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MARIO ESCUDERO
INTERVIEWED FOR JALEO BY EL CHILENO

1 met Mario Escudero in Los Angeles during a brief con-
cert tour he did on the West Coast in 1980. At that time,
I expressed an interest in interviewing him for Jaleo and he
readily agreed. But it wasn't until more than a year later,
in New York, that the opportunity arose.

Our conversation took place in his apartment. Mario is
an extremely affable, open and friendly individual and is
an articulate and enthusiastic conversationalist on the sub-
ject that has made him a giant among giants: the flamenco
guitar. After a few hours in his home, we adjowmned to a
local pub to continue talking right up until time for my
flight back to Washington DC. I left with not only several

hours of taped conversation, but with the feeling of leaving
a very old and dear friend. We spoke execlusively Spanish
in this interview, although Maric speaks English guite well
and i= fluent in French.

J: Which strings do you prefer?

M: Well, I adapt to anything. I use La Bella or
Augustine, or the new one, Flamenco Supreme, which is very
good. Scme last a little longer than others, but the sound,
in general, is good in all of them today. They are all
machine made, s0, in reality, it depends on the machine and,
for example, La Bella and Augustine may have the same
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machine. Then, the materials are all supplied by manufac-
turers like Dupont, in rolls---almost completely made; all
that remains is to cut them and wind them. In reality,
there is very little human intervention.

J: Do you mix your strings? Some people mix Savarez
basses and lLa Bella trebles, for example.

M: Si! Savarez basses are very brilliant, very good,
Sometimes we use the black ones (La Bella trebles) because
they are more consistent; some people like strings hard
tension, others softer. To each his own. Personally, I
have no favorites. I use anything. They're given to me
anyway. 'Al caballo regalado, no se le mira el diente.'
(Don't lock a gift horse in the mouth.) I don't know what
it is to buy strings. The day I have to do it, I will feel
very strange. The manufacturers want us to use their
strings because, when you go somewhere, people ask what
kind of strings you have, and that is good publicity.

(Mario continues while tuning up a guitar) Sounds
doesn't it (Jokingly)? Like a wet cork? Look at the
they put on it! (He shows me the label inside, which
"Escudero”) Someone brought it to me a long time ago.
it 15 all beat up. They put names on their gquitars like
"Sabicas" or "Segovia"; there 1s even one, from Japan maybe,
that is called Cérdcba, but here they call it Cordéba. I
keep this one arcound because it is good for giving lessons.

J: What guitar do you normally use, Maestro?

M: Well, I have a Ramirez and this one is a Conde
Hermanos. I play a Tamura, made in Japan, in my concerts—
"me va bién!" (it suirs me well!). Also, when you travel,
you don't want to take a chance, you understand? They get
banged or lost. I have a very good guitar case and nothing
has ever happened to it. Onece it got lost for a while and
I said I wouldn't leave until it showed up. The guitar was
in St. Louis or somewhere. They had made a mistake, but it
finally turned up. If you pay for an extra seat for the
guitar every time you fly, it will cost you a fortune by the
end of & tour. So, I travel with a good guitar, but cne that
I can lose without having a heart attack.

good,

name

reads
Now

J: Do you have a guitar that you particularly like?
M: Sf! I have a Santos Herndndez guitar, that I never
uge. I also have a Manuel Ramirez, the old Ramfrez, the

grandfather of the current Ramirez. T have a German Hauser
guitar. But they stay safely at home. If I have to take
one of these instruments te Spain, then I will pay for an
extra seat. But I only do that once. If you take twenty
different flights a year, then in two years you will have
spent a fortune.

J: How does one learn to accompany baile and cante?

M: You start out accompanying one person and then, later,
another. Each one has his way of expraessing himself, little
details that you begin to learn. It has to be, as we say,
within the rules, the rhythms. All we can do is teach tech-
nique and variations, that sort of thing. Many pecple have
come to me and want me to teach accompanying. I ask them,
"Can you sing?" They say, "Ne." I say, "I don't either, so
Besides, I know of seventy styles
There are singers

what will we accompany?"
you have to follow the voice.

of soleares;

P
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with greater strength who stay longer on a certain tonality.

J: Do you have some American students who play well?

M: There are some who are very promising. It always
helps to be in the ambfiente, which you can't have here like
you do in Spain.

J: Can you tell us something about your development on
the guitar?

M: The guitar was my toy when I was a child. I began by
playing with it rather than playing it, if you know what I
mean! I was born in Alicante into a gypsy family. When the
"movimientos" (political) began in Spain, we left and went
to live in France, where I spent most of my childhood. We
travelled all over France, Switzerland and the Netherlands.
Afrer the way, we returned to Spain, to Madrid, where I met
El T{oc Montova--Don Ramén Montoya--and Nific Ricardo. I met
Ramdn in one of those colmaos flamencos, places where the
rich sefiores had their fiestas with the guitarists and
singers; the fiestas, or juergas flamencas, were held in
rooms called "reservaos.” Pues, I met Ramdn Montoya in
La Villa Rosa in Madrid. I believe it still exists, but as
a tablao--back then it was only used for private juergas.
They still had some tablacs in the style of the ones of
Silverio Franconettli or El Burrerc de Sevilla. But I grew
up in the ambiente of the juerga. My father played the
guitar, as did an uncle of mine. My mother was a profes-
sional singer, not a cantaora flamenca, but sang canciones
like Conchita Piquer or Sarita Montiel.

As a child, I spoke French with the other kids, in the
street, in school, and even with my mother. When we went
back to Spain, it was hard for me. I went to schocl a little,
but not very much, because we were always moving.

I was still a child when I was introduced to Vicente
Escudero in France, where he was considered an idol and
developed himself as a dancer. When I was little I would
call him Don Vicente, or Sefior Escudero, and cne day he said
to me, "I am neither Don Vicente, nor Sefior Escudero. I am
El Tio Vicente!"

So, from that time, he became El Tio Vicente to me. He
was not a gypsy of course, but he admired the gypsy culture.
Because we spent a great deal of time together and had the
same name, people often thought we were related, but we had
no bleed ties. I am very indebted to him because he was the
first to encourage me to go on stage with him, on the best
stages of Europe, where he took our art with great dignity.
He had an artistic dignity and a no nonsense attitude toward
our art that demanded respect. Hombre, artists are not gold
coins that are admired egually by everybody. Some people
like our art better than others. Some liked Vicente a great
deal; others did not, but what we must recognize is the
great work of that man with respect to the manner in which
he presented his art. You can be a great dancer, a great
artist, but if you do not present it with respect, with
"categorfa” (high class, quality), then it is something else.

50, I passed through the flamenco juergas, the Villa Rosa
and Los Grabieles, where Antonic Chacén, José Ceperc, and
other greats of the early 1900's had alsoc gone. I call that
the “"flamenco university."

