroc & Peter Yarrow of
Peter, Paul and Mary. During the High School years, Anita
built an enormous repertoire of union scngs, blues and Ameri-
can and International folk songs in 14 lanquages. As a teen-
ager she started performing professionally in WQXR and at the
Potting Shed and Music Barn in Tanglewood, Mass. At 17, Anita
entered Oberlin College as a music major and later became
President of Mummers, the theatrical society. After 2 years,
she transferred to Columbia University where she earned a
Bachelor of Fine Arts Degree.

While attending Columbia, Anita saw Carlos Ramos perform
at La Zambra in New York City and became fascinated with
flamenco music. Anita had an extensive collection of Carlos
Montoya records ahd knew of his illustrious uncle, Ramdn, and
his career with La Argentina and La Argentinita. On a wild
hunch she locked in the Manhattan telephone directory and
found a Carlos Montoya. She called the number and, to her
astonishment, it was the residence of THE Carlos Montoya.
Anita did not speak Spanish then and had a lengthy badinage
with Sally Montoya. The telephone conversation was one dis-
couragement after the next such as "Senor Montoya does not

Undaunted, Anita spent the next six weeks teaching herself

to speak Spanish from records, tapes, books. Again, she
called the fateful telephone number and Montoya himself
answered. It was the moment-of-truth and the Maestro granted
Anita one audition. Anita showed up at the appointed time
with her pitiful cigar box of a folk guitar under her arm.
The Maestro was gracious and charming and after the social
amenities lifted a gleaming golden guitar from a plush velvet
case and proceeded to play with spellbinding virtuesity. "Now
you do it," he said. After gaining her composure, Anita

teld the Maestro she would practice it at home and then play
it for him.

Unkbeknownst to Carlos, Anita wrote down the song from
memory at home and practiced it. When Anita returned to
Carlos for the "final audition,”™ he was completely captiva-
ted by how this young American girl could have accomplished
such a feat. From that moment Anita became Montoya's only
protegee and a close friend.

Later, Anita wrote down many of Carlos' pieces for publi-
cation by Ricordi. After that, Anita wrote two instruction
books published by Belwin-Mills entitled: An Introduction to
the Flamence Guitar and Flamenco Guitar Method for Beginne?g.
Subsequently she recorded three albums, "Anita Sheer Sings"
and "Anita Sheer, Flamenco", both on the MGM label and
"Sheer Flamenco", on the Riverside label.

After studying with Carlos for two years, he armed her
with letters of recommendation and sent her off to Spain. 1In
Madrid, Anita lived with Ramdn Montoya's widow and met the
now famous Rosa Montoya. While immersed in the ambiente of
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Limelighters), Alan Arkin, and other luminaries in the Coffee
House circuit and flamenco scene.

Bnita developed her craft in the years to follow in the
coffee houses, night ¢lubs and concert halls around the USA,
Ccanada, EBurcpe and Japan. She introduced flamenco to the
uninitiated. Her spellbinding emotional intensity made con-
verts wherever she went. Ier trademark has always been
curling up around the guitar, head down, heels stomping and
fingers ablaze. She toured extensively under the management
of the William Morris Agency's Concert Department, appearing
in such clubs as The Hungry i in San Francisco, The Gate o©f
Horn in Chicago, The Chateau Madrid, Gerde's Folk City and
the Blue Angel in New York City, and the Colonial in Toronto.
Television appearances included Hootenanny, P.M. East, The
Tonight Show, Let's Sing Cut, CBC & BBC, and the "Coronet
Blue" series with Candice Bergen. Her acting debut was in
the Broadway production of "Leook to the Lilies" with Shirley
Booth, music by Jule Stein and Sammy Kahn, directed by
Joshua Logan. Solo concert appearances tock her to
Hall, Town Hall, and Brocklyn Academy of Music in New ¥York
City. Other appearances were as guest scloist with the Long
Izland Symphony Orchestra. In Califeornia, Anita has appeared
at Cabrille College with Patri Wader Bailes de Espafa and at
quitarist

rnegice

the Bach Dancing and Dyvnamite Society witd

Reves. "Mano a Mano," hHer duo with classical guitari

Taurie Randcolph, has appeared zt Wo Trap in the Washington
D.0. area, all over Alicante znd @ a, Spain, in con-
certs from the Florida Kevs to Maine.

The cnly time Carlos Montoya ever shared his concert stage
was with his pupil at Massey Hall in Teronts. Carlos Montoya
said of her, "Anits Sheer, my protegee, has captured cthe soul
of the fFlamenco guitar.” She weathered the tcugh Toronto,
¥Wew York and Madrid critics and received many rave reviews
such as:
"Anita Sheer speaks without accent the words of the
"Cante Jondo" which she commands and accompanies
with majesty on her guitar of cypress wood, crying
the flamenco songs and tearing into the guitar with
her music of love and pain."
Agencia EFE, Madrid
"Anita Sheer - her performance is a rich and rewarding
melange of virtuosity, sensitivity and personality.”
New York Times
“The way Anita Sheer plays the guitar makes you
feverishly wish for new adjectives to sing her
virtues . . . folk and flamenco artist extraordinaire."
Toronto Daily Star
Anita also received rave reviews from the New Yorker Maga-
zine, Cue Magazine, The Washington Post, etc. Her sclo and
duo concerts received standing ovations as the rule rather
than the exception. Anita's family recently moved to
"Silicon Valley" where her husband works as an electronics
engineer. Their daughter, Danielle Laurie, studies flamenco
dancing with Cruz Luna and attends high school. Having
settled out west, Anita got together with other artists in-
cluding Mariano Cérdeba and Luis Angel, and formed the

ANITA AS A TEENAGER IN LENOX, MASS.

flamenco puro, Anita went on a guest to find one of her idols,
the legendary "La Nifla de los Peines". Her gueries were met
with the rebuttal that the "great cantaora" died years ago.
Happily though, Anita did find the very much alive and well

La Nifia de los Peines living with her restauranteur husband,
Pepe Pinto, in Sevilla. During their merienda, La Niffa ad-
mitted to becoming reclusive and not performing for years
because people were unappreciative of the pure flamenco.

While in Sevilla, Anita was introduced to the monumental
agcompanist, Manolo de Huelva, who never wavered from the
traditional style of the "cafe cantante", the heyday of
flamenco purc. His command of this pure form without all
the pyrotechnics and flamboyance was so compelling that a
multimillionaire from Belgium came regqularly to hire Manclo
for juergas. This patronage was so substantial that Manoclo
de Huelva was able to live his entire life without ever
commercializing. While in Spain, Anita bought her first
flamenco guitar from Arcangel Ferndndez, the former appren-
tice of Marcelo Barbera. Anita informed Arcangel that she
wanted to learn flamenco singing and he set up an appoint-
ment for her with Pepe Pavon.

When Anita showed up for her first lesson, there was Pepe
with his whole family and entourage. The lesson turned into
a private juerga of Pepe's entire repertoire. When she re-
turned for her second lesscn, she asked Pepe to go over one
song for her. Much to her surprise, he did it differently
every time. Finally Anita asked him to go over just one
line until she learned it. From that point on, Anita and
Pepe taught each other tc be teacher and pupil of flamenco
singing. On subsequent trips to Spain, Anits continued her
singing lessons with Rafael Romerc (El Gallina) and Pericén
de Cddiz of La Zambra in Madrid. On her way back from Spain,
Anits spent time in England where she made new friends of
John Williams, the now famous classical guitarist and Theodore
Bikel, the actor and international folk singer. Theo was
helpful in getting Anita started on her career. He got Anita
appearances on the BBC and when back in the States gave her
her first night club job at the Cosmo Zlley, his club in
Los Angeles. Theo introduced Anita into the International
Folk Music set in New York where she met Alex Hassilev (the WITH CARLOS MONTOYA AT MASSEY HALL
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Flamenco Society of Northern Califernia, a non-profit corpora-
tion, which puts on monthly juergas at a local restaurant.

She also created courses in flamenco guitar at De Anza College
in Cupertino. She teaches beginning and advanced pupils there
currently.

"MANO A MANO" - ANITA SHEER AND LAURIE RANDOLPH

Some of Anita's upcoming events are:
-A receording with Dona Reyeas on Laurel Records available
on cassette entitled, 'Flamenco for Two Guitars®.

-The Flamence Society of Northern California's first con-
cert called, 'Fiesta Flamenca', featuring dancers Patri
Hader and Cruz Luna, on October 14th and 15th at 550
East Remington St., Sunnyvale, Community Center, Tele-
phone (408) 738-5521.

- Brown Bag Concerts with Dona Reyes in Palo Alto, Cali-
fornia, on September 15, 1983.

-Bach Dancing and Dynamite Society with Dona Reyes in
Half Moon Bay, California, on September 23, 1983.

-Manc-a-Mano at Wolf Trap in Vienna, VA, on December 13,
1983.

-Trinity Church Guitar Fest '84 with Dona Reyes in
Berkeley, California, on January 6, 1984.

-Palo Alto Cultural Center with Dona Reyes and dancer
Adela Vergara on February 5, 1984.

-Mann-a-Mano at Kaufman Hall in New York City in March,
1984,
For information on the dates and location of the monthly
juergas, call Anita Sheer at (408) 723-0354 in Los Gatos,
California.

EDITORIAL

Our apologies again for the late appearance of this issue.
We appreciate your indulgence -- there have been only a few
distressed "Where are my Jalegs ?" calls. Octcber-November
will also be a combined issue and December will close out
volume VI with number '12' allowing us to start the new
volume at the beginning of the new year.

To alleviate any fears or rumors about the eminent demise

of Jaleo: my enthusiasm remains high ({nurtured by the en-
couragement of our readers -- see typical letter page €& from
Hasmira) and Paco has a backleg of many issues-worth of
material. We are in great need of translators, however.
If any of our bi-lingual subscribers would like to contri-
bute to Jaleo in this way please let us know. Translation
would be, of course, fram Spanish to English (occasionally
from French or German). Clear handwriting or typing is a
prerequisite.

Finally, our special thanks to the Los Angeles Jaliestas
for their continued juerga donations in support of Jaleo
and those who have become sustaining members, bought gift
subscriptions for friends or sent in centributions.

--Juana DeAlwva

LETTERS

DIEGO DEL GASTOR ON RECORD
Jaleo,

Today came the National Geographic record, which is a jay
to hear and a pleasure to see. In a presentation visual as
well as audio, Diego is with us again, "one of the great

gu%tarists of this century.” Sadhana, bless him, was right
on:

Hastily,
John 5. Lucas
Winona, MI

IED;TOR'S NOTE: Jchn refers to the record "The Music of
Spain," which features two bands of Diege del Gastor playing
bule;ias -- two really remarkable examples of flamenco guitar
plaving. If you write and request "704 The Music of Spain, "
they will bill you $6.95 plus postage and handling. Send to:
az;ignal Geographic Scciety, P.O. Bax 1640, Washington, D.C.

) The "History of Cante Flamenco" (catalogue #S43601), a
five record set of authentic flamenco is available for $12.99
plus $2.40 postage and handling froam: Publishers Central
Bureau, Department 239, 1 Champion Ave., Avenel, N.J. 07131)
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"FOOTWORK NOTATION" - March '83
Dear Jaleo,

The system seems wonderful, but with cne weaknegs?
time for each beat is not clear. If I were a beginner, I
would understand "u" is a weak beat and 'l' or '11°'
strong(er) one, but that's it.

NDE'a beginner, I assume:

Buierias of El Cojo:

The

is a

To i (VI T ER TR R |
41 T L4 kT
Time: 1 2 3 & 4 5 &

1 also assume that it is a marking step and that it be-
gins on "1* not "12", which it might.

I also assume that you are speaking in sixes.
As a beginner, however, I might read:

rov 1 o o T
F 40 L4 LT
1 2 k| 4 5 B 7 ar etc.
1 2 3 q & 5 3]

since the first golpe is given a ful] beat, how do I know where
the "ands" are? Vous comprenez?
The ligade 15 clear as to the physical movement, but does

not (to me at least) indicate time length.

NOTE: The zapateade of El Estampic is known today.

Thank you,
Alterescao
Berkeley, CA

MYSTERY PHOTOS IDENTIFIED

Dear Editor,

The Mystery Photos on page 26 of the July issue "H3" goes
as follows: top photo left to right: N'wio Sanchez - Preddie
Meyia (center), Soloman.

2nd Photo: Catana Sanchez, Dancer.

I am 99% positive of ihis, please correct me if not so.

Thanks for your great work everyone !

Best Wishes,

ISA Mura
Tiburn, CA

PRAISE FROM A NEW SUBSCRIBER
Jaleo Staff,

1 have been introduced to you by Generasl Littleton and
want to subscribe to this wonderful resource.

1 want to thank you for your contribution tao keeping a
beautiful art alive in this ceuntry.

Sincerely,

Hassmina de la Jolla
Bakersfield, CA 23305

MANOLO SPARKS EXCITEMENT

Jaleo,

Having Manole Marin in L.A. has sparked a greater interest
and excitement in flamenco.

Thank you.

Hope to have Manolc return next year.

Sincerely,
Paula MoCaul
Los Angeles, CA

IN SEARCH OF FLAMENCO BOOKS

Dear Sirs;

I am writing you in hopes that you may assist me in
lecating a couple of publications relating to flamenco
music which I would like to abtain, The publications are:

1. Art of Flamenco, by Don Pohren

2. Mundo y Formas de Flamenco, by Antonia Morena,
{in Spanish)

1 would like to purchase the above mentioned books. I
would appreciate any assistance on locating a source for
these. Thank you for any and all assistance you may give
me on thesa.

Sincerely yours,
Doran E. Smout

Ranche Cordova, CA

[EDITOR: As usual we refer such inguiries to our readers
who are a good source of information and gives us an
opportunity to share the responses with others.)

Supreme strings designed
for today’s finest classic and
flamenco guitars

Al your local dealer or contact

Antonio David Inc,, 204 West 55th Street
New York, NY 10019 USA

Tels, (212) 307 1567 = 757-4412 or 3255

aviD

CATALOGUE OF MODERN FLAMENCO RECORDS

A collection of flamenco records from the
modern era (1972-82), representing most
of the important artists and including a
number of unusual and rate items. Each
record is described in detail and given a
brief critical review. A tape library
will make these records available.

SEND $4.00 TO: PACO SEVILLA,

2958 KALMIA ST.
SAN DIEGO, CA 92104
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JOSE DE UDAETA'S
1983 CURSO INTERNACIONAL DE BALLE ESPANOL

by pPaula Durbin

Jose de Udaeta's Curso Internacional de Baile Espanol,
held annually in Sitges, on Spain's Costa Dorada, ran from
July 25 through August 14 this year.

The 1982 tenth-anniversary course was a hard act to fol-
low with its commemorative choreographies, gala events and
visiting celebrities (see Jaleo, November, 1982), and Udaeta
very wisely did not try to out-do himself for the eleventh
meeting of the course. Speaking at least for myself, I
found this year's experience no less memorable than last
year's. The coursework was exciting; there were glimpses
of artistic excellence; the student performance was more
polished than ever; and newly-named director of the Ballet
Nacional, Angel Pericet, surprised us with a visit. (The
Ballet Nacional should have, by the time this article is
published, begun its three-month teur of the United States
and Canada as of September 10.)

Udaeta assembled the same faculty as last year. However,
classes ran from 2:00 a.m. to 9:30 p.m. six days a week in
the Sitges casino. Multiple sections made course selection
much easier and allowed us to take more courses than in pre-
vious years. Over-extending oneself was a great temptation
pecause of the variety of new and very lovely choreographies,
particularly those taught by flamence teachers Mercedes and
Albano. Their soleares, taught to the intermediate stu-
dents, featured sophisticated work with the manton de Manila
which emphasized the sensucus grace of the dance form. It
was hard to imagine a more flattering wvehicle for a woman
soloist. The farruca they taught toc the advanced class in-
cluded the usual intricate zapateado patterns, complimented

JORDI SANCHEZ AND STUDENTS OF FOLKLORIC DANCES FROM
ARAGON AND VALENCIA (PHOTG BY FRANCESC COMOS)

by very original braceos including a slight touch of the
“torero." My favorite, though, was their lyrical "Polo
Sitanp," for the advanced class, set to Tomas Breton's music.
1 was very sorry I did not take Udaeta's beginning level
flamenco which included excellent exercises for both style
and technique, but I think he has been persuaded to teach
these when he visits Honolulu in November.

During the second week of the course, Udaeta and his
lovely wife, Marta, who administers the program on a year-
round basis, gave a garden party in their castle home For
the entire group of students. At sunset, our host joined
Emma Maleras in a performance of castanet accompaniment to
classical music. Maestra Maleras gave a particularly bril-
liant rendition of Chabrier's "Espana.” This could only be
Eollowed by a duet, and it was: Udaeta and Maleras then
engaged in ivivacious palillo dialogue to the prelude of
"La Revoltosa."

Artistic inspiration was to be found also when Channel 7
re-broadcast the fourth episode of Margot Fonteyn's "The
Magic of Dance." It featured another of the Sitges teachers,
Eloy Pericet, and his sister Carmen in the escuela bolera
dance, "El Bolero de la Cachucha” (see Jaleo, January, 1983).
Inspiration came, however, not so much from the filmed ver-
sion of the dance, as it did from sitting in the packed sala
of the Hotel Montsarrat with Eloy himself among us.

For avid dance fans, the French film, Les Uns et Las
Autres, directed by Claude Lelouche, was playing in Barce-
lona. This otherwise conventicnal work ends with the entire
ballet which Maurice Bejart set to Ravel's "Bolero," danced
by Argentine primer bailarin, Jorge Donn. Students who were
able to remain in Sitges after the course ended had the oppor-
tunity to enjoy Narcisco Yepes in concert on August 14, the
Ballet Espanol de Madrid at Barcelona‘s Teatro Grec on
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ABOVE: SITGES FACULTY: JORDI SANCHEZ (FOLKLORE FROM ARAGON AND VALENCIA), BDAR EL RAMAH
(GITANO-ORIENTAL) , ALBANO AND MERCEDES (INTERMEDIATE AND ADVANCED FLAMENCO), DIRECTOR JOSE
DE UDAETA (BEGINNING FLAMENCO AND ADVANCED CASTANET PRACTICE), ELOY PERICET (ESCUELA BOLERA),
ALBERT SANS (FOLKLORE FROM CATALONIA IN THE GARDEN OF JOSE'S CASTLE. (PHOTO BY JAIME GOMEZ)
BELOW: BACK ROW: ALBERT SAUS (CATALONIAN FOLKLORE) KARIN PASSL (PIANIST) JOSE DE UDAETA
{CASTANETS/FLAMENCO) MARTA DE UDAETA (ASSISTANT DIRECTOR) MERCEDES Y ALBANO (FLAMENCO) ELOY
PERICET (ESCUELA BOLERA) SUSANA HEINRICH (PIANIST) KNEELING: ERIC TENNIS (ADMINISTRATOR)
BDAR EL RAMAH {GITANO-ORIENTAL) JORDI SANCHIC (FOLKLORE FROM ARAGON & VALENCIA) SABINE BAUER
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ABOVE: ELOY PERICET
BELOW: ALBERT SANS

(WHITE SHOES AT EDGE OF STAGE)
TEACHING CATALONIAN DANCES
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_coplas, the audience began to chant for Angel Pericet.

ELOY PERICET TEACHING ARM EXERCISES
(PHOTO BY FRANCESC COMOS)

Augqust 15, 16, and 17, and sventually the new movie,
"Carmen." This film, by the way, is another Antonio Gades-
Carlos Saura effort and was recently feted at Cannes. In
addition to Cristina Hoyos, it features Paco de Lucia and
Laura Del Sol. Very different from "Bodas de Sangre," and to
me, not as uniformly successful, it is not the rehearsal of

3 ballet but the story of the conception of a flamenco work
to Bizet's opera, and Gades' eventual "metején" with Del Sol,
whom he picks to play the lead much to Hoyos' filmed chagrin.
Carmen has perhaps too muach dialogue and too little dance,
but it is rescred by some excellent flamenco sequences. One
is the scene in which Carmen/Del Sol kills her rival/Hovos.
This scene epitomizes the weaving of the film between art
and reality, so that we are not really sure of where we are.
Another memorable part of the film is the exquisite "Habanera"
danced by Gades and Del Sol. Paco de Lucia's flamenco guitar
adaptation alternates with Joan Southerland's voice accompa-
nied by a full orchestra and this slone is worth the price of
admission. According te ABC, the ballet, Carmen, danced by
sades and Hoyos, had its Spanish premier as a ballet at
Santander this August. I hope someone who saw it will send
Jaleo a commentary.

The Sitges course ended again with a gala performance of
the dances learned and played to an SRO audience in the Prado
Theater. The show cpened with an introducticon by Udaeta, who
served as the master of ceremonies throughout, and by Sehora
Ana Maria Garcia de Orti, president of the support organiza-
tion For the leocal school for the handicapped, which benefit-
ted from the proceeds of advertising and ticket sales. Guest

of honor, Angel Pericet, heretofore incognite as just another
vacationer at the seaside resort, was seated in the box of
the Mayor of Sitges who presided over the event.

all students participated in the performance, but some of
the dances were done by selected soloists and couples. This
allowed for a more effective protrayal of the escuela and folk
qumbers, which use more of the stage than the flamenco dances,
and For meore organized transitions. Local spectators were
delighted with "La Morisca," a Catalonian dance depicting a
Moorish boy whe courts and wins the village beauty, and with
the participation of all of the teachers in the regional
favorite, "La Sardana.” Albert Sans, the Catalenian folk
dance instructor and the director of the excellent dance
group “"Esbart Rubi," had rehearsed his colleagues beforehand.
Judgina from the applause, first thunderous then rhythmic,
the "jota de selista," spectacularly choreographed by "jotero"
Jordi Sanchez to music from the zarzuela, "Gigantes y
Cabezudos," whs the audience favorite. It was actually danced
by two girl soloists, cne playing castanets folkloric style
on the middle finger, and the other playing "flamence" style
on rthe thumb.

The program almost concluded with the fiery sevillanas
danced by a radiant Mercedes partnered in turn by Albano,
Udaeta and Eloy Pericet. I say, "almost," because after four
When
the spotlight found him, he had no choice but to join the
others on stage, take off his coat and tie, and give us two
more incredibly rousing coplas.

There is a post-script to all of this. Sefiora Montsarrat,
owner-manager of the Hotel Montsarrat where some of us stayed,
and her family treat their dancer-guests with a gentle dignity
and untiring consideration that has alwavs impressed me. T

bt
o

MERCEDES TEACHING ADVANCED STUDENTS
(PHOTO BY FRANCESC COMOS)

was especially touched this year when the Seriora's sister,
Nuria Bartes, a Catalonian artist who will be exhibiting her
oils in Canada this vear, gave each of us "veterans" ("chicas
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que llevan afios agui} a hand painted T-shirt. The wvibrant
harmony of 1lilac and blue flowers on mine is a2 copstant
reminder of the cordial atmosphere which, I have found, is,
as much as dance, a part of José de Udaeta's Curso Inter-
nacional de Baile Espanal.

copywright 1983 by Paula Durbin

* ¥ ¥

JOSE DE UDAETA TO VISIT HAWAII

Jose de Udaeta will visit the Jones-Ludin Dance Center in
Honolulu, Hawaii, November 1-19, 1983,

During his stay, he will give classes at the Center and
will visit ten public and private elementary schools as part
of the "Artists in the Schools Program', sponsored by the
Department of Education and the State Foundation for Culture
and the Arts. A one-man concert, scheduled for November 18
and 19 at the Center, will give others a chance to enjoy
Udaeta's virtucsity on the castanets and his flamenco artistry.

The highpoint of his visit, and an important event for all
of dance, will be the gala "Dance Celebration' on NHovember 4
and 5 at Leeward Community College in Pearl City. The pro-
doction, directed by Bstty Jones and Fritz Ludin, will in-
clude 2s well the Halau Hula o Rukunackala, s group which
performs ancient Hawaliian hula, and the reconstructed
"Invention"., a modern dance masterpiece choresographed by
Doris Humphrey. Support for this last project, which will
feature New ¥York artists and will be nctated and video taped,
hes been provided by the Rockefeller Foundation, the National
Endowment for the Arts and the State Foundation for Culture
and the Arts,

Betty Jones and Fritz Ludin are highly respected, well
known modern dancers., Jones, for example, danced the lead
role of Desdemona in the werld primier of Jose Limon's "The
Moor's Pawvane," and taught st ths Julliard Schecl for twenty
years. Their acguaintance with Udaeta dates from the late
1850's when Ludin studied with him in Xrefeld, Germany at
the International summer Academy of Dances. Ties were re-
newed years later when Ludin and Jones joined Udasta as
faculty members of the Academy. which by that time had moved
to Celogne.

In 1981, they introduced the Spanish dancer to Hawaii
dance students and spectators, whom he delighted with his
professional polish and engeging personality.

Those interested in further details on classes and per-
formances can call the Jones-Ludin Dance Center ot 949-3389.
For Jaleistas who might be wisiting Honolulu, the Center is
located over the Golden Duck restavgrant at 930 MeCully Street,
a few block beyond the bridge out of Waikiki.

—-paula Durbin
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THE FASCINATION
OF FLAMENCO

(from: EI Pais, May 29, 1983; sent by Vicente Granados;
translated by Paco Sevilla}

by William Lyan

Duende, that indefinable something, can be described in
many ways. To Garcia Lorea, in his Teoria y juege del duende,
"el duende ama el borde, la herida, ¥y se acerca a los satios
donée las jormas S€ junden en un anhela superior a sus €x-
presicnes visibles." [we leave the translation of Lorea for
the reader.]

Another passible descriptior, in this case anonymous, is,
"Juende 1s wsunally found in cld artists because, whern they
are young and good looking, they don't reed it!”

wWhat is duende and who has it? Doe$ Motoo Ishiwa have it?
Motoa el Japonés, diminutive, guiet and inscrutible, was a
professional flamenco guitarist in his day and is now a
plumber and aficicnadc in Madrid. If flamenco came from the
Orient, then an criental flamenco like Motoo could very well
have duende; they say thsre is no Spanish patent on it!

How about Maria Silver, 2 native of Florida in the USA?
she was known as Maria la Marrurra during the frustrating
vesrs she went through trying to make her way 53 5 flamenhco
cantacra in Spain (according to one person who should knew,
her style was similar to that of El Chocolate). She must
have had something like dwende to try something like that.