: Did you study guitar?

M: I met Daniel Fortea, maybe you have heard of him (a
classical guitarist). He was a disciple of Tdrrega. He
passed away not too long ago and was an older man when I

2
M

met him. In the Madrid of my youth, the gquitar was guite
prominent, both classical and flamenco. I met Regino Sainz
de la Maza. In France, I met Don Emilio Pujol, who I beljeve

passed away not too long age, and his wife--both beautiful
people. He was a recognized master. I didn't study with him,
though, as I was just a child when I met him, and, later,

I never had the opportunity, I was always working, on tours,
travelling with folkloric companies.

J: What was your first job as a guitarisc?

M: Pues, we could consider my first real job to be when
I worked with Estrellita Castro, a famcus Spanish artist,
Actually I'm not certain whether the first was with Estrellita
Castro or with Vicente Escudero, There were other groups
also.

J: How about with Ramén Montoya?

M: 1 just worked with Ramén Montoya in El Teatro Espafol
in Madrid, along with Vicente Escuderc. Don Ramdn played
solos, and I played for the cantaor Jacinto Almadén and
Vicente Escudero. 1 also worked in companies of "dpera

(Continued on page 21)




JALEQ - OCTOBER/NOVEMBER 1983

PAGE 5

LETTERS
GREETINGS FROM FINLAND

[Editor: The following note and photo were received from a
new Finish subscriber. Jaleo's sphere of distribution has
been growing gradually over the past six years and now has
subscribers in seventeen countries: Canada, Mexico, Costa
Rica; ten European countries: New Zealand, Australia, Japan
and Hong Kong.]

Greetings from Finland to all the aficiondos of flamenco!

(The guitar is Hermanos Conde and the piece is "Campifia
Andaluz" -- alegrias de Sabicas).

Jussi Parikka

Helsinki, Finland

A PLEA FROM POLAND
Dear Sir,

Excuse me please my daring and writing to you, but I have
the great regquest to you. I ask you very, very much - if
you are so kind - would you like help me and send me free of
charge, as your special gift to me - copies of your flamenco
magazines - maybe any back issues copies. I am young
guitarist interested in flamenco. It is impossible to get
in Poland such publication (magazine and music) I have not
money to pay you. I will be also wvery, very grateful if
perhaps anybody will help me and send me any albums with
flamenco solos for guitar. Help me please Dear Sir.

I remain with my kind regards and best wishes to you. I am

Sincerely yours,
Rysard Panionski
Krynica %, Poland

[EDITOR: Jaleo cannot afford to send complimentary sub-
scriptions and back issues overseas but we will be happy to
set up a fund for this purpose if any of our readers would
like to donate toward Ryzard's subscription. Overseas air
mail subscriptions are $32.00 per year and back issues range
from $2.00 to $3.50 to mail overseas. Music could be for-
warded to us for mailing with his Jaleos or we will send
Ryzard's complete address if someone wants to send him some-—
think directly. I would think that cassette tapes of records
would be appreciated too.]

NEWS FROM FRANCE

Hi Jaleo,

I pend you here some pictures of the flamenco artists.
Next time I'll send you an interview with the young flamenco
guitarists - they are 16, 17, and 18 years old.

Flamenco News from Paris:

The lst flamenco festival in Paris {l4th Octcber) was
very successful. Two thousand seats were sold out. The
aficionados were glad with the artists of qualities:
Manuela Carrasco and her "cuadro", Enrigue Morente, Juanito
Villar, Carmen Linares, Juan and Pepe Habichuela and Juan
Carmona. The organization, Tony and Evelyne, were happy.
They plan to invite Paco de Lucfa and Pepe de Lucfa faor the
2nd flamenco festival in Paris. Ole! Bravo!

Best wishes to Jalec. I enjoy the articles of Ken Sanders.
Keep going on!

Ho Tong Hanh
Paris, France

[EDITOR: Ho Tong's pictures of festival performers may be
found on pages 26 through 28]

ON TOUR IN THE SOVIET
Dear Jaleo,

I am writing from the Soviet Union where I am currently
on tour in (?) close to Siberia. I will be going to
Leningrad, Tallin and Moscow where I will be staying for a
while giving classes in Spanish dance to the Bolshoi Ballet.
Then over to Bulgaria also to give concerts and classes to
the ballet there.

Warm regards,
Pilar Riocja

APPRECIATION FROM SPAIN

[The following letter from Manolo Marin to Paco Sevilla is
reproduced here as the message is cbviously one that will be
appreciated by all of his friends in Americal]

Querido Amigo Paco,

Espero que te encuentras bien y con mucho animo para el
trabajo y la lucha cotidiana. Yo estoy estupendamente y con
muchas ganas de bailar y de hager cosas, porgue la gira en ’,
los Estados Unidos me ha inspiradc mucho y siempre guardare
un recuerdo extracrdinario de esos dias. Sinceramente, he
conocido alli perscnas maravillosas que han tenido para mi
miles de muestras de admiracién y de carifo, y he visto cosas
tan bonitas, que tengo que decir, como dicen los franceses,
"Coup de chapeau" para America.

Luego me ha parecido increible y estupenda ver la a.fu:lcm
que manteneis allf, aun estando tan lejos de Espana y_del
ambiente, y quisiera deciros a todos vosotros que lo finico
que os falta es eso, un poco de ambiente, porque mi punto
de vista es que el flamenco no tiene fronteras, scbre todo
en el baile y la guitarra. Animo Amigos! Pero hay que
trabajar durc en el flamenco, y todas las ramas del arte no
son cosas faciles y no basta decir, "me gusta" hay que ser
apasionado y trabajar mucho.

Me gustaria que publicaras una lista de las personas a
las que quisiera dar las gracias. WNo puedo dar todos los
nombres porque le lista seria muy larga, perc a todos estoy
muy agradecide:

[See list after English translation]

Dear Paco:
I hope'you are well and have much enthusiasm for work and

the daily struggle. I am feeling stupendous and with much
desire to dance and do things, because the town of the
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United States has inspried me greatly and I will alwaya
treasurs the extraordinary memory of thoaa days. Sincsrely,
I mat marvilloue pecpla there who demonstrated in thousands
of wayg their admiration and affection for ma, and I gaw
such beantiful things that I have to say, as the French say,
"Coup de chapean" (I guass that means "hats off"] to tha
Americans.

And then, it seemed incredibla and stupandous to me to
gee the aficion that you maintain there, even thaugh yau are
so far from Spain and the flamenco atmosphere, because my
point cf view ip that flamenco has no borders, especially
in ths dance and guitar. Amigos! But you hava to work hard
at flamence. HNo branch of the art is easy, and it is not
enough to say "I-like it;" you have to be passicnataly in-
volved and work hard.