If there is & foreigner who has gypsy duende, without a
doubt it is Maria.

and what can we say about Robert Pletcher, professionally
known as Flecha for, the lazt twelve years. Placha, a guitar-
igt, mmst have gypsy duende; at least he lives like a gypay,
without fixed hours or pay and organization. Certainly., no
other foreigner in flamence has cultivated with more diligence
the disorderly juerga life of the flamenco gypsies as has
this farmer student of a private school in Australio; no other
has that philosophny of living for the moment that is so
essential if cne is locking for duende. Flecha has to have
duande.

You mist necessarily have duende to dance in the best
tablaos of Madrid as does Cherria Hiederer from Mew Zealand:
no foreigner, no matter how perfect the technigque, could dao
this without & certain degree of duende. In fact, duende
wonld be more important than technique.

what is duende, and who has it?

"Onende is feeling, spirit. It moves you and affaects your
whole system, all of your being. It is the same thing that
is feund 1n some jazz artists. There are people who have it
and thoase whe don't. It is not something you can force.
Juende is mysterigus!™ Moreen Sondra Silver speaks; Maria
la Marrurra, a tiny and fragile language teacher, secretary,
translator, and photocgrepher -- of the paparazza type in the
world of the famous and semi-famous. She knows what will
appear in Heola, Semana, and Diez Minutoe [Spanish magazines]
almost befoare they come out; she collabozates with these
publications and she has photozs of herself with well-known
people like Martin Villa, Fraga, the Duke of Suirez, and even
the father of King Juan Carlces. Dne of two photos of former
minister Rosdn. is dedicated: "To Maria Silvez, profound like
her art, permanent &% her love of life."

"In the United States during the 1970's I sang folk music
irn the university,” she says now in an apartment in an
authentically Spanish street of old Madrid, “country music,
things of Joan Baez, in all languages. Thsre I heard
flamenco, when I saw Sabicas and Montoya. It seemed natural
for me to try to sing flamence, althowgh, at that time, it
was just another style of folk music to me.™

In 1966 she came to Spaio with her husband at that time,
who was an aficionado and flamenco guitarist from Californmia.
3he read a book written by Denn Pochren, an American authority
on flamenco, and was even more inspired. She began to meet
the great aztists. Betwesen her classes in English, Maria and
her husband weze going to gypsy weddings and baptisms and
frequenting the flamenco bars of Sevilla and Mordn de la
Frontera.
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"We spent hours listening to the tapes we had made,” she
says. "I wrote down verses and asked pecple, always psster-
ing people, in order to learn more."

Finaliy she decided to try to sing -- and she did it quite
well! She even studied with La Miha de los Peines and
Fernando de Utrera. In 1968 she made a record for Movieplay
and later appeared several times on televisicn -- one bime
with Ifiigo, on "Estudic Abiérto” with singing and an inter-
view. But it didr't last long. "It was not my intention to
compete with Spanish cantaoras. I realized that I was more
a curicosity than anything else," she says upon recalling
those years. "But it is also clear that I was not properly
promoted, particularly after my second record. My indivi-
duality was not adeguately exploited.™

5till, she continued singing for a while, sometimes for
private fiestas in the ventas, but she realized that the
cther artists descriminated against her, or she was subjected
to sexual pressures. Little by little she left the cante
behind. 3ut, cnce in a while, Maria perceives what could
have been: A few years agoc in a flamenco hangout in
Barcelona, she discovered one of her records in the juke-
box and she played it a few more times than the other
customers must have thought rormsl; at times, music brings
back memories.

bid Marfa sing with duende?

"There were, perhaps, two cor three times in my life when
I felt inspired and I thougkt I had duends -~ in spite of my
accent,” she says with nostalgia. "“Yes, a few times when I
truly hope that I had it:!"

Did Maria la Marrurra really have duende?

We asked Donn Pohren. If anybody knows about duende, it
is Pohren, a tall, thin grandfather who carries his 52 years
well, in spite of pericdic attacks of gout and a kidney sacri-
ficed to his excessive love of fpanish food and wine. Pohzen
came to flamenco in Mexics, among exiled Spanjards,and has
been studying its roocts in Spain for more than a quarter of a
century. In 1957, with his wife Luisa, a kailacra from
Madrid, he opened and played the guitar in the first tablao
flamenco in the United States -- near San PFramcisce. Seven
years later he opened a private club for flamenco purists in
the basement of Los Grabieles in Madrid:; for two years, some
of the most renowned flamenco artists performed there.
Pohren has published three books on flamenco., One of them,
El Arte del Flamenco, translated into Spanish in 1974, was
awarded in that same year, the Fremic Nacional for the pro-
motion of flamencs by the Citedra de Flamenculoqfa de Jere:z
de la Frontera.

For eight wvears, the cougle directed the Finca Esparterc
in Mordn de la Frontera, where, until 1972, aficicnados
from arcund the world came to learn the cante, baile, and
guitar at the feet of such legendayy figures as Diego del
Fastor, Antonic Mairena, and Juan Talegas. Today, Pohren
makes an annual tour through the United States with Luisa
to give lectures-recitals in the unijversities. If anybody
knows about duende, it is Pohren.

"Hombre," he answers, "at times it is difficult to deter-
mine who has duesnde. I believe there is wery little left.
before, the flamenccs lived a very different style of life
=- bohemian, impractical, and completely non-materialistic.
We would put a few bottles cr the table and, socner or
later, the mystery would appear. Diego del Gastor could
do on that way for days, without eating. He was tremen-
dous. "

But now, laments Pohren, that approach has been lost. Due
to growing prosperity, many so-called flamencos go for securi-
ty, practicality. The same thing has happened in bull-
fighting; there is excessive commercialization."™ Although
many of the professicnals preserve flamenco in its pure
forms," says Pohren, "today everything is too cerebral and
lacking in emction; even in the Jusrga they don't live for
the muisic and the moment. Without duende, flamencc does
not have meaning.*

But Mariz la Marrurra -- did she have duende?

It seems that this is an indiscreet gquestion. It seems
that few flamencce want to give an opinion about the lack
of such a disputed guality. “Wombce," answers Fohren,
"duende, that whick is meant by duende .. pow, we can say,
she knows a great deal about flamenco, that she sings with
great knowledge."

On the strest called Amor de Dics, the foreign aficio-
nados get their £ill of footwork in the search for that

evasive gypsy duende. The students of Amor de Dios, on
ong of those narrow strests that were walked by Cervantes
and Lope de Vega, are the center of flamenco activity in
Madrid, both for professiopnals and aficionados. Ewven be-
fore you arrive, you hear the zapateadc that resounds like
a machine-gun against the floocrs and mixes with the end-
less lament of quitars that are held in the underground
rooms, wmost of which are in a terrihle state of disrepair.
The place pulsates with a contained and nervous energy,
and there is a humid odor of sweat that seems to come from
a boxing gym two floors up.

Almost all of the students are women, and there are times
in whick half of them are foreigners. Sometimes they study
gix or sever hours a day, generally with the chiectiwve aof
becoming professionals someday .. something wvery few will
achieve. And freguently, these foreigners, can be heard
discussing duende, what it is exactly, whe has it, and
more specifically, whether a foreigner ecan have it.

To the pretigicus dancer and teacher, Ciroc, it is per~
fectly possible for & foreigner to perform with feeling.

"It seems that, initially, the foreicners have tc braak
through a certain cultwral barrier, but they can do ig,*
affirms Ciro, and he names a few wha have done it. "It is
a matter of digging deep encugh.”

Of course, the degree of success will depend, in large
part, cn duende, "a gift, a macic touch, & special gracia,”
a5 Ciro defines it, "either you have it or you don't!"

Prisca Maria von Delft, 22 years old and Zrom Holland,
has studied flanence for four vears. She agrees: "It is
more difficult for a foreigner to be profound in flamenceo,
because we come from a different cnlture, but 2 foreigner
can express nimself in flamenco. These are universal
feelings."

Acgording to Julia Horn, a blond American, 22 years cld,
wio has recently come to Spain to study flamenco guitar, much
cf the foreigner's obsession wich duende is poorly focused.
"Dusndz 15 soui. All of the great guitiarists have it," she
recognizes, Yand, for the most part, the duende of a person
depends upon what he has felt, what he has suffered. The rea-
son most foreigners do not have duence is that they are nct
playing their own personal music. They try to express the
music of gthers, to achieve Sparish duende, and that is
ridiculous. ™

ane of the foreign balasras who most seems to have
achieved this, and who is most admired among the students of
Amor de Dies, Is Cherrie Reiderer. Gepgraphically and cul-
turally, Cherrie has come to Ilamenco from almost the greatest
distance possible, from Whakatare, ap agricultural town in
the north of New Zealand. FEerc greatgrandmcther was Tahitian
and her Swiss grandfather edited a free-thinker newspaper
cailed The Anti-Christ. Her mother is a descendent of the
mutineers of the "8cunty”. After studying languages in the
university ~- she apeaks Japanese well -- Cherrie jcined the
rodec Circulit in Australia for a while.

"I always liked to dance. I have known Scottish and Irish
folk dances since I was veyy youny, and when T met 2 Japanese
preressor who played flamenco guitar, the sound fascinated
me," says Cherri. "I don't know way, but I decided I wanted
tz dance.”

she began a long pericd of wandering in crder tc learn
this art of Zgreigners and Spaniards: MNew Zealand, Austcalia,
Britain, and Zinally Spain. And because there was always the
need to pay for her studies and to earn a living, she worked
as a guide for Japanese tourists, as 3 secretayy, waitress,
and English teacher Zor foreigners. During 1972, her small
groum of English and Scottish performers managed to live ex-
clusively from flamence, performing in Spanish restaurants in
London, worker's clobs in northern Britain, theaters, and in
benefits for »ld pecple and the handicapped.

"cf cocurse, it wasn't the purest way to develop," Cherrie
reccgnized, "but it was immensely uservl +technically and pro-
fassicnally. At the same time, I began to assimilate the
rhythm and aire of the Spaniards I met, and in visits toc Spain
I was able t¢ abserb the gypsy and Andalucian atmosphere: the
way the street vendors in Cadiz sing thelr streat songs, or
the relaxed and proud way a young girl walks through a pueblco.
T began to really feel flamenco, to understand my own per=
sonality and feelings.™

Three years age, by then known as Charo, she finally began
to work in Spain, in a ballet, in a nightclub on the Costa
del S50l, a luxury hotel in the Canary Islands and then, before
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a more knowledeable audience, in the tablace of Madrid --
Café de Chinitas, Los Canastercs, and presently, Arco de
Cuchillercs. oOne night Ciro went tc Arco de Cuchillercs and
spotted, “a girl whe had a gripping quality, technique, and
duende. When they introduced me to Charc, a foraigner, I
wads astonished ,”

Cherrie iz more medegt. "I can't imagina life without
dancing. I want to reach a certain artistir level where I
feel satisfied with my expressive capacity. I balieve I
have something to say with my dance.®

"In certain beautiful mements, " Cherrie contimues, "you
forget yourself and suddenly form part of a harmonious
vibration that is c¢reated between the guitarist, cantaor,
and bailaora. The three becomg part <f a much greater
feeling that, somehow, everyone identifies with."

Is this duende?

"I won't ¢all it duende,” she answers, "to give it a
label would limit it."

But walt 2 minute! Stop! Go no further! Duende does
not exist! There is no such thing, Flerha says, "I have
been in this for twelve years and have never heard a prcfes-
sional say the werd. '3ire,' 'agarre,' or 'pellizco’, I have
heard, and it can be said that ome has sung. played, or
‘danced, ‘cen mucho corazon, ' but ‘duende, ' nevar:"

And the AMustralian -- the nickname is a stroke of genuis,
the precise way the Spaniards had always proncunced hia last
name -- has ample knowledge to justify an opinion. He has
played his flamenco guitar in eleven countries, from the
United Kingdom to the Scviet Union, from Israel tg Brazil,
and, perhaps mere important, he haz lived flamence from
within and at full threttle, t¢ the poilnt that his more
worldly friends have giwen up trying to get Flecha te put
his life in order -- a life of practicing for hours and
heurs, of talking in a flamenco har wntil dawn, of playing
fcr Zenoritos in private fiestas, of wine, women, and
juergas.

“This thing about duende, among foreignerz, is perhaps
a product of a lack of knowledge abeut Spain." affirmz
Flecha, "af some idealized colcepts. Instead of looking
for it in beoks and records, these foreigners who talk so
much about duende would de better to lwok for it among the
flamences and gypzies."

Is he trying to say that, in their search for duende,
these foreigners are pursuing a chimera? Many lives dedi-
cated to a myth? Is there anyhody who would like to be
responsible Zor such a statement?

Yes there isg! Althcough Bcftly, tranquily. with affectien,
inscrutibly -- ag Metcc Ishiwa Beems to de everything in
his life. He is a veteran guitarist who has dene tours of
nightclubs in France, Greece, and the Costa Brava; he is also
somewhat of a guru to the many Japanese who come to Spain to
iearn flamenco,

"These foreigners, many times guided by teachers who ave
somewhat mistaken themselves, focus too much on the technique
cf flamenco," says Motoo, "espécially the Japanese, perhaps
due ko Ehelr excessive respect for authority, and they spend
hours and hewrs imitating resords cr dancing in front of a
mirror. But, instead of belping to express what they have
inside, an excassive technique can actually prevent it.™

Matee continues, "sut, besides that, thesSe foreigners are
set an imitating in-depth something that, due to cultural
differences, is not theirs. Their cnly escape weuld be to
expre 55 their owr personality, their 'duende particular,' if
yat wizh, Fut very few know how or dare to do this. So,
while some can reach & certain acceptable level, they will
rever be great artists."