T would }ike it if you wonld publish a list of the people
who I wonld like to thank. I can't give all of the sames
becauss the ligt would be very long, but I am very thankful
to everyone:

San Diego: Paco Sevilla, Juana de Alva, Magdalena Cardeso,
Jeanita Franco, Victor Sote.

Los Angeles: Rolando Y Timoteo, Catharine Vrinos, Lec
Markus, Marcos Carmona, Lourdees Rodriguea.

Sesttle: Marcia "La Romera", Jose M. Martinez, Isa Hura,
Ltuisa Dale, Qacar Nieto.

Minneapolis: Gine y Barbara Roche, Joanna Weber, HMartz del
Cid, Lewis Christensen.

And all the people who studied with me and I had the luck

to ko,
Un fuerte abrazo,

Manolo Marin
Sevilla, Spain

% % %

MANOLO MARIN IN MINNEAPOLIS
Dear Jaleo:

I just returned from a fantastic week of classes with
Manclo Marin in Minneapolis and feel obligated to take this
time and space to acknowledge my appreciation of Paco
Sevilla's aficidn and organizational talents in bringing
this wonderful man to us. Having dene similar promoticmal
work on a far smaller scale, I know how much enargy aed time
ik invested in coordineting people and places, and how much
caoncentratioe to detail is needed to ensure success. I am
sure I am cee of many who would like to thank not only
Pacc, but the local organizers in the various sponsoring
cities, for making this opportunity available.

The seminar was everything I had hoped for and moke -
funky, no-frills flamenco. Mancle is a driving, no fonseese
teacher who demands of his students an involvement ang
energy equal to his own. Getting the steps was the least
expected of us -- there was the strengthening of those
stepa, cleaning them, coloring them, and then being alert
to all the nuances of body movemant that accompanied them.
what I appreciated most about Manalc's material is that it
is 50 all encompassing -- although the steps are taught in
2 routire format (as they must be to be absorbed), they are
not routines. His pasos por tangos fit very naturally
into any tangos, his bulerias are applicable to any bulerfas,
and a humber of movemsnts are jnterchangeable among dances,
as he often demonstrated. Toward week's end this approath
was put to the test as we danced to his cante, spontaneously
lengthening or shortening the number of times a ¢ertain step
wag performed, according to the phraeing of his latrag,
which always seemed to vary. The end result was a feeling
that one had truly merged with the movement and flowed, as
an individual, into the dance, It had become something
natural and of ourselves. Dne class would have been worth
the trip -- a whole weak’'es worth was an incalculable trea-
sure.

And impossible to anticipate was the hospitality ang
warmth of Minneapolis' flamento community, whose camera-
derie extended well beynnd the confinas of the studio —
the fabuloua dinner at Joanne's; joining Val to perform with
Mike and Tony Hauser; lunch and a play with Maureen: after

class beer and sandwiches at Martha's -- thank you, all of
you, for making ae feel so welcome. Aand a special thank you
to Luis, our guitarist for the semjnar. Even when we were
at our most exhausted and felt we couldn't do one mare step,
his forceful toque was there to bouy us up.

Pinally, I need to mention ona very special perscn, the
seeinar coordinator and my hostess, Barbara Roche, who is
at once a brand naw and very dear old friend. She and hex
super 5 year-old daughter, Gina, openad their home tc me as
well as Manoic, and I cherished every moment of my stay
there: The long, late night talks at the kitchen table be-

cauge we were too agltated from class to sleep, the freguent

practice sessices that cften Began ip the kitchen and wound
up in Barb's basement studic; the crossword puzzleszs {we're
both fanatics); the night Barb's Aunt Prancine, a delightful
French-Canadian singer, dropped by aed instigated a songfest
around {where else?) the kitchen table; the day we escaped
to the oocuntry and rowed around (and aropund and arcound!} the
beautiful 5t. Croix River; lolling arpund on the warm, sandy
bankz ef the Mississippi after clags, with Manolo singing
about the Guadalguivir. And Mannlgls bulerias.

To =ay it was fun is like saying & trip to the mocn
would be amusing. It was heartbreaking te have it end, but
I know from experience that there will be other times. Aand
there is consclation in knowing that we are all inhabiting
this planet within the same lifetime. I am ona vary grete-
ful flamenca.

Marta del ©id
Alpharetta, GA

[See article and photos on Manolo paga 19.1
* % *

PRAISE FOR THE BALLET NATIONAL

Dear Jaleo:

I found it a great pleasure seaing the Ballet Macicnal
Espaficl and I would like to¢ say that the "Flamenco Sulte®™
was a refrashing trip into the world of fine flamenco. I
see that flamenco has gone full eclrcla and I am mainly
talking about the twe Female soloists who performed here
in Seattle., It wae like seaing La Macarroma jin style or
Pilar Ldpez, becaunse they both danced with such gracia,
using the essence of flamenco tradition, even down to the
old style jida in the alegrias. (I remember when guitarists
laughed at it in Spain in the early seventies). It was also
refreshing to see two such dancers who knew how to use the
bata, very seldom grabbing it like the weekend laundry, and
not trying to be another Carmen Amaya in pants and going
one hundred miles an hour in their footwork. 1t was so
great o see and hear Talegdn, as he ¢an make a cuadro, al-
most by himself. Also, hearing such fine guitarists was
such 2 pleasure. It was great to see Luis Carmona
(Habichuela) with whom I worked in the Cafe de Chinitas.

All in all, I felt that my faith in heautiful flamenco has

a great deal of strength in regards to its future with the

up ard coming artists. A full circle. Yes, a full circle,
zack to the roots, back to the art with inktegrity. It was

a short suite, but fine, and that goes for all of the artists.
It is inspiring tec see my old friend Paco Romero, who had
beer dancing before many of today's young artists were even
zorn, dancing with such strength and style. I know that they
left this area with many a new audience ready and willing to
see fine Spanish dance, music and song, a whole new flamence
sublic. Gracias.

Teo Morca
Bellingham, Wh

¥ O¥F ¥

ZAPATEADO DE ESTAMPID STILL VERY MUCH ALIVE

Dear Jalec:

Thank you for sending me the “March" issue of Jaleo that
I never recgived and finally was able to read today. Let me
start off by addressing myself to "the Shah of Iran" and his
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very interesting "Footwork Notations" that appeared on page
17 of that issue. He mentions in his first paragraph "what
flamenco dancer has not heard of the celebrated zapateado of
Juan El Estampic? Yet, who alive today can tell me how it
was danced?"