Ferhaps that is why Motoo left professional flamenco. He
worked for a year and a helf as an apprentice t¢ the master
guitar builder, Arcingel Fernandez, in Lavapi®s, Later, he
learned the profession of plumbing, How he lives a tranquil
life in Madrid with his wife and two children. But flamenca
has taken root in Motec and sach day he plays for 2 few hours
in the classes of Amor de Dios.

What Motoo says is conf irmed by Chris Carneg, recently
returned to Spain after 3ix years ¢f preaching the evangel ism
cf flamenco in California and Hawaii. And, imagine this -
it the world not a small place -- it turns out that Chris is
the former husband of Maria ls Marrurra! “We get along very
well," he says. “She tells me when there will be a juerga
-~ she knows sverybody."

Chris gets to the point: “Fiamenco is like a glass of

wine; the gypsies are in the glass and the foreigners cnly
approach the glass. But too many foreigners become too
involved with the technique of flamence, with tooc much
purity, and they don't allow flamence t¢ go its natural
way == the glags of wine. You may have noticed that the
gypsies never have formal teachers, while the foreigners
always de."

hnd duende?

"The true flamencos never say that, nor do they think
about it,” he answers with that strange Califcrnian atti-
tude, somewhare between bravado and innocence. "1t is e
mach a part c¢f them that they are incapable of defining it.
The cnly ones who speak of duende are poets and foreignars."

Very well, but, although it isn't named, can a fareigner
duplicate it ar create it?

"I have done it, as have others, Maria, for example.

I have seen a roomful <f gypsies crying with emotion upon
hearing her sing forgotten st¥les that are like jewels."

Then that was duende?

“Yea!"

And Maria hag it?

"Yezt"

What is duende? Who has it?

El Oido

NEWS FROM QUR MEMBERS

washington state:; Tec Horca has been appointed as a member
cf the Washington State Arte Commizsion. (from Teo Morca)

San Francisce, CA: Rosa Montoya is co-sponsoring the first
FESTIVALES DE ESPANA including: music and dances of Spain,
wine and cuisine tasteings, an exhibition of sculpture by
Pepe Lecn, literary exhibiticn and more -- October first.
{from Rosa Montowa)

Los Angele€, CA: Juan Talavera, artistic director and
chereographer ¢f Juan Talavera Spanish and Flamenco Dance
Spactacular has just terminated a summer schedule of concerts,
lectures and magter classes. He celebrated by guest starring
with Lola Montes at Sterngrove Park in San Francisees, on July
3lst, Talavera immediately set sails for Santa Barbara, CA
for his ldth annual apperance at the Lobero Theatre for that
city's Old Spanish Days Fiesta. (from Juan Talavara)

Santa Monica, Ch: Lupe del Ric presented a new work in
the Spanish dance wecabulary for “Choreographers in Concert,
1983", a program of dances by selected Los Angeles Lasged
choreographers on Octcher B 6 %, (from Carclyn Burdger)

Phoenix, AZ; The Laura Hoya Spanish Dance Company Pre=-
santed a concert in July at Symphony Hall with guest artists
Oscar Niate, Paco Vera and David DeAlva. The pregram, titled
"Flamence and Pelklorieo" was presented in conjunction with
the Ballet Folklorico Azteca. (from Laura Moya)

Les Angelas, ChA:; Jose Luis Esparza is giving classes in
Escuela Holera and Jota at Dance Circle in LoS Angales.
(Sunset Blvd., at Poinsettia) on wadnesday Eves. at TzOOp?.
José has studied with Mariemma and Azorin and Pacita Tomis,
among others and the c¢lass is a delight. It's a resource
I'd like to 3zee thriving in thils area. (from Rubina
Carmonal ]

Los Angeles, CA: Lourdes Rodriquez and Francine Russelle-
Chasambaliz hosted a Flamenco show starring LOURDES and
featuring ONININ OE TRIANAR and BENITO PALACIOS on Tuesday
evening, October 4, at The Fez Nightclub cn Vermont Ave.

On August 30, Rodriquez and Chasambalis hosted the first of
these events at The Fez. The evening haoncred visiting
Flamenco star Manglo Marin, who was in Seuthern California
teaching master clagses in the art of Flamencr dance. Also
cn stage at that event were Antonite, Antonio Duran, Marcos
Carmona, Pepita de sevilla, Robina Carmona and Lourdes.
Thare will be a series of Flamenco Evenings at The Fez
scheduled for the first Tuesday of sach month. The Fez
features live Cabaret entertainment on Friday and Satur-
days, an Arabic Folkleoric Night on Thursdayz and will scon
have a Greek Hight on Wednesdays. (from Francines kusselle-
Chasambalis)

-~ e -
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LA MERII

An Interview by Patyicia Mahan

Lz Meri, a world rencwned etimic dancer and recognized
expert in the ethnic dance field for many decades, was born
in 1896. She came to Mew York City in the early twenties
and toured the world as a Spanish dancer before branching
out to other areas of stimic dance. She travelled exten-
sively performing, and eventually studying with teachars who
were famous In their f£ield. She went on to writa seven
bocks over her araa of expertise (particularly Spanieh and
classical East Indian dance}. There is hardly an ethnic
dancer in the field today who does not know her reputation.
Throuwghout her leong and fascinating career, she has besn
razpontible for {he excallent {raining and development of
many waell known Spanish dancers in this country. Artistic
director of her own company, Ethnic Dance Arts, for many
yaars, she also collaborated with Ruth St. Denis in a school
they founded in the early fifties in New York City.

La Meri's thorough knowledge and expertise in Spanish
dance enables her to elucidate on such topics as were dis-
cuzzad recently in an interview done at her home in Cape Cod,
Massachusetts this summer.

P: From your first hand experience, how has spanish dance
avolved since you began performing it on Bmerican Concert
stages?

L M: Patricia, you're talking akout 60 years ado. Spanish
dances in the early twenties and thirties were of four pri-
mary groups: the regional dances, neoclassic, flamenco, and
the ballet Egspaficl. ©f the regicnal dances, very few actu-
ally made it to the concert stage. The jota aragonesa was
the most popular; nearly every Spanish dancer has a npumbar
built on this dance in his ¢r her program. It was not
really until L& argentinita came aleng that they were in-
corporated into theater dance. Having studied in every
ragion of Spain, she put these dances on to the stage in the
form of “"bosguedos" or dance eketches using the traditispal
music, costumes and steps, drawing from humorous or comic
themes.-

Valancian dances were introduced to the stage early in
thig century. More recently, Nana Lorca (Jese Greco's wife
and partnex} herself valencian, created elegant suites of
Valepcran dances for the concert stage.

The beet known of the regional dances was and is of course
the gevillanas of Andalucia. This dance, an putgrowth of the
gseguidillas, has been the inspiration for the nec-classic
forms. Neo-clagsic refers to a form of dance ¢reated and made
famous by La Argentinita, the interpretation of the Spanish
composers (Albeniz, Falila, Turina, etc.}. There was great
controversy when it first came out, even among the Spanish,
as the composers, it wag generally believed, were to be
tistened to and pot dapced to. In this dance form, La
Argentinita created her swn dances, making wvisual, in her
words, the interpretation »f the music. with neo-classic
chorecgraphy came compositions that respected air, floor
and music dasign in one and wers very much groomed Zor the
theater. The mood that inspired this style was felt at the
beginning of each piece, and the dance then was created in
the clear memory of that mOod. The castanets were played in
counterpoint like a second melody to the music.

~he flamenco style up until the early twenties had a
sharply defined technigue for men and women. Simply, defined,
women used their arms, men their Zeet. The dance of the arms
was considered highly femirine and passionate. 2a Cuenca and
farmen Amaya were the first women to wear masculine clothes
ané dance in that ali-male Style. The use of gastanets began
in the early thirties. Before that, they had been used only
in the danres of folk origin (sevillanas, cachuchas), and men
never used them at all. Into the thirties and early forties,
flamento was not routined, but rather improvised on a fomm or
mood .

The "Hallet Espafiol,™ choreographed with Spanish (not
ballet) technigque, was saldom Sean in this country Frior to
the forties. It was an outgrowth of the Spanish zarzuelas

{operetas) popular in the middle of the 19th century. These
little operetas grew in popularity and can be compared to our
own musical comedies of the '40's and '50's. The Madrid
Baliet, collaborating with poet Federick Gar¢ia Lorca chareo—
graphed many famous works, including E1 Amor Erujo and Cafe
de Chinitas. Using many of the famous composers of the day,
thasa dances were choreographed to tell a story, usually
using a plet of love and intrigua.

P: Having worked with audiences for most of your life, what
types of Spanish daace programs in your opinion work best
with the American dance audience of today?

L M: I have seen performance after performance that bored
the audience silly by the very end, bhecause it took too much
of a good thing and milxed it dry. I feel the anthentic
dances are wonderful and we all need to come from that per-
spective, but we can also build upon what's been done and T
think that needs to start happening now. Asg Lechardo de
Vinci once said, we don't destroy what's bsen built, rather,
we build uypon it. wWhat I'm touching upon is the need to go
from a mora agthentic to a were crsative choreograpirty drawing
upon one's own life experiences and even environment or cul-
ture in which we live or come from. One must be, of course,
well versed in the traditional art form before attempting a
more creatively abstract interpretation of it. I think tha
ravival of the 'hosquejos' of dance sketches using comedy or
humorous themes would be an excellant idea for a more varied
program format and mora self expression in the danca form.
The old neo~classic ochra wag a composition for group using
abstract dance to project a strong mood, generally with psy-
chological overtonas not telling a story as much as a devel-
oping z theme or conceptional suggestion comparable to works
of modern dance choreographsrs. This has been done to Some
degree by some notable Spanish dance companies, but could be
far more developed, drawing from the rich source of Spanish
literature, modern day themes, which could be just as valid
a presentation if done with a sense of good judgment and
artistry.

1 stapnd convinced Patricia that any art form =stagnates if
it doesn't evolve in some way, but we must always come from
a respect for itz tradition.
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INTERVIEW WITH MARIO ESCUDERQ

This jpterview with Mario Escudero was done ©n radio
station KvOD in Denwer in 1978. The program is called "In
The Square" and is broadcast daily arnund one o'clock in a
retavrant called Café Promenade. The interview was the
second half of the program and Pegan right after an inter-
view of stephanie winsten, author of a bhook titled "Getting
Crganized,"

When transcribing this interview frem the tape, I decided
to type it as it appeared, without correcting the grammar.
The questions of the interviewer, John Wolfe, are not the
anes I would ask.

Feor those rot familiar with Mario Escudero, he is one of
the mest brilliant gquitarists to come gut of Spain. His
arrival here in the United States in the early 1950's was
heralded with appearances on many television shows such as
Stewe Allen anc Arthur Gedfrey. Later he hegan an 1llus-
tricus recording career presenting flamence guitar to the
world. {see April 1982 Jaleo, mage 20: The recordings of
Mario EZgcudero.] Mario continues to concertize, and may be
contacted at the Am@rican Institute of Guitar in New York
City for eXpert instruction.

John Wglfe: Maric, let's telk something about yom. I
said before we went on the air that I fert that musicians
were perhaps the most arganized people that I've known, and
1 didn’t really mean it when I said that theatre people were
among the most disorganized, I think artists in general,
whether thay are actors, muslicians, dancers, I think simply
by the nature of your art yol are organized people. wauld
you agree with that Maria?

Mario: Well,..
John: You're very disciplined I think.
Mario: Yeah, I think, well, I am organized concerning

my, how you 58y, I am organized concerning my profession.
But in normal life I am not organized at all. (Laughs)
Johr: What is your background? Are you cone of the
genuine gypsy flamenco quitarists?
Mario: Yes, I play the guitar all «wy life, and the
gquitar and the flamenco is part of the tradition of my

family. Then. of course, iz cuming natural in 7y, how you
Y. ..

Jobkn: In your develcopment.

¥arin: Right.

Jahn: At what age did you start plaving?

Mariz; Well, I started tc play with seven years old, and

cf zourse. I start to be..,., I'm sorry, my Zaglish bad.

Jchn: That's all right.
Maric: I start professional with 14 gr 15 years ald. 1

started t» play with Spanish companies, groups, big groups
like Vicente Escudero, CTarmen Amay¥a, and hntonlo, dancers,

and Jcse srece too., Ard then after I have knowledge of
accompanirment of singers and dancers, I start to be a soloist.

Jolin: wWaere is your homa now?
Mario: Well, my home is in Seville, gut I come very often

o New York and I have an apartment there because it's my
secand home.

John: I had the pleasure two weeks ago of :talking with a
countryman of yours, a classical guitarist, Harciso Yepes.
02 vou know Marcisa?

Mariao: Oh ves, I Kaow (him} for years, mahy many years.
1 know Mr. Yepes from his town when he was rpot 3¢ famous yet.
apd then I know for years in maestro.

John: That's a fascinating instrument he plays., the ten
string quitar.

Mario: Tenh string guitar, right.

John: You say you gtarted playing professionally when you
were 15 years of age.

Mario: Right.

John: When were vou really accepted as an accamplished
flamenco guivarist? Do you know what I mean by that? By
your contemporaries, or by your elders in Spain. Isn't it
a difficult thing for you to be accepted ag an accomplished
misician?

Mario: Really, I deon't understand the question.

Jchn:  Well, how else might I say it?