I was very surprised by that comment because there are
still those who keep faith with the original version teo the
absolute last detail, and I have been teaching it here at
the Spanish Dance Center in Arlington, VA, for years. How
I learned it and was able to verify that it is the exact
same as the one taught in his classes is wery simple. My
husband, Fernande Sirvent, played for the classes of Estampio
for vears (his teacher Manolo Bone [Bonet?] was Estampio's
guitarist from the time when Estampio was still an active
dancer and later played for his classes. Fernando, as a
young student, received his first training for playing for
dancers at this studieo). Fernando always talked to me about
the zapateado of Estampfo and remembered that the star pupil
of Estampio was Pacita Tom&s (she went on to become one of
the leading dancers in Spain and always danced Estampic's
zapateado and his famous alegrias). We contacted Pacita in
Madrid, where she has a very active studio and at times still
performs. She is on the top of my list when I send students
to Spain to study. (I also recommend very highly Ciro, Paco
Ferndndez Azorin, Martin Vargas and Merche Esmeralda.) pacita
.and her husband Joaquin Villa are especially good for students

who are learning; their classes are very pure, taught in
the style of Estamplo and Pericet and personal corrections
are very much a part of how they teach. They teach in their

home tight behind the Plaza de Toros in Madrid. If you
would like to contact them here is thrir address and phone.
"Academia de Baile", Calle Luis Diaz Cobena 10, Madrid 28.
Phone: 256-0694

Getting back to the zapateado of Estampio, I learned it
years ago from Pacita and, I use it not to perform, but as
a daily exercise for the complete warm-up of the feet. It
consists of seven groups plus the campanas and ending. My
students are also getting a tremendous benefit from it and
they will be performing the complete zapateado at a concert
they are giving on January 29th (at the Dance Place). I
strongly recommend that anyone really serious about Spanish
dance should make every attempt to learn this "gem" and use
it as a daily "wvitamin" pill for strong clean MUSICAL feet..

Con muchos recuerdos,
Raguel Pefia
Washington, DC

¥ ¥ ¥

MATILDE CORAL SUMMER DANCE COURSES

Dear Jaleo,

Matilde Coral gave me the enclesed information about her
summer courses in Sevilla. I pass it on to you for the bene-
fit of those of your readers who may be interested in study-
ing with one of the major dancers and choreographers of
flamenco this country has produced.

INTENSIVE DANCE COURSES -
SUMMER 1983 - JULY 1B-29

Classes are 1 hour per day, five days per week, for
two weeks. Up to three classes per day may be taken
during this summer course. The cost of each class
is 11,000 pesetas. Each class will learn a complete
dance: 1) Bulerfas, 2) Alegrias, 1) Depending on
the vote of the students: Cafa, Soleé, Taranto,
Siguiriya or Tangos. Studio space is available
in the afterncons at 600 pesetas per hour. Complete
room and board can be found if sufficient notice
is given. Registrations accepted until July 10.
Write to Escuela de Dances Matilde Coral c/fo
Castilla, 82 - 84 (Pasaje) (Teléfona 33 97 31)
Sevilla - 10, Spain.

Sincerely,

Lee Thompson

Corte Madera, CA

[Editor: Even though this information was for the summer
of 1983 students may want to make inquiries for 1984.]

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

CHULA VISTA TRAVEL CENTER

/‘! {T14) 4766800 - 297 %" STREET - CHULA WISTA, CALIF 32011

petislizing i Hpain

REYNOLDS S. HERIOT
OWNER — MANAGER

426-6800

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

cal dealer ar contact
204 West 55th Street

At your loc
Antomo Dawvd Inc.,

New York, NY 10019 USA

Tels. (212) 307-1567 » 757-4412 or 3255

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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ANTONIO MAIRENA

(the following articles were sent to us by Phil Coram from
England, Gordon Booth from Germany, and Charo Botello of
San Diege; translated by Paco Sevilla)

ANTONIO MAIRENA, MAESTRO OF CANTE
FLAMENCO DIES OF A HEART ATTACH

IN SEVILLA YESTERDAY

(from: El Pais, Sept. 6, 1983) by Alfred Relafio

Antonio Cruz Garcia, 74 years old, known in the flamenco
world as Antonio Mairena, died yesterday at 7:00 PM in the
Residencia Garcia Marato de la Sequridad Social in Sevilla,
victim of a heart attack. Mairena, who had been having
heart trouble for some years, suffered a relapse while in
his home in Sewvilla. 1In early August, he had spent some
time in the Virgen del Rocio sanitarium. His body was
taken to the town of his birth, Mairena del Alcor (near
Sevilla), where it was put on display in the town hall --
although originally it had been planned that he would be
placed in the chapel of the brotherhood Cristo de la Cdrcel,
to which he belonged. Watching over the coffin were his
brother, Curro, and sister, Dolores.

* * *

Antonic Mairena, considered the greatest cantaor of all
time, died yesterday in Sevilla, victim of a heart attack.
For all practical purposes, away from his profession since
1974, due to the illness that has finally taken him to the
grave, he received, in 1979, an homage from his countrymen
and all of the flamenco world for the half century that he
has dedicated to dignifying the cante. A bronze bust and
a plaque placed in the doorway of the house in Mairena del
Alcor where he was born 74 years ago, describes forever,
"the creative genius of the most pure cante jondo," that
this country has known.

PABLO JULIA

ANTONIO MIERENA, EN SU CASA DE SEVILLA, DECEMBER 1981

-

1909 - 1983

Last weekend he was to have attended the Festival de
Cante Jondo de Mairena. Recently released from the hospital,
Antonio Cruz Garcia failed for the first time to meet with
the faithful public that has, since 1962, attended this
festival that bears his name and is an obligatory event for
good aficionados as well as an endorsement pursued by all
of those who have wanted to make a name for themselves in
the cante, baile, or togque. In place of his attendance, he
sent a message, his last message, in which he thanked the
three thousand pecople who filled the patio of the Academia
de Mairena for their repeated devotion and explained the
reasons for his absence. The public was not able to see
him this year -- with his festive hat and a scarf around
his neck, going to and coming from the bar -- nor benefit
from the soled and bulerias that he usually sang.

Antonio's first contract was in the Kursal in 1929, when
he earned forty pesetas. Later, he worked with the company
of Antonio, a collaboration that lasted fiwve years. But
most of his youth was spent working for the sefioritos. The
cantacr remembers it this way: "The fiestas, the sefloritos,
were all that there was. Since I had nothing but my art to
sell =-- that was all I knew, all I had learned from child-
hood -- I had to attend the fiestas of the sefioritos. That
was the only world there was and one had to resign oneself
to it. Today, fortunately, there is ample opportunity to
earn a living with the guitar, cante, or baile: the festivals,
penas, theaters, cruise ships. Those fiestas of my day, in
my view, were superfluous, they had no reason for existing."

Years passed and the intellectuals began to discover
flamenco and the cantacres began to sign contracts containing
many zeros (referring to money|, but Mairena declared in 1379
that, "I have in no way made myself rich. I have been able
to live, but I have no extra and, now that I am sick I f£ind
myself with no protection whatsoever, nor do I have Social
Security." )

Nevertheless, Mairena defended the present state of the
flamenco art, although not without pointing out the existing
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confusion: "Flamenco is passing through the most important
time in its history, and I say this because, with the dignity
it is given, the way it is valued, the way the artists live,
there has never been a better time. But, with respect to
the quality of flamenco today, there is a horrible confusion
being spread that will take us to who knows where!"

¥ % %

THE WORLD OF POLITICS AND CULTURE
IN ANDALUCIA SAYS GOODBYE TO
ANTONIO MAIRENA

(Erom: El Pais, Sept. 7, 1983)

Everyone wanted to hurry to give the last honors to the
illustrious cantaor and offer condolences for his loss.

Among the telegrams of sympathy were those of the Casa Real,
the President of the Government, vice president Alfonso
Guerra, and the Minister of Culture, Javier Solana. That

of Felipe Gonzalez...which ended with these words: "You know
me well enough to know that above the feelings produced in me
by the loss of a great personality, I remember most of all

in this moment, the loss of a friend.”

Many cantacres and bailaocres passed the night keeping watch
where Mairena lay in state, while others cancelled perfor-
mances to come to say a last goodbye. Lebrijano, Fosforito,
José Menese, Chocolate, José de la Tomasa, Calixto Sdnchez,
Matilde Coral, Rafael el Negro, Pedro Pefia, Pedro Bacdn,
Juanita Reina, Gracia Montes, Chiquetete, Turronero, and many
others attended the burial yesterday, some of them carrying
the coffin that was taken on shoulders to the cemetery out-
side of town.

At 7:00 pm the coffin was taken to the church for the usual
religious service. As it left the City Hall, above the
applause of the thousands of people concentrated in the plaza
where the temperature was over 104°, could be heard the
hart-rending cries of the deceased artists' four sisters who,

along with his brothers, Curro and Manuel, formed the family
group in the procession. The plaza was dominated by a large
picture of the cantaor that had been placed in the balcony
of the Casa del Arte Flamenco that he had founded, and on
the flagpoles of the City Hall, covered with black crepe
paper, the flags of Spain and Andalucia were at half-mast.

...[in attendance were high government officials, mayors
of many cities, representative of peflas and other flamenco
organizations, spokesmen for political parties, uniens, cul-
tural organizations, and an immense crowd of people.]...

buring the short trip up the hill, from the City Hall to
the church, the multitude packed the streets, applauding and
shouting, "adios, maestro, fenomeno,” and other such things.
Children and youths of Mairena del Alcor carried more than
forty wreaths of flowers that had come from diverse places
and institutions. Left behind in the City Hall were the
telegrams and cards of sympathy and a book containing twenty-
six pages of signatures of condolence; next to one of the
anonymous signatures was the following: “"Antonio, you are
now with your razdn incorpdrea and with the angels," alluding
to a phrase that Antonio used to like to use in defining
flamenco.

On the coffin was placed the staff of the honorary senior
"brother"” of the Brotherhood of Veracruz that had been
bestowed upon the deceased. About 8:30, the body was placed
in the taomb, over which will be constructed a structure that
the cantaor had ordered from the sculptor Jesis Gavira.

X ¥ ¥

THE LAST SONG FOR THE THIRD AGE

(E1 Pais, Sept. 7, 1983)

Before his death, Antonic Mairena had the time he needed
to render his last service to the cante, to its followers and
performers. With the help of the Consejeria de Cultura de la
Junta de Andalucia, he recorded, weeks before his heart

£

PALL-BEARER, JUAN PENA "EL LE BRIJANO"

WHO IS CONSIDERED A SUCCESSOR OF

PABLO JULIA

MAIRENA |
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stopped, a rscord that was an anthology of his activitias,
tha benefits of which will go to inztitutions that protect
the "Third Age of Flamenco” [the retired flamencoe artists].

The dignification and rebirth of flamenco in recent
years has not reached a point sufficient to endow the
cantaores, bailagres, and quitarristas with an afiliation
with the Social Security that would guarzntee coveradgae,
espcially a retirement pensicn thet weuld be minimally
acceaptable from a material standpeint.

The old age of many flawmencos is spent forgotten and in
migsery whan contracts no langer come to them becausa of their
gpant and broken voices and the situation becames cnce more
that of indefensa against misfortune and abandonmant, a
situation thet Don Antenic fought sn hard.

Yesterday, before the funeral, his brother Manuel managed
to tell ug between acba that, “"he was a cantacr who carried
the cante to a point never achieved before, and it will be a
long time before anyane surpasses him." With that he gawe
us the key to the peracnality of the Maeatra, who tock the
cante from the ceves ta the uniwversities and dominated all
branches of it more than amy gther in the 20th century. At
the same time, he worked hard to insure that the art of
flamenco would occupy a place in the light of society and
chat its performers would begin to he considered as rela-
vant artisrs, worthy of sccial esteem and public hencrs (in
June, Mairena receiyed the Madal of Fine Arts from the hands
of the King).

Now sickness, "me arranca las alas del corardn” [“plucks
or tears off the wings of my heart®] as he himself used to
sing in some old tientos, and the flampenco world, that
doesn't always know how to be appreciative, owes Antonio
Crup Gazrefa an immense debt.

There are no cemetery's for universitias. O ta put it
another way, we are burying the exhausatad body of Mairena,
but not his wisdom, hizs memory, ncr his legacy. That which
he knew how to rescue, invent, and express, forms part of
our inheritance forever. This perasistenca we call sternity.
and thare remains Don Antoniq., He lovad the cante with
fervor, v searched for it with patiant anquish, and he
emitted it with an almosat furious dalicacy and a remote but
sudden exactness. All that work that he did day after day,
night after night, in the darknesa of anguish and the splendor
of discovery, was leading him to immertality. When the
earth falls on his heart (ha dies from heart failure, which
is logical, since he spent 3o mach of it), that aoil will not
find his heart, hecanse it 1s no longar in his chest, it has
heen left in the cantes of El Mitri, El Flaneta, El Filla...
and thoee of that other ancestor who is now called Hon Antonio
Mairena, that Antaonio Cruz Garcia who was bsrn on September 7,
1909 and who, today, the seventh of September, as the soil
falls uypon his worn-out body, has begun a final bpirth, re-
united with the greats of the past, conversing with his
teachers, who are acw his companians.