Stephanie: Mayhe, when did vou become famous, or very well
known? _

Mario: Famous, I don't khow I am famous. (all langh)

Johre: Mot really famcus, what I'm wondering is when youor

teachers, when vour elders, when did they raally believe that
you really had arrived, as we might say in this Gountry,

Mario: o©Oh, tc he a profagsicnal?
John: Yes.
Maric: That I can't say because, we think scmetimes wo

are ready, but Sometimes wa are not. It is very hard to say.
I thought I was ready to be a professional when I was 15 years
old, I can't tell vou if I am sure in a real way or not.

But of course my first teacher was my father, and also Ramdn
Montoya; he was the patriarch of the (solo) flamenco guitar.
Rambn Montoya is uncle to Carlos Montoya. He is very famous
guitarist in this country. I think you know maybe.

John: Ch ves.
Mario: When I take lessons with Ramdon Montoyd, also my

first knowledge in classical, I take lessens with Daniel
Fortea. He was one of the last students from Francisce
Tirrega. And of ccurse in this time, when I take lessons
Mr. Fortea, he was 70 or 75 years old. I mean I don't know
how long he Lived; probably he disd many years ago. And I
live more my young age I was in Madrid, and I know many many
good teachers. 1 was in ambiante constantly, in amblence of
the guitar, and I know I have much knowledge, very good
knowledge in classical. Even if I am not considered a «las-
sical guitarist, I think if I play something in classical,

I am sure it's correct.

John: Do you incTude clasgical works in your concert?
Marig: Scimetimes, Put I try to do them separately from
the program, because I want ta play strictly flamenco concert,
and I take the copportunity to show my knowledge in classical

in the encores.

John: I had a terribly astute guestion that I was going
ta ask, hut it just left me. What was that? As far as what
I was asking you before when you really have, as we might say
in this countxy, arrived, the nice thing about Your art, I
think is, you never have really arrived. You're always
grawing, your art iz always growing, is it not? I mean the
concert you're going to do tonight is probably ¢oing to be
better than a concert you did last week.

Mario: Well, every time we try to do the best we can,
right? But who knows. (laughs from both)

John: But don't you feel that you are better this year as
a guitarist than you were 5 years ago?

tiario: well, aIl the time. I think, awery day it is
possible to learn something new., Ewvery day!

John: Of course. You talked about your debut when you
were 14, That was a rather auspicious debut, wasn't it?

You appeared with Maurice Chavalier.

Mario: Well, with Maurice Chavaljer it was not really my
debut. But I tel] sometimes because a funny things happen;
my father and mother. and my aunt, they play in the show with
Mr. Chevalier who Fas a big company. Then I was in the room
with my father and mother, and I tell to my father: I want ko
play in the stage. Anc my father say: "Be Quiekt, what is
this?" Then I start to cry, vou know.

Then Mr. Chevalier is coming from the corridor, and he saw
e to cry, he say: "What, what the hoy is. . ?"

"Oh, don't worry Mr. Chevalier, he wants to g0 stage."

“why noti”

Then he take me by the hand and he ictroduce me to the
stage. Of course I play ome little song, and in this time
I have short pants because that is very ususl in European
country ir this time, Then this ry first experience in the
stage but it's really not professional yet, and I come later
when I was I4 or 15 vears old to be really professional.

John: Where are you concertizinhg now besides the United
States? Do you have dates throughout Europe?
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Mario: Well I have some offers to go to Canada and the The only way tc learn to play the guitar well is by
Soviet Unjon, and I think I am going to UCLA in February, many hours of diligent, concentrates practice. Listening
and California some other places arcund Los Angeles; then and observing other guitarists also serves as a great source
vou know, many many places. of new ideas and different approahces tc Mastering the

John: Wonderful. Well, I'm sure ¥ou're going to have a instrumetit.
full house this evening; let me remind our listeners that Arpedgios, like scales, should be practiced lpudly, full
amazingly enocugh there are a few seats left for this even- volume. This way, more power is developed in the right
ing's performance at the Arvada Center, that is at 6901 hand. By practicing arpeggics loudly, they will still be
Madsworth Boulevard, And have you been in the Arvada Center strong and powerful when played softly, according to the
yvet? Have you saeen the audicorium? dynamics, phrasing of your solo, accompaniment, etg.

Mario: Yes I was once two Years ago. One practical way to practice arpeggios iS5 to move

John: Well, as you know it's a fine auditorium. Every- through a simple chord progressicn in time with a metronome.
one can hear every note you play. Mario Escuderc, a final A simple progression allows more time to concentrate om
question. What happens on the dey of a concert? Do you right hand technigque. Late?, more advanced progressicns
prartice today before a concert this evening? can be incorporated, and for the guitarist who takes the

Mario: Dsuwally I practice, of course, before a concert. time to read music, there are many excellent technical

Jdohn: Do you ever miss a day without practice? arpeggic studies available in print., The goal is to have

Mario: Scmetimes it happens to me. When I come from some exercises tc warm up with, that also serve to develop
Tokyo, and I need to play in San Diego, then the plane is technigue. This way, you learn to bandle the arpeggio sec-
come late, and I need to take & car from Los Angeles to tions of your conCert piece or accompaniment a lot faster,
San Diego. Then I have a hard time to find a place where Haturally, common sensge tells us to spend many hours prac-
I play. Then I arrive 15 minutes before my concert and ticing the pisce itself,
just after a long flight, then I need to play right away. The following is a simple chord progression and four

common arpeggios used in flamencs. These examples are all

--Guillermo Salazar
played free stroke.

%= Each tick of the metroncme
(to kaeep the arpeggio even}
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"Flamenco seems difficult when you first play the guitar 3 a -
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and see all there is to learn. But keep working at it.

at your own pace, diligently, sincerely, and one day,

after many vears of practice and experience, it will =7

seem like the easiest thing in the world...." e
-- Benjto Palacic

ARPEGGIOS

The execution of arpeggios played accurately in Compds is 2
another step in mastering technique. Most arpeggios are done
free strocke, Some incorporate the rest stroke, with the "a"
finger to bring forth the melody, or rest stroke with the [
thumb to erphasize the bass line, etc. A wise preparation for ﬁ
axpeggios is to warm up with scales, using "i.m.", "m.a.", Ty
and/pr "i.a.", combinations, rest stroke and free stroke. . -
[For more basi¢ information regarding scales, refer to pre~ 4 -
vigus "Tips on Technigue" article, Warch 1983 Jaleo) . c B

The executicn of the arpeggio i1s similar to that of the
free stroke used in scales. The movement comes from the
knuckle of the right hand, with the second joint of the finDer
bending encugh to clear the next string. The powel comes
from the knuckle. Aftexr striking the string [for arpeggios),
it is as if you were attempting to pull the finger into the
palm of the hand. Some instructors advise to strike the
ftring using a Eraction of an inch of flesh From the finger-
tip, rolling off the fingexnail. Using only the nail pro-
duces a brittle, "tinny" sound, and too much flesh results
in a "thuddy" tone. Some classical guitarists carry the
issue of tone production to an incredible extreme, but
by studving with an experienced professional and experi-
menting on your own, moving the right hand c¢loser to the
sgund-hole or away fram it, one can find the appropriate

tone.
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If these examples are practiced on a regular basis, in-
corporating the suggesticns menticned earlier, {(finger
curling forcefully into the palm, pull from the knuckle,
etc.), you will discover your arpeggios improving tremen-~
drusly. By practicing a2ll the time with a metronome, the
arpeggic becomes round and even.

As usual, practice slowly at first, and then, when you
can hit all the notes clearly and smoothly, in correct time
with the metronome, gradually increase the speed. This
alsc applies when tackling the arpeggio secticnof your
concert pisce. Increase the speed only when you are confi-
dent and comfortable at a faster tempo. Don't be afraid
to push yourself, etc.

The whole purpose of these articles is to suggest a way
of develeoping stromg, powerful technique, so¢ the guitar will
be easier to play. Ome of the greatest joys is toc be akle
to pick up & concert piece by Sabicas, Paco de Lucia, or any
of the great wirtuosos and be able to play it, without
having to sweat, sirain and struggle so much, because of
weak, undeveloped technigque and potential. You don't get
discouraged as often and can feel the composer's inspiration
coming to you. You also begin to understand their styles
and how much these great musician-composers have given,
througk their music, to the art of flamenco and the warld.

If you wish to contribute something additional, helpful,
ete., pro or con, please respond to this article. That's
how we all learn and benefit.

—--Ken Sanders
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FLAMENCO IN CONCERT

The down cycle of the popularity of Spanish dance has
often been blamed on flamenco. Either too much flamenco in
a concert or not enowgh classicsl, regicnal or other form
of Spanish dance has been stated cver and over as the rBascon
for the demize of Spanish dance as o popular art form, an
art deserving its past fame in today's age of dance, an
age which in toto has been called "the dance explosion.”

Almost every article that I have read and discussicns
that I have had covering a myriad of opinions cn the sub-
ject have usually been cn & negative note, directly or in-
directly blaming some facet of flamenco for its own destruc-
tion and the destruction of Spanish dance in general as a
popular concert attraction. Recently I read a guote in a
magazine from a qgquote in another magdzine that said: “Some
of the century's greatest Spanish dance performers have
attributed the recent decline in popularity of their dance
form to poor teaching and bad technical performances that
enphasized cnly flamenco while ignoring classical and
regional dances."

This articls is not so much a rebuttal to this often
brought-up subject as it is another cpinion. I am a2 very
positive thinker when it comes to flamenco, as I am with
every other art form and all facets of the arts that the
human races express as & creative part of themselwes. I
am not positive just to be positive, but to also state some
facts that can be thought over without a sense of simplis-
tic, flippant emotionality.

Flamenco is not responsible for the demize of Spanish
dance as a popular art form. There are good teachers and
bad teachers in every art form, yet other arts go on in
thelr natural cycles of popularity. Flamenco is high art,

a complete art form that can stand on its own twe feet and
can easily £ill a concert on its own if it meets the “basics"
of having, good talent, good programming, good interprets-
tien, good professionalism, good staging, costumes, eto.

Does a symphony orchestra have to play jazz or other styles
of mizic to rake a full, varied and popular performance? No!
Does a Chinese restaurent have to serve Mexican food to be
popular? Nc! Dees a ballet company have to perform tap,
modern or flamenco to have a fullfilling evening of dance?
Again, a big no! Each facet of art, and that goes for
restaurants toc, is unique and complete con its own.

If someonc wants to do & varied evening of all types of
Spanish mesle and dance, fine: But classical Spanish is one
thing, regional dances ancther, flamenco another, theatre
composition ancther. They are each an artistic expression
on their own and dc not necessarily need the support and
variety of the otber if they meet the basics which I men~
tioned previcusly.

we are talking art, not politics, and there is so much
variety in the art of Andalucia that, if done with sensiti-
vity, would fill many evenings of concert without needing
dances of other regions. We must realize that flamenco is
expressing flamence, not all of Spair., There is a public for
good talent and exciting art forms and flamenco is one of
+“hem. It has never heen responsible for the demise of the
popularity of Spanish dance.

as I mentioned before, there are good and bad teachers in
every art form. Yet if the public is in a cycle of that art
form and wants it to be popular, they will find the good
teachers, the good artists, the professisrals with class,
integrity, talent, showmanship, promotion, etc. There are
many great artists who became famcus after death. They Lived
in poverty and lacked recogniticn because the public was not
ready Zfor them. Sponsors who buy talent and basically repre-
sent the public in dance, music and other arts, look far what

sells and they lock to the public for evidence of popularity.
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This is a basic generality, but a strong fact of the performing
arts., I do not even pretend to know the answers or solutions
tz the stimulation of flamenco's popularity as a performing
art. I do know what has worked for my company for 25 years
and is still working as far as bookings and repeat performances.
I put great emphasis on programming, presentation, interpreta—
tion, first glass promotional materials, complete professicnal-
ism between artist and sponsor, the flexibility in programming
that the payving public comes to see, working with the sponsors
and the facilities that they have without being pretenticus in
your needs and wants. There should be 2 balanced program of
works that flow smoothly from number to oumber, without worry-
ing about giving too little. It is best to leave the public

2 bit hungry and not try to show all of your works. More
flamenco concerts have been ruined by too much of a good

thing, not too little., A full range of fealings and theatre
works, along with a cuadro, is very successful., I do ngt get
inte, "what is cante or haile chico or grande," for thgse
labels, to me, are too restrictive and categqorical. There is

a full range of human expressicn and emotion in flamenco, so
this should be reflected in the choreographies presented., A
cancert usually lasts around two hours, which means flamenca

is put into time and spgce and it should be used wisely, like
vlanning a beautiful menu faor vour favorite friends.

If Carlos Montoya, Sabicas, Paco Penz, Paco de Lucia, Mario
Escudera and many other fine flamenca artists of the quitar
gan do 3 fullfilling, exciting and rewardingly popular all
flamenco concert and do it year after year from Connecticot tg
Californiza and back, then, fgr sure, an all flamenco dance
concart dene with the basics, with class, style and good
taste, can develop the same success. A person who has truly
been Litten by the bug of flamencg, wants to make it part of
his lifa, and wants to grow with it and perform as an artist,
will =zeek out the teachers who will help him and by-pass the
ones who are not teaching what they need as individuals.