¥ ¥ ¥

FROM THE HEART

(Exrom: Ei Paig, Sept. 7, 1983

by Felix Grande

Many yvears aga, a flamencoe show was organized jin Mairena
del Alcor, a town near Sewilla thet, today, cries with us
cver the death of the Maestro., In thet show, one of the
singers wags the arbitrary, impetuous, and anguished genius,
Manuel Torre, then in the last years of his life. After his
pserformance, the shaw was to continue, but, it sesms thet
Manuel Torre had sung that night in such manner that he would
be hard to fallow. Dan Antonio Mairena, a teenagar at that
time, directed himsaif tc the audience, saying: "Distinguished
public, after the performance of Manwel Torre it is impossibie
to continue with the singing. The show is overti®

With those sentencas, Mairena prociaimed the wizardry of
that awesome "siguiriyero” [singer of siguiriyas] and gave
the fiesta the rank of a ceremony. WHow, more than a half
century, we evcke those same Sentences and feel the tempta-
tion to repeat them. Distinguished pulblic: Yon Antonio Malrena
has died. The show is ower!

fut to speak this way would be unjust. It would ba unjust
ta Antonic Mairena. The cante has not ended, The lifa of
the Maestrg has ended, but not that of the cante. On tha
contrary, it i% possible that the cante has naver bean in
batter health. If that is so. then it is due, In part, to
Son Antonic, his prodigicus throat, his almoet unbelievabls
encyclopedic knowledge of flamenca, and his inconceivable
memory--even if sowetimes invented or recreatad.

Wwe have asked many times whether the cantes that Mairena
attributed to the gld masters who shone in the time befaore
the appearance nf the record player (EL Viejo de la Isla,

El Planeta, La Andonda, El Fillo, El Witri, Joaquin la Cherna,
El Loco Matao) arae really the cantes of thosa ancestors aor,
whether, in a lasser or greater part, they are elaborations
that Mairena, with modesty and cleverness, attributed tao
those clasaic names in the art of consclation of dasconsola-
tion. Modasty because, Mairena having been the creator, ar
recreator if you wish, of such a wide range of expressive
forms, would have felt presumptuous to have proclaimed himself
the father of such abundant wealth. {leverness because, in
attributing this long list of exact and majmetic forms to
those of the past, he stifles any possibla axguments and
ingtalls those cantes directly and definitely into the wealth
of flamence heritage, since, in tha flamenco world, the past
ig law, grey hair a reagon for raspect, and ropots are the
sourca of inspiration.

But, sven when that which he attributwes to the legandary
cregators are actually creaticons of this century, that should
fot diminish the gratitude and feeling of amazesent we owe to
Mariena. That amazemant, that gratitude, has been sarned by
Mairena, step by step, tediocusly, slowly, relentlessly, in
two dimensions of his art. ¢On one hand, singing as the
old-timer did it=--in that manner where baoldnass and serenity,
strength and daring, virulence and grawity, created a great
wealth of pure fortune. On the other hand, in rescuing or
reconstructing cantas that were almosat forgotten or practically
didn't even exist, and in such a vast number, with such
salemn beauty and accurate drive, Don Antonic has made a
contribution to the history of the cante that is something
more than the contributicn of an artist, or a style, or
even a school; it is such a gigentic contribution that one
could say thet, with Mairena has died, ngt only a man, but a
univarsity. !

* * %

A REVOLUTIONARY CANTAOR

(from: El Pais, Sept. &, 1983)

Antonic Mairana was awarded the "Madalla de Qrqo de Bellas -
Artea” this last Spring. It was the first time that the .
Ninesteria de Cultura had given an award to 2 cCanteor. Three
Years earlier the Minesteric de Trabajo honored him with a
medat of merit which the Asociacidn Nacional Presencia Gitena
had askad for. With Mairena, flamenco antered into universji-
ties, places of culture, and evan the church, where his
flamenca masa has hean heard.

One of the greatest masstros of cante jondo in the last
threa decades, he was the oldast of 2 dynasty of gypsy
cantacres mede up of hisg brothers Curro, Juan {now daceased)
and Manuel. The cantagr hecame well-known for his saetes, as
he explained a couple of years age: "I sang saetas for tﬁirt?
years oa Calle Sierpes [famous atrset in Sevillal. Every
Semana Santa [Holy Week], two families who had a number of
balconias hired me and paid me 1,500 pesetes for the whole
waek. That is how I hecame known. The seats where I sang
sqld for twice as muth as any other in Sevilla.™

Considered ta be the first revolutionary of flamenca, he
published a book in 1976 called Confésicnes de Antonia
Mairena, in which, according to his words, “the great con-
fession in this hook was my telling of my werk in the great
"laguna" [lagoon; in this senee, he may mean the vacuum, the
pericd when flamanco was at its lowest ebb] in which I had
ta live, what has bean my mission, and firmmess with which
I have had to confrent it. But, above all, the ingratitude
--primarily envy--that I have had to put up with from my own
paople, in spite of the fact that I, being gitans, have given
my all for the dignity of an art that was worth nothing and
from the dignification of which thaose without gratitude are
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benefiting. In this book I have shown clearly that I have
taken the arte gitanc-andaluz cut of darknesgs.” :

Each year spince 1362, in the towm of hisz hirth, Majivena
dal Alcor, there has bean a festival of cants joods that bears
his name. This year, the festival, celebrated last weakand,:
wap followed by the cantacr on the radio in his home in
Sevilla.

¥ ¥ %

A WAY OF BEING FLAMENCOQO

{Prom: El Pais, Sept. 7, 19B3; translated by Pace Sevilla)

by BNGEL Alvarez Caballerc

Antonic Mairena told haw Manuel Torre, hours before
dying ~ he had just passed the half-century mark--, when a
great aficionade of the cante whe lived in Carmeona and had
the last name, Mata, went to look for Torre's house so that
he could hear him sing a5 he did every Saturday and found the
great cantaor from Jerez almost dying in a room that con- )
tained neothing more than two chairs, a small table, a trunk
and the sickbed, said tag him: "Mata, I can't sing naor leave
the bed., I am dying. I recammend that you 9o to Mairena del
Alcer and ask for a young gypsy whe has a small tavern there
and is called El Nifio de Rafael. Tell him that I sent you
and he will take care af you and you will enjoy him."

That morning, when they faund themselves in the gathering
with the cante in the tavern that Mairena's father had in
that town, they received the news of Torre's death. Since
then, Antonio Mairena considered those wgrds of the dying
man to be an artistic legacy.

Antgnic Cruz Garcla, Antonic Mairena as he is known in
the cante, was born in Mairena del Alcor con September 7, 1909,
Taday he would have been 74 years old. "In my gypsy family,
only my grandfather, Antonin Cruz Reyes, sang. My father,
Rafael Cruz Vargas, was a good aficignade, very intelligent,
and my mother, Aurgra Garcla Heredia, only danced in family
fiestas...."