I have great faith in students, for we are all students, all
gf cur lives, and must continue to stay sensitive to the
learning process and contimuously study. There is nothiog
worse in the arts than someone that thinks that they have
arrived at some sort gf an anding, a finished product, so to
speak. That is when the art form suffers and loses populari-
ty and interest due tg this sort of stagnant apathy. Water
that stops flowing, stagnates, and artists whe stop searching,
learning, and growicg, stagnate.

Flamenco, besides being a performing art that has been in
existence for many years, is also an idea that has grown with
many Jdifferent artists and pecples adding to this idea. This
idea, this group of artists, past and preaent, this art form
past and present, is a good idea. It feels good and is good
to feel., It can bae felt in many ways, in many pleces, in
many ambientes. Flamenco can bhe enjoyed by artist and aficio-
nado, performer and public. It can move and be moving., It
can give birth to joy and sorrgw, frustration and lauwghter.
Yes, flamenco la and will be, for its roots are deep and its
branches ever growing. In its brightest moments, it can
change lives. Yes, I am positive, for flamenco has been good
to me. But most gf all it is gopd in itself. I hope that
some af this century's greatest Spanish dancers take another
igok at flamenco for what it is and see what made them feel in
the first place. Let them continue to rise above this blame
and perform the art of flamence and inspire gthers to do the
sama. Than, for sure, by the very natural cycles of life it-

self, there will be good flamenco with a good public.
~=Teg Morca
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WITH FANDANGOS
TO THE MARTYR

{from: Hoy, December 1982; sent by Brad Blanchard; trans-
lated by Paco Bewilla}

[Mote from tha translator: In the July 1980 issue of Jalaco

I wrote about the fandangos de Santa BEulalie and admitted

to some confueion concerning the proper name for these
fandangos: Santa Eulzlia, Santa 0lalla, or Almcnaster.

Most Spaniards call them fandangos de Banta Qlalla, but in
print they are most often called fandangos de Santa Eulalia.
The following article sheds some light on this matter. The
fandangos come from Almonaster, so fandangos de Almonaster is
a proper name. They hangr the saint, Santa Eulalia, so fan-
dangos de Santa Bulaliz is also prgper, but they are usually
called fandangos de Santa Olalla (either a corruption of
Eulalia, or referring the the town of Olalla, near Almonaster,
or ko something I don't yet understand.}

Several hundred towns in Spain have celebrations for the
Martyr Santa Eulalia de Mérida. 1In all of them, they sing
with dreat devatian and, time and time again, they express
the tenderrnsss and love that these people feel for the Martyr
whe was born in Mérida [Badajoz]. The greatest tradition is
that whick exists in the town of Almopaster la Real in the
province of Buelva. There, they have written fapdangos in
nonor of La Santa “emeritense” [from Meridal. The following
are fandagos that have the Martyr as a Theme and were taken
from the Church publication Clalla,

In Almonaster, besides the celebration of December 11,
there exists the custom of the typical and popular “romeria™
[a "pilgrimage” cr caravan to a holy place, witk mach festi-
vityl on the third Sunday in May. This romerfa staps in the
sanctuary of Santa Eulalia anc spends the nigh:=. These are
fandangas that refer tc the dawn of the third Sunday of May,
when the pilgrims wake ugp after having passed the nignt se-
neath the pak trees:

Hay una antigua costumbore
para ir a tu Funcidn;
irse a lavar la cara

sin toalla y sin jakon
al ric de santa Eulalia

Mo hay cielo come aquel
cielg de S5anta Eulalia
ni ric camo el Odiel
dornde me lavo la cara
an un bellg amanecer.

In honor gf a visit that was made to Meérida by a group from
hlmonaster, they sing angther fandanga that says:

Ahora se dan un akraza
Mérida y Almonaster;:

Santaz Bulaiia es5 el lazo.
Mérida le did el nacer

v Almonaster sus fandangos.

[Now they embrace each ather --
Merida and Almomaster;

Santa Eulalia is the bond,
Merida gave the birth,

and Almonaster the fandangos. ]

The desire to arrive as sggn as possible to the fiesta also
has a verse:

Dile a la jaca que anda,

que elegue pronto a la ermita:
que tengg una £é muy grande
en Santa Eulalia Bendita.

[Make the paoy gg faster

3g we will reach the shrine socon;
I have a great faith imn

the blessed Saint Eulalia.]
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Two verses that speak of the popular demonstration of devo-
tion to the Saint by the singing of fandangos:

Por tu gracia y su salerc,
fandangos de Santa Eulalia,
progue hueles a romero,

‘hoy te canta toda Esparia

y te aplaude el mundo entero.

[For your gracia and your salero,

fandangos de Santa Eulalia,

and because you smell like rosemary,

you are sung today by all of Spain

and they applaud you throughout the world.)

Una mafana de mayo

gue se viste de arreboles,

para escuchar tus fandangos
se callan los ruisenores.
Ah, si supieran cantarlos!

|[On a morning in May

that is dressed in sun reddened clouds,
the nightingales become guliet

in order to listen to vour fandangos.
ah, if only they could sing them!]

The Odiel River flows slowly close by the skhrine of Santa
Fulalia in Almonaster la Real. Some praises of the river and
the Saint say:

Santa Eulalia es 1o mas lindo
gue existe en estos contornos.
Una perla trajo Odiel

y se guedd entre nosotros

los hijos de Almonaster.

A orillas del rio Odiel
hay una imagen chigquita
en la que tengo mi fé.
Es Santa Eulalia Bendita
orgqulloso de Almonaster.

La luna tiene a gran gala
alumbras al rio Odiel,
donde viwve la serrana

mas guapa de Almonaster
gque se llama Santa Eulalia.

linda esta tu rivera,
ric Odiel de Santa Eulalia,
con cantos de fandanguillos
vy togues de sevillanas
entre guitarra y palillos

Que

The tradition of the Virgen del Rocic in all of the pro-

vince of Huelva stands out in some fandangos de Santa Eulalia:

Tres cosas de Santa Eulalia
ne las tiene ni el Rocio

y son: La plaza de toros,
el zacolin y su rio.

TU, princesita en un rio,
yo, reina en una marisma;
tu te llamas Santa Eulalia,
y yo reina del Rocio,

la mas bonita de Espafia.

When the image of Santa Fulalia 1s taken rut in the pro-
cession, the following is sung:

Eres chiquita y bonita;
eres como yo te guieroc;
eres una candelita

en una noche de enero
cuando la luna sequita.

—a

PRESS RELEASES

LUPE DEL RIO

by Carclyn Berger

Lupe del Rfo is a Spanish dancer/choreographer of elegance
and sophistication. Her classes emphasize the constant pur-
suit of fine detail and style. She is, as I, a struggling
student -- can well attest to, a perfectionist. A hair's
breadth of discrepancy in the rhythmic execution of one
compas of footwork and one is exhorted to do it again and
again. When it is finally correct . . . the axe falls!

"Mo one will even notice your feet. THIS (gesturing to her
own arched torso and arms) is what they'll see." 5She cocks
a shoulder, tilts the head and neck, releases a subtle floreo
from one hand while with the other she flicks her skirt into
a saucy "5" curve and the zapateado escapes almeost acciden-—
tally from her feet. The class watches. Everybody is pro-
bably thinking, "Forget it, I'm gonna be an astronaut.", but
then we each 1ift, arch, take a breath and try again. Time
seems to stand still. Every Tuesday night one seems to
bring the same limp skirt, the same stubborn feet, round
shoulders, and brittle hands to class. Then a year, maybe
two, passes by and one evening when you are least expecting
it you notice . . . YOU'VE REALLY IMPROVED! And s0 it goes.
New choreography is added to the class work. Adjustments
are made in the old work and everything grows and grows.

Lupe would probably be the first to assure you that she
wasn't born perfected. she too works hard and has per-
formed for many years to attain the qualities which she is
trying to pass on to us. She once said that she had always
wanted to be a dancer. She certainly has attained her goal.
Lupe del Rio has appeared as soloist and leading dancer with
some of the best known Spanish dance artists of the world
including Vicente Escudero and Jose Greco. She founded,
directed and performed with her own company and has danced
before heads of state all over the world. She has choreo-
graphed for west coast Spanish dance artists Luisa Triana,
and Lola Montes, and on a most unusual assignment she choreco—
graphed a Spanish production number for the Ice Capades. At
present Lupe is the director and principal teacher of Dance
Circle Studio in Hollywood, California. She teaches three
levels of flamenco, a castanet class and gives private
coaching and choreography.

It was to this studic that I came five years ago to
begin my study of flamenco. Since that time, Lupe's demands
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for stylistic excellence, for proud and elegant body carriage,
graceful sensucus arms, and accurate rhythmic footwork have
helped to increase my range in tap dancing, softened and
strengthened my ballet port de bras, generally enhanced my
body awareness and improved my sense of structure in choreo-
graphy.

Lupe has contributed choreography to my cwn concert work
for several years, so when I began the preliminary planning
of a choreographers' concert for this coming Dctcber, Lupe
was one of the first choreographers invited to create a work
for the program. She accepted. Her dances were presented
along with those of eight other Los Angeles based choreo-
graphers on October 8 and 9 at Academy West Theatre in
Santa Monica, California.

CARLOTA SANTANA

Carlota Santana made her professional debut with the
Spanisl Dance Company of Carlos de la Camera Ballet Espancl.
Following a two year engagement with the Ballet Espancl, she
performed as sploist, touring nationally and internationally,
with such companies as The Maria Alba Spanish Dance Company,
The Luis Rivera Company, Jose Molina Bailes Espancles and
Rosario Galan, Ballet Espancl. While performing with these
companies she appeared many times at the Jacab's Pillow Dance
Festival. While in New York, Ms. Santana has peen featured
dancer at The Chateau Madrid and has given concerts at Town
Hall and The Village Gate.

Ms. Santana spent a number of years in Spain performing
s soloist in one of Madrid's flamenco clubs. While in
pain, she visited the various regions, studied their folk
ances, and has made them a part of her present repertoire.

In addition to her performing, Ms. Santana has had wide
experience teaching and is presently a member of the Faculty
at New York University. She has taught master classes at
Hunter and Sarah Lawrence Colleges and she gives her lec-
ture-demonstration programs which she believes is important
in helping the public understand and appreciate Spanish
dance.

Ms. Santans is Co-director of

a
S
a

Spanish Dance Arts.

VICTORIO KORJHAN

Spanish dancer and choreographer, Victorio Korjhan, will
appear as guest artist in & concert of Spanish dance to be
presented Sunday, Octcber 30 at 7:00 p.m. at the Weinstein
Auditorium of the National College of Education, 2840 N,
Sheridan Rd., Evanston.
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The concert, "Fuego Espaficl", is being presented by
Teresa Cullen, Director of "Teresa y Las Preferidas", resi-
dent of Spanish dance company of the Ridgeville Cultural
Arts Center of Evangton, and Lila Dgole, Director of the
Spanish Dancers of the Northern Illinics Repertory Dance
Company, Nertherr Illinios University. The two companies
are collaborating in a performance of Spanish regional,
nec—clasgical and flamencc dapre.

Mr. Korjhan has performed as soloist with the Metropoli-
tan Opera Eallet in New York and the Boston Symphony. He
has directed his own Spanish dance company and toured Eurcpe
with them, and has chorecgraphed for United Artists and
Columbia Films. His style catapults tc a level of the highest
state of the art of Spanish dance. Dynamic contrasts of
lyrical attitudes and staccatc heel work leave audiences
breathlessly wanting more.

Tickets are $5.00 for adults; $3.00 for students and
senior citizens. Group rates are available. For tickets
or informaticn call Teresa Callen at (312) 869-5640,

e SR S —
REVIEWS

PACO DE LUCIA:
A PRECOCIQUS MUSICIAN

(Prom: E1 Dia, May 12, 1983; submitted by Victor Gutiérrez;
translsted by Paco Sevillal

Paco de Lucia, composer for the film by Carlos Saura,
“sarmen", that is being shown in the Canne Film Festival, was
a precocicus musician who was playing the guitar at ten years
of age.

The music of Paco de Lucia permeates the film, whose prin-
ciple actor is the dancer, Antonic Gades, drenching it in an
arrogant and emotional sound.

His potent and expressive sound awakens in the film, which
was shown privately in Madrid, a strahge passion and strength
that lasts until the end, but which wculd be impossible with-
put the admirable combination of image, dance, and scenography.

Paco de Lucia has never performed as an actor. As usual
with him., he quickly abscrbed everything he was taught.

"When I was about ten, I was taking in great guantities of
Nine Ricardo’s music; he used to visit my father in Algeciras",
says the Andalucian maestro. "Nifio Ricardo was a maestro with
one ot the most reckless techniquas to enrich the flamenco
gquitar. Finally, I ended up possessing his music, Ffeeling the
fury it contained. 3efore that I studied for hours with my
tzther, doing my first finger exercises under his approving
eve. Inside, he was happy that my brothec, Rambn, and I
would make cur living by embracing the guitar, and not just
due to his love for rusic, but because, in that way cof lire,
would be less difficult for ug than it was for him."

Paco de Lucia made the music of Hino Ricardo speak out
loudly, for his own music and technique often express rage,
passion, delicacy, and indignaticn as well as deminaticon and
authority. His technigue, which glves him the domination and
apthority, has brought to the Adalucian guitar a complexity
and language that it previously lacked. and, although born
of eold traditiocns, his sound is the fruit of many hours of
searching for a new language.

At eight years cof age, he was called "el hijc de la
Portuguesa" [the son of the Fortuguese motber], since his
mother was from the scuth of Portugal, but only a short time
would pass before he would be known as Paco de Lucia.