A5 2 child he hegan tg work with his father in the family
farge. They didn't see much of him in the local school. It
is likely that he knew the cante before he laarned to read,
"In the big gypsy fiestas, I listened to Joaquin el de la
Paula, who was By first teacher, to Manuel Torre, angd gther
great artists of lesser fame, but who had great gypsy flavor.

and sg a cantagr was born who was destined to be excep-
ticnal, especially for his labors of investigation and the
resculng of cantes that were at the point of being lgst. He
resgtred three cantes gf E1 Witri and gthers of Juan
Jungquera, Looo Mateg; Silverio... He gave the liviana hack
ity value and returned it to cireculation, along with the
tond, the gypsy corrideps or romances, the tonds of Perico
Frescela, a cante por siguiriyas of Fraszco el Ceolorac...

Of course, not everybody accepts Mariena without reser—
vatigns. Be was most nften criticized for his formal per-
fection, his mastery without concession. Mairena almost
always sang well, very well, and, it seems that in flamenco,
that iz something that should not be dgne. "In flamenco,
the only thing of walue is a gush of emotion that hurts
one's insides,"” the cantaor Calznpes used to say, "to
sing well or poorly, acegrding to the abilities of each
individual, is not sc¢ important; Antonic Mairena, for ex—
ample, always szings so well that it gives ng pleazure."

Fedra Camacho, while recegnizing him as the most complete
cantagk of the century, criticized Mairaena fgr the meticu-
lnus imitative quality of his interpretations: "His cantes,
generally, are echoes, not cries, scbs, nor proper wailings
["gritos, jipics, ni llantos propics]. His cante is master-
ful, academic, predictable ... and cecld, like an algebra
lesson.”™

Aurelig de C4diz judged him in a completely cpposing
manner: "Mairena pleases me as a cantacr; however, he
sings his gwn way, not as the gantes were -- he 1s the one
who zays they were that way and nobody else has ever heard
thetw so everybody agzees because he 2ings them so well, and
in good compss, of course, but it says nothing to me.®

These are points of wview. Perscnally, I don't believe
that there are objective criteria for finding Fault to such

a degree with the way of singing of Antonio Mailrena. It is
certain that his feeling of responsibility and his intimate
conviction that he would complete a mission that was little
less than sacred -- that of restoring the cante gitano -
andaluz to its coriginal purity -- made him control himself
excesslively and watch very carefully the risk he could allow
himsalf in order to paintain his ideal of psrfacticn that
stood above any gther conslderation. He lacked, of course,
that “vepa" [fiber] that made a Torre or a Manclg Caracol

an artist of genuis in some moments and detastable in cthers.
Antonic Mairena sacrificed, and I beliave it was coneciously,
the peossibility of such heights in order to always be a very,
very, very dreat cantaocr.

With regard to the accusation that he was only a mimic,
that he stayed faithfully tc the models of the past, without
the slightest creative contribution, that may be true —-- but
net completaly true. “HMairenismao" is there, it ls an unaveid-
able reality in the present day picture of flamence, and not
only in relation to the gypsy cante. What is "Mairenismo"?
In the words of Mairema himself, "a certain aspect of flamenco
with it's “aliras", forms and essences that is serving as a
base for the formation of future artists.”

Mairena believed in the duendes of the cante. "There are
days when it comes and days when it doesn't, Days when one
wankts te sing and can't. Days when it seems like it will be
a night of fooling around and it ends up as a truly great
(grandicze] nighe,,."

He was more explicit with me: "By duende I mean all of
that which an artist transmits. ¢f course it is not the
same to transmit to a "sefior" who 1s not pzepared to digest
the cante flamence Rr the cante gitano, whatever you want
tz call 1t, as it 1s to transmit to one who iz pzeparad. To
transmit those duendes to a "sefior" who 1S prepared, you
naed an artist, or interpreter, whg haz this duande in his
sgund, in his way of expressing, of interpreting. Technique
1s also a very important factor for all of those who know
how tgo digest the cante because, without that technique...
because those wihv belleve that just by sounding gypsy you
will have dulnde, that just isn't sufficlent.”

“This is what I believe to be duende: to make you feel
something that you can't explain, but that, in the moment
it iz given to you, your hair stands gn end, you don't know
what is happening kg ¥ou, it makes you drink thzee whiskies,
ar three glasses of wine, or three glasses of brandy, or
whatever, but you can't explain why.,, If the cante lacks
duende, it is as if your body lacks soul, life..."

In his last book, Mairena formulated his theory of
*razon incorpdrea®™ [sorry! no definition.], something
intangible and undefinable that you have to feel and respect
in grder te be a good gitanc. "La Razon Incorpdrea,” written
this way, with capital letters, "is our honor, the haais of
our gypsy culture, the combinaticn of our traditions and
ancient rites, a thing that can cnly be understood by a
gYpsy, a true gypay, and can only be lived by them. La
Razdn Incozpdrea is ngt transmittable and unintelligible
cutside of gurselves, because you can't truly understand
what you can't feel. We can gnly expzess it, by means of
metaphgrs. La Razdn Incorpdrea 1s the inexhaustable source
of inspiration of the cante gitano and the cantacr, and the
latter expZesses it in an intuitive form by means of
‘duepnde’,.."

The rules ["cAnones"] were almost an cobsession for Antonio
Mairena. Ee worried that the artists who would come after
him, as well as the aficionadns, wgpuld reprcocach him for
having done something in the cante that did not fgllow the
rules,

This was perhaps the Achilles Heel ¢f Antonic Mairena,
but also his strength. His extensive discography makes up
a splendid, masterful lesson, not of algebra as Camacho
would say, but of the best cante flamence of all times.
Theze is not, there has not been, and surely there will nat
te for many years, a cantaor capable of carrying out such
a vast and complete task and with the stamp of perfecticn
with which he carried it off. There are recordings of his
-— first and foremost, "La gran histories dei cante gitano -
andaluz™ -- that serve and will szerve for a long time az a
refezence, for establishing the most grthodox manner of
interpreting a determined style, with the additicgnal confi-
dence that in many of the cantes Mairena improved considerx-
ably on the criginal medel. AS a consequence, to repZegach
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him for being a copier of earlier cantacores seems, at least,
to not reflect the whole truth.

¥ ¥ ¥

THOSE ATTENDING THE X1 CONGRESSO DE
ACTIVIDADES FLAMENCAS WILL DEBATE
THE AWARDING OF THE FOURTH

"LLAVE DE ORO DEL CANTE"

(from: Diaric de Granada, Sept. 15, 1983; sent by Brad

Blanchard; translated by Pacco Sevilla).

by Rafael Villegas

The awarding of the fourth "Llave de Oro Del Cante" will
be debated in one of the sessions of the XI Congreso
Hacional de Actividades Flamencas that is being held in
Granada, in spite of the fact that there exists very diverse
positions on the subject and on which cantaor should receive
the honor.

The recent death of Antonic Mairena, who has held the
"Llave de Oro del Cante" for twenty-one years, the "Key"
being connected to those that had previously been awarded
to Manuel Vallejo and Tomds "El Nitri", has opened the de-
bate on who will inherit the "Key" and how it will be
awarded.