"I went to Morth Amecica as the third guitarist with the
Spanish classical ballet company of José Grecc. On that trip
I met 3abicas and Mario Escurderc--it was they who encouraged
me to compose my own music and not just repeat the themes of
Nific Ricardo. I stayed in that group for two years, travelling
through Europe, the Philappines and ABustralia, finally becoming
the second guitarist. It was oh my return from that trip that
I made a record with Ricards Modrego, since I still didn't
tave the nerve to make cne on oy own.”

In those times, he was already known as Paco de Lucia. In
wig hands, the flamenes togees began to sound different, full
af syncopaticn and nervous energy. They were erpressed in a
more meledic ianguage, without detracting Zrom the expressive
strangth.

"Improvisation was a constant element in the group organized
by Paco Rebes. In our shows we were always supported Ly dgreat
artists, like Camarcn de la Isla, Juan Lebrijanc and Paco
Ceperc. We moved through Eurcpe, always of traing or in
"sensiones” [boarding houses], sometimes in a hurry, others
with a horrible fatigue from the night before. But it was
cne of the happiest periocds of wmy life, professionally speak-
ing" {this was in 1969].

Afterwards, he began to play scle and hear the first high
acclaims. Ee began to be popular, famous, almost a myth. It
was ir 1970, in the Palacic de la Musica in Barcelona that his
gquitar first created an impression.

PRE
PACO DE LUCIA UPDATE

From: C{orrespondent, Ken Sanders

Paco de Lucia reccrded part of the soundtrack for a new
movie, "Carmen", by Bizet. The movie ig now showing in
the cinemas of Spain and has already won an award, The
magstro has also been spending time in the studic working
oh a new album with Cameron de la Isla.

Pacc, alonyg with John McLaughlin and Al DiMecla will
begin a three-month tour of the U.S. in September. The
tentative concert at the Greek Theatre July 13th, as well
as other previcus dates, were cancelled due to Al DiMeola
suffering a shoulder injury, Pace commented that he played
one of his first guitar sclos ("Malaguefia" de Lecuana) at
the Greek Theatre when he was 12, appearing with José Greco,
and would like tc play there again.

Paco also hinted that he way be bringing his own group
to tour the U.3. around the spring of next vear (1984).

* % k

MUTED SPANISH STEPS

[from: The Washington Post, Sent ancnymouslyl

3y Alan ¥, Kriegsman

Humor, somehow, isn't the first quality that springs to
mind when one things about Flamenco dancing, yet it was a
humorous piece — a witty variant of the "Red Shows" motif -
that provided the first real highlight of a curicusly muted
evering of Spanish dance at the University of Maryland last
night.

"El Zapaters y Las Botas Magicas" was a solo with guitar
accompaninment for dancer-choreographer Tecdoro Morca. It's a
concise fantasy in which the "botas magicas" - magic bocts -
Joad a bored cobbler inte a merry, dizzying bout of dancing,
anly to lose thedir spell as suddenly and mysteriously as
they acquired it. Morea went to fown with the mirthful
transformations: brief as it was, the dance made a complete
little comic playlet.

Mcrca's tourpe - the Morca Dance Theatre — consists of
Morca, his wife Isabel, and guitarist Luis Campos. The troupe
has toured internaticnally: since 1975, they've resided in
Bellingham, Wash., where the Morcas have established a sizable
school and studio.

Their program at Tawes Theatre last night sesmed designed
te exhibit the range and diversity of Flamencs, and in this
it succeeded. First came a couple ¢f works (all the choreo-
yraphy was by Morca) set to warhorses of the classical con-
zert repertoire - Saint-Saens' “Introducticn and Rondo
Capriceiose," and Bach's D Minor Toceata and Fugue (in a
harpsichoed rendering). There followed, along with a few
guitar solos by Campos, three dramatic pieces on different
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cthemes = unhappy love, spiritual penitence and dance fever
(the "magic boots" caper). And completing the mixture were

a number of traditional Flamencoc numbers of varying tempo and
character.

In all this, Teodoro Morca was the main attraction. Isabel
Morca recedes into the background as a performer of rather
limited expressive and technical resources, and Campos seems
not more than routinely competent as a guitarist or composer.
Teodoro Morca has the proud stance, the labile mocds, the
sharp heelwork of an accomplished Flamenco artist, along with
a distinct presence and projection. In the best of his
numbers - his final tempestucus solo, especially - these
attributes 3ll worked together to fine effect. Elsewhere the
impression was on the drab side - heel sounds were muffled
and blurred (perhaps the fault of the floor), and rhythmic
currents oddly stilted. Except for the traditicnal pieces
and the ccmic number, the choreographic inspiration seemed
slight. Strangest of 31l was the relative lack of passion,
in a dance genre best known for its fiery transports.

Moreca 15 clearly a dancer of mettle and substance, but
the weight of the evening fell too heavily on his shoulders
ilone to allow for more than intermittent rewards.

¥ ¥ ¥

ANA MARTINEZ'S FLAMENCO

(Trom: The Washington Post, Wednesday, Ma
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In the opening
forward like a prow.
which she toyed as if it were
which she wrapped herself emphasized the suppleness of the
shoulders and the proud arch of her back, Throughout the
repretory, the controlled action of Martinez's wrists gave
ner arms and hands elegance and power,

Flamenco gowns, with their ruftfles and long trains, are
plendid creations but hide the dancer's legs and unless
itted, also the feet. In order to show her high-step
stamping and an added ronde de jambe, Martinez in the
“Garrotin" wore a white pants suit with matching cap and put
on tomboy airs. On occasion, she even danced with tresses
loosened and swinging. Except for a passing smile, her manner
was reserved until nearly the end of most dances. In the
final flourishes, though, Martinez's temperament was allowed
to surface.
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THE EXTRAORDINARY SUCCESS OF
ANA MARTINEZ AND PACO DE MALAGA
AND THEIR COMPANY OF "ARTE FLAMENCO"

by Walter Seminario

On May 15, in the Lisner Auditorium of George Washingtaon
University, Anz Martfnez presented az show with a large variety
of choreography and costumes and ane more time has the fabu-
lous dancer demonstrated her "arte" full of “pureza y
elegancia”.

Paco de Mﬁlaqa, Mancle Leiva and Nino de Brenes, raised the
audience to i1ts feet with standing ovations for each of thear
soles. I should highlight the performance of José Antonio,
son of Ana and Paco. He is only 1B years of age, with a pro-
minent and futuristic career in the art of flamencc guitar.

ANA MARTINEZ

Jose Antonio, accompanied by his father, Pacu de Malaga, in-
terpreted two solos, "Entre dos Aguas" and "E! Pajaro Campana",
surprising all the audience with botli interpretations. "Ole"
José Antonio.

I also should peint out the presentation of the "Baila-
rines", Manolo Rivera and Roberto Lorca, both having totally
different styles of dancing, and pleasing a wvery enthusiastic
audience of almost 1500 people.

Thank-you Ana, we want to see you more often, and "enhora-
buena" to the Spanish Embassy for this gift that you have
given us, a concert of such high class and professionalism.
ith such fine talents as guitarists Paco de Malaga and
Antonio, and singers Nific de Brenes and Manolo Leiva, the
use of recorded scores for some of the dances seemed unneces-
Also, the orchestral sound »verwhelmed the stamping and

sary.
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tapping. Manolo Rivera's dancing had ample speed and fluidity,
foberto Lorca's elbows-and chest stvle of moving seemed brutal.

The most unusual; and haunting item on the program was the
“Carcelera-Martinete,"” in which the twoc singers called to
Martinez from opposite sides of a darkened stage and she,
parely visible, replied with the music of her feet.

* Kk %

MUSIC Y DANZAS DE ESPANA

by Ron Spatz

On a recent Sunday afterncon in June, the Jose Luis Esparza
dance troupe performed an entertaining series of Spanish and
flamenco dances, featuring José with supporting dancers
Clarita, Malenz Rios, Ana Maria Guitiérrez, Cristobal Maier,
Enrigue Nieves, and Cantaora, Rubina Carmona. Marcos Carmona
provided exciting and upbeat guitar accompaniment.

José began with a solo rendition of "leyenda", followed by
two guitar solos...then a sevillanas with Clarita, Malena,

Ana Maria; La Cana by Jose, Fandangos de Huelva with Malena,

Ana Maria, Cristcbal, and Enrigque, Soleares by Clarita,
Alegrias by José. Marcos and Rubinz performed 'El Cante De
Rubina'. The Company closed with & bulerias.

While the level of performance was excellent and profes-

I feel it was lost on the greater part of the audience,
the reasons being the necessity of sharing the program with

a Y.M.C.A. ballet group, which resulted in an auditorium
filled with kids running up and down the aisles and rude
parents with sguawling infants--once again bearing out the
apparent truth that, with very few exceptions, flamenco

does not mix well with other performing arts. Also, the
distorting sound system did not do justice to Marcos Carmona's
normally excellent sound.

sional,

JOSE LUIS ESPARZA

PAULA PERFORMING IN HONOLULU

PROGRAM IN HONOLULU
by Paula Durbin

The Ala Moana Shopping Center in Honolulu is reportedly
the largest such center in the world. Among its amenities
is a wood floor stage where dance performances are scheduled
for weekends and holidays.

On Memorial Day, May 30, 1983, Bill Doherty's group of
eleven performers offered a program of representative dances
from Spain, as well as from Mexico and the FPhilippines, two
of the countries whose dances most reflect the Spanish in-
fluence. Costumes were mostly designed and constructed by
Doherty or ordered by him from abroad. Soloist Paula Durbin's
wardrobe included costumes by Enrigue de Alzaga of Madrid
and Buenos Aires.

Scattered photographers and several hundred shoppers
appeared to enjoy the show in spite of the nonday sun and
lack of seating.

' B e
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LOS ANGELES JUERGAS

JULY JUERGA

by Ron Spatz and Yvetta Williams

July 9th found us back at the Long Beach dance academy--
Studic 2000, with hosts Joaguin and Liza Felicianc and Oscar
and Virginia Robles. It was a small, but good juerga with
lots of fellowship and participation...more like a party
than a stage show. Maria Morca started things off with a
workshop on palmas. Participating on the guitar were General
Littleton (down from Bakersfield), Carlos Price, Ron Spatz,
yyetta Williams, Kieth Stanton, Joe Amico, John Simpson,
Dennis Hannon, and Roy Mendez Lopez. Dancing were Maria
Morca, Marlene Gael, Liza and Joaguin Felicianc, Katina
yrinos, Sharlene Moore, Rudy Montoya (who supplied some
cante a5 well), Estella Alarcon, and Carolyn Berger.

The donations weren't earth shattering, but were healthy,
and we did manage to scrape out a small donation (§553) for
the Jaleo fund. People whe didn't have a chance te give
extra for the juerga benefit will get another chance at the
Sept. 2th Friday night juerga at the Casa de Espafia, 1B28
pak St., L.A. (3rd flpor of Casa Camino Real Building). Tree
parking and food and drinks will be available. Benite
Palacios will be giving a workshop on flamenco togques star-
ting at © p.m. We have announced before, but it might be
worth mentioning again, any time we have a surplus in the
collection box after eXpenses, we intend to donate iL to the
support of Jaleo magazine.

At the end of the Sept. 9th juerga the Historian's Bock
for the L.A. juergas with announcements and pictures of the
juergas for last year dissappeared. It is a black, vinyl
covered three ring, 84 x 11 binder with plastic pockets
containing pictures taken at each juerga during the past
year.

If anyone sees the book or knows where the book is please
contact Yvetta Williams 213-B33-0567 or Ron Spatz 213-883-0932.
The bock belongs to everycne and we have been bringing it to
each juerga for all to enjoy - please help us to locate it
so we can have it for the future juergas.

i
DANCING: JUAQUIN FELICIANOC, . LEFT TO
RIGHT: DENNIS HANNON, JOHN SIMPSON, ROY MENDEZ
LOPEZ

GUITARIST JOHN SIMPSON AND YVETTA WILLIAMS
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LIZA FELICIANO AND GUITARIST DENNIS HANNON

MARLENE GAEL AND RUDY MONTOYA DANCE TCQ THE
ACCOMPANIMENT OF DENNIS HANNON, KEITH STANTON

MARIA MORCA (LEFT) GIVING PALMAS WORKSHOP

LEFT TO RIGHT: MARIA, GENERAL LITTLETON, CARLOS
PRICE, RON SPATZ, YVETTA WILLIAMS, MARLENE GAEL,
KEITH STANTON, JOE AMICO

OCTOBER JUERGA

A special juerga has been arranged for Sunday, Octcber 9th,
starting at noon at the home of Juana Escobar, 1050 5. Oakland,
Pasadena. Phone 213-793-6277. Juana will give a workshop on
how to express your emctions and self in the dance.

Take Ventura Preeway (134) to 210E off at Marengo, South
to Glenarm, left on Glenarm, left on Oakland. Bring chair or
pillow, warm clothes and food to share.

X % k
DECEMBER JUERGA

We will return to the Sevilla Restaurant, 1517 W. Carson
5t. in Torrance, for our December 10th juerga. If you wish
to partake of the fine Spanish cuisine prior teo the juerga,
make dinner reservations by calling (213) 328-2366. To reach
the restaurant from Harbor Freeway Scuth, exit at Carson St.
and go West on Carson. Restaurant is between Normandie and
Western. If you are going North on Harbor, exit at 220th St.,
go North on Figuerca and West on Carson.

For further information on Los Angeles juergas contact
Yvetta Williams 213-833-0567 or Ron Spatz 213-883-0932.

- ANNOUNCEMENTS

Announcements with the exception of classified ads are free
of charge to subscribers. They will be placed for two
months if appropriate and must be received by the 1lst of the
month prior te their appearance. Include phone number and
area code for use in the DIRECTORY. C(lassified ads are 51.00
per line (each 2 words) for each manth they appear. Make
checks pavaple te JALEISTAS and mail to JALEG, PO Box 4706,
San Diego, Ca 92104.
JALEDO CORRESFONDENTS

1f you would like to assist JALEQ by acting as a corres-
pondent for your city, please contact our PO Box and let us
know. We need to have an update at least every two months.
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updates

WORKSHOEP IN CANTE FOR BEGINNERS will be offered by Rubina
Carmena in 3 parts in Los Angeles. FPart ¥ Friday B-10 p.m.
on the 29th of October, and will cover jaleos with palmaa.
Part II 3-5 p.m. Saturday the 30th, covering the type of
material that can be aprlied immediately at juergas, such
as gsvillanas, fandanges, etec. Fart 11T will be held the
same day at B~10 p.m. and will show the supportive rela-
tionships between baile and cante. The cost for all three
parts is $40, or $15 for single sessions. Rubina has 15
vears experience at cante and baile both in America and
Spain, 5he basg studied cante under such greats as
Eernarde sl de los Lobites and Joselers de Mordn. hAnycne
interegted in attending or wishing more informaticn may
reach Rubina at (213) &60-3063.

concerts

ZORONGD FLAMENCO will be performing in the La Zambra room
at "Geprge is in Fridley" at 3720 East River Rd. on Oct.
7B, 248 15, 21 & 22, 2B & 29, The show which also in-
cludes criental dancing begins at B:30. Call 781-3377 for
reservations, $5.00 cover.

ARTE FIAMENCO CANCE COMPANY with bailacra Dianz Solano and
cantaora Faly de Cadiz and guitarist Jose Solano will per-
foxrm on Hov. 4 ax the Pertland Art Museuwm, 1219 SW Park,
and Nov. 26th at Lincoln Hall Theater, Portland State
Univeraity, 724 5W Harrison, Portland, Oregon. For infe
call Diana Solanc at (5Q3) 647-52Q02.

RODRIGO AND PACO SEVILLA in concert, Thur. Qck. 13, 7:30 at
the Mathis Community Cultural Center, 247 so. Kalmia 5t. in
Escondido, CA. cCall (619) 741-46%1. They may also be
heard at Drowzy Maggie's, 31at and Uniwversity in San Diego,
CA on Oct. & 23, {619) 298-B524.

GENE ST. LOUIS FLAMENCO GUITARIST will present a concert of
classical and flamenco pieces at Carnegie Recital Hall

154 West 57th St. in ¥ew York on Oct. 10, 8:00 p.m.

SABICAS in cencert Oct. 14 at the Town Hall, 123 west 43rd
5t., Wew ¥ozk City-

FUEGD ESPANOL, a Spanish Jance toncert, will be presented
Sun. Jct. 30U, at 7:00 p.m. at the Weinstein auditoziun of
The Mational Ccllege of Education, 2940 N, Sheridan Rd.,
Evanston. "Tezesa y Las Preferidaa", resident Spanish Dance
Company of the Ridgeville Cultural Arts Center of Evanatan,
and "Lila Dole y Spanish Dancera" of the Northern Xllinios
Repertory Dance Company, Northern Illingis University in
De¥alb, ¥llinios, will perform a program of Spanish regional,
neo-classical and flamenco dance. Also appearing will be
special guest artist, victorio Korjhan. Tickets are $6.00;
$3.00 for students and senior citizens. Group rates are
available. For info call 312/B69-546Q.

MARIO ESCUDERO in concert Peb, 3, 1984, at the Town Hall,
123 west 43rd St., New York City.

classitied

WANTED FLAMENCO RECORDS! Call or write M, Sherbanee, 5329
Horwich Ave., Van Nuys, Ca 91411, (213) 7B9-14521.

MANTONCILLAS (SMALL MECK SHAWLS) FDR SALE: Spanish made,
trianguler rayon shawls 46" x 19" with 24" frainge -~ $20
and €6" x 19" crepe with 22" fringe -~ 522 (red, hct pink,
dark blue., green) Y. Williams -- THE 5EA, 305 N, Harbor
Blwd., San Fedre, CA 90731 (213) B3l-16%4).

CASTANETS IMPORTED FROM SFAIN ~~ orofessional guality,
brown granadille $25~%30, black granadille and ebony
$36-%545, fiber 555-$85, sizes 5-6-7-B. Student models
511. v¥. williams, THE SEA, 3D5 M. Harbor Rlwd., San
Fedro, CA 50731 (213) 831-1654

CLASSICAL~FLAMENCO GUITARS - - student and professional
models — Ramirez, kono, Contreras, Marin, Flores, etc.

~= Kenneth Sanders (7141 499-4961

ROSA MONTQYA'S BAILES FLAMENCOS has been chosen tc be part
zf the Calif. arts Zpuercil's dance tguring prograr 1383~
1884, The company conesists of 7-17 perfurmers and oresevcs
poth flamenco and class:cal Spanish dance. Contact: Connie
Freeman (415} B824-B844 ar {415) 2B5~3154 ~- 267 Teresita
Blvd., San Franciszo, CA 34127,

SUITAR MUSIC AVAILABLE: Music of many top artists, both
modern and old style, transcribed by Peter Baime, 1100 W.
River Fark Lane, Milwaukee, WI 53209.

FOR SALE: Music by Mario Escuderc and Babicas, plus complete
Tine of guitar supplies (strings 1/2 price). The Blue
Guitar, see ad for location.

PANADERDS FLAMENCCS by Esteban Delgado recorded by Faco de
Lucla -- accurately notated sheet nusic: $2.75 in USA, $4.5C
foreign, Southwest Waterloo Publishing Co., 670E Beckett
Rd., Rustin, TX 7BT749.

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

GUITARISTS AND GUITAR STUDENTS WELCOME to accompany dance
rlasses, San Diego area. cCall Juana 440-5279 before Ea.m.
BACK ISSUES OF JALEQ AVAILABLE: veIl. I no. 1 to € $1.00 each.
Vol. I no. 7 to 12 $2.00 each, vol. II, III & IV no. 1 to 12
52,00 each, and Vol- V¥ ard 91 igsues 52.50 each. (Add $1.00
for cverseas mailing.)

DIRECTORY

australia

FLAMENCC ENTERTAIWMENT

Cosmos Inn (Adelaide) Q5-51-2257

canada

DANCE INSTRUCTICHN

Maximillano (Toronto) 463~B948

spain

FLAMENCD SHBES

FE. Menkes (NMadrid) 232-1036

FLAMENCD COSTUMES

H. Merkes {(Madrid) 232-103¢

U.s.Q.

new york

FLAMERCD ENTERTAINHENT

La Mancha (Brogklyn)

El Rincon de Espana 212/344-5228

El Castellano (Queens; no phone

DANCE INSTRUCTICH

Loretta Celitan {Long Islandl 516/724~663B

Mariquita Tlores 212/582-3350

Victorioc Korthan 312/827-7220

Esceban de Ledn 213/724-4913

Eobby Lorca 212 /666-5107

Jerame Mirhel 212/222-4937

Jose Molina 212/24%-9504

Liliana Morales 212/4732~1345

Estrella Morenc 213/345-9504

Carmen Rubio 212/563~-0186

GUITAR INSTRUCTIDN

Mario Escudero 212/5B6-6335

Michael Fisher (Ithaca) 617,/257~-6615

new jersey

DAMNCE INSTRICTICH

Yolanda Ternandez 201/B&1-8316

pennsylvania

FLAMENCO ENTERTAINMENT

Meson Don Quixote 215,/925- 1889

GUITAR INSTRUCTION

Carlos Rubio 2:5/732-9610

DANCE INSTRUCTIDN

Camila Erice (Harrisburg) Y.M.C.A,

Julia Lopez 215/925-1889
1 Ll -

\flrs;lf\l(l

DAMCE IRSTRUCTION

Haria (Virginia Eeach/Norfolk) B804 ,/467-1509

Ana Hartipsz 703s931-0324

Ka ,uel Pena [Spanisk Dance Center) F03/527-3454
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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.)
Ana Martinez

Raquel Pena (Spanish Dance Center)
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 hpdreu

m innesota

FLAMENCO ENTERTAINMENT
Senor T's

GUITAR INSTRUCTION

Michael Hauser (Minneapolis)
Michael Ziegahn

DANCE INSTRUCTION

Suzanne Hauser

FLAMENCCO COSTUMES

Jo Ann Weber

illinois
DANCE INSTRUCTION
Ridgeville Park District (Evanston)

texas

FLAMENCO ENTERTAINMENT

La Mansion del Rio (San Antconio)
DANCE INSTRUCTION

Anita Mills-Barry (Dallas)
Ricardo Hidalgo (Dallas)
Teresa Champion (San Antonic)
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

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
612/825-2952

333-8269.

612/291-2889

312/869-5640

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

512/922-0564

505/988-4340
505,/983-2914

© 722-0054
333-0830

303/733-4015
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oklahoma

GUITAR INSTRUCTION
Ronald Radford (Tulsa)
DANCE INSTRUCTION
Jimmie Crowell

washington

DANCE INSTRUCTION
Morca Academy (Bellingham)

" La Romera (Seattle)

Maria Luna (Seattle)

Josela del Rey (Seattle)
GUITAR INSTRUCTION

Gerardo Alcala (Bellingham)
Joel Blair

oregon

FLAMENCO ENTERTAIMMENT
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)
Dulcinea Restaurant (San Mateo)
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)
Ken Sanders (Laguna Beach)
Juan Serrano (Fresno)
Anita Sheer (Los Gatos)

Rick Willis (Placerville/Sacramentoc)

DANCE INSTRUCTION
Adela (San Mateo)

(San Jose)
Rosalie Branigan (Montclair)
Paula Reyes (New Monterey)
Carmen Chevere (Newbury Park)

FLAMENCO COSTUMES
Adela Vargara (San Mateo)

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

Ricardo Peti (Carmel Highlands)
CANTE INSTRUCTION

Concha Duran

Isa Mura

918/742-5508

946-2158

206/676-1864
206/283-1368
206/323-2629
206/325-2967

206/676-1864
206,/671-6268

223-0743

503/282-5061

602,/995-1402
602,/841-0028
. 602/624-9258

602/745-8310

602/624-7979

408/378-1545
415/579-2500

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

408/429-8476
707/642-5424

408/733-1115
714/499-4961
209/439-2410
408/723-0354
209,/245-6095

415/341-4484
408/292-0443
714/624-5501

375-6964
805/498-0264

415/351-4§Bl

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
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FLAMENCO COSTUMES
Raquel Lopez

los angeles

FLAMENCO ENTERTAINMENT

Cafe de la Paella

Lares Cafe (Santa Monica)

El cid
El Paseo Inn

Espartacus Restaurant

Fez Nightclub

Las Brujas Restaurant

The Intersection Folk Dance Center Rest.

Sevilla Restaurant
JUERGAS

Yvetta Williams
Ron Spatz

ACCOMPANIST FOR DANCE & CANTE

Eduardo Aguero
Marcos Carmona
DANCE INSTRUCTION
Roberto Amaral
Pedro Carbajal
Rubina Carmona
Manuela de Cadiz
Concha Duran
Carmen Heredia
Maria Morca
Oscar Nieto
Sylvia Sonera

Juan Talavera (Whittier)

Linda Torres (San Gabriel)

Elena Villablanca
GUITAR INSTRUCTION

Marcos Carmona
Gene Corderoc
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)

213/831-1694 or

415/924-5908

213/996-3508
213/828-9205
213/668-0338
213/626-1361
213/659-2024
213/666-6137
213/667-9587
213/386-0275
213/328-2366

213/833-0567
213/883-0932

213/660-0250
213/660=-9059

213/785-2359
213/462-9356
213/660-9059
213/837-0473
213/223-1784
213/862-1850
213/386-0275
213/265-3256
213/240-3538
213/699-9855
213/262-7643
213/828-2018

213/660-9059
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

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

CASTANETS

MAIL ORDER

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 COSTUMES

Adela Vergara - 1825 Echo Ave., San Mateo, CA 94401
Made in Spain, $150 including postage & handling

FLAMENCO SHOES

H. MENKES - Mesoneroc Romanos, 14, Madrid 13 Spain
(Shoes 5,000 pesetas/boots 7,000 pesetas - send
measurements in centimeters)
GUITARMAKER'S SUPPLIES

ALLIED TRADERS - P. O. Box 560603, Kandal Branch, Miami,
FL 33156 (Catalog free)
DEVOE LUTHIER SUPPLIES - Box AA, San Jose, CA 95151
Send S.A.S5.E. for price list
MANTONCILLAS (small neck shawl)
THE SEA - 305 N. Harbor Blvd., San Pedro, CA 90731
Rayon, 24" fringe 520/crepe, 22" fringe $22

Finest tonewoods

SUSTAINING MEMBERS

Your tax deductible contributions to the Jaleistas organi-
Contributors will be listed
on the inside cover of Jaleo for a period of one year under
the following categories:

zation are gratefully accepted.

i $ 50.00 - Malaguena
san diego s -
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Drowsy. Maggie's i E
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