The Cdtedra de Flamencologia de Jerez de la Frontera,
in a public notice, "considers as a lack of delicacy and
respect for the memory of the maestro, any type of specula-
tion about who should be his successor in the possession
of the ultimate award, which, being given for life, one
would suppose to be the definitive consecration of a
cantaor.”

...The Citedra de Flamenculcg:’.a proposes that said impor-
tant trophy should be institutionalized at an official level
by the department of flamenco of the Institute of Andalucian
Culture of the Junta de Andalucia, which would be the organ-
jism which would, in the future, proceed with the concession,
making use of the advice of a grand jury, in which would be
present, the Cdtedra, the flamenco pefias, the critics, and
the old flamenco maestros...the system would be cne of
elimination electiomns, based on the votes of the grand jury.

The Cdtedra ended up with the statement that any other
method of election will be completely rejected.

The director of the flamenco department of the Junta de
Andalucia maintains a similar posture, considering it too
early to give the award, specifically because there is no
cantaor who deserves it.

In the face of these positions, an important group of
those attending the XI Congreso de Activides Flamencas con-
sider that now, when all sectors cf flamenco are gathered
together, is the moment to begin the debate over the con-
cession of the "Llave de Oro del Cante and, at last we should
lock at and study the criteria to follow--whether or not we
actually concede it--and it is a subject that should be dis-
cussed in the gatherings in Granada."

...These same congressmen discredit the note fram the
cdtedra de Flamencologia, stating that hidden in it, once
again, is the centralism of Sevilla that does not want
Granada to be the site of the awarding of the hconor to the
one who will succeed Antonioc Mairena.

If the XI Congresc should come to agreement about how to
award the "Llave", then, all eyes would seem to be on
Fosforito as the cantaor who will receive the inheritance
of Antonio Mairena; he is a cantaor who is qualified to be
the successor and is the most complete at present, with a
long professional life as a defender of the cante. Meneses,
as well as Calixto Sanchez, Fernanda de Utrera, and
Juanito Varea, are considered by the experts to be less
complete than the cantaor from Puente Genil [Fosforito].

¥ ¥ ¥

FOSFORITO BELIEVES IT IS PREMATURE TO
GIVE THE "LLAVE DE ORO DEL CANTE
AT THE PRESENT TIME

{(from: Ideal, Sept. 16, 1983; sent by Brad Blanchard;

translated by Paco Sevilla)
by Gomez Montero

The atmosphere is heating up in the Congress of Flamenco
Activities. There is enthusiasm and interest enocugh to carry
out successfully these sessions in Granada. Yesterday we be-
gan to see familiar faces from our fellow peflas, fram the

FOSFORITO, THE ALMOST INDISCUTABLE HEIR OF ANTONIO MAIRENA
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“Parante" of Almeria, the "Juan Breva" of Milaga, from
Zamora, Cdrdcba, Santander, Salamanca, Extremadura, and many,
many more; primarily, of course, they are from Andalucia.

There are many important subjects to deal with, but at the
head of the list is the "Llave de Oro del Cante." This is
the subject heard in the hallways,: between glasses of wine in
the Corral del Carbdn and even in telephcne calls in the
homes of those attending the Congress, as they try to find
out what people are thinking.

When it comes down to talking about the successor to
Mairena in holding this title, the name that is heard most
loudly in gatherings, as well as in the media, has been that
of Antonio Ferndndez "Fosforito". But he is on the fringe of
all this and is bothered when he is drawn into the contest.
For this reason, we have gone directly te him to find out
his position:

--What is your position with regard to this debate?

"I neither enter into it, nor attempt to stay out of
it., I am a cantacr and nothing morel!"

--What value do you place on the award, the "Llave de

Oro?
"I don't believe it should be the goal of any cantaor."

-=When, how, and where should it be awarded?

"When? I believe there is no hurry. This is not like
an inheritance in a family that is on bad terms and
fighting amongst themselwes. How? I believe it should
be a more democratic system than the previous ones.
Where? It doesn't matter. All of Andalucia is in the
roots of our art."

—-Nevertheless, we must search, if indeed there is someone

worthy of this title. :

"Exactly! With much pain we have confronted the death
of that great maestro, Antonio Mairena, but now he must
be replaced--but not in the same way it was done in the
beginning with that 'Key'. The first two “Llaves de
Oro' were awarded by groups of friends and the third,
that of Mairena, in 1962, in the Concursc de Cordcba, in
which I was also entered.”

--How was that?

"All of the performers in that festival were paid,
except Mairena, who had been given the award beforehand
along with a hundred thousand pesetas. Personally, I
felt it had been given with great dignity to reward a
lifetime of working for the cante."

--Who else performed?

"Along with Mairena, there was Juanito Varea, Platerito
de Alcald, and me in the cante, and the cuadrc "Feria de
Abril" with Farrucc dancing and Chocolate singing for
him. Each of us had to sing three cantes por tona or
martinete, three pcr siquirijas, and then one of our
own choice."

=--In summary, what do you expect from this Congress?

"There are many important topics to deal with here,
agide from the "Llave". We have to loak out for the
artiste of the ‘tercera edad' [the "Third Age']."

ANTONIO MAIRENA, RECOGNISED BY
ALL A5 ONE OF THE GREATEST FIG-
URES OF FLAMENCO OF ALL TIME
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FOUR TEACHERS OF SPANISH
DANCE: A THREE PART SERIES

by Paula Joann Durbin

PART |
AN INTERVIEW WITH MERCEDES AND ALBANO

Mercedes and Albano's studioc is located on the Plaza Tirso
de Molina in Madrid. There, they continue the flamenco tradi-
tion of Mercedes’ mother, La Quica, one of the loveliest
dancers of her time. In the summer, they teach the inter-
mediate and advanced flamenco classes in José de Udaeta's Curso
Internacional de Baile Espafiol in Sitges. Albanc also pro-
vides gquitar accompaniment. Choreography is one of this
couple's strongest areas of expertise, and the dances they
create together are usually discussed in superlatives.

PD: Can we begin by hearing something about your mother,
Mercedes?

MERCEDES: What can I say about my mother? That she was
a marvel, that she danced very well and was a wonderful
teacher. She started dancing at the age of five and continued
until she was sixty-one, when she died.

And I am going to tell you something else. My father was
also a great teacher. His name was Frasquillo, and for many
years he taught Antonio, and other famous dancers as well:
Enrique el Cojo, Jos€ de Udaeta, José Greco, Manolo Vargas
Luisgillo, Lina Amparo—many well-known artists studies with
my parents.

PD: Where were you born?

ALBAND: I was borm in Madrid.

MERCEDES: Me, in Malaga, but I was raised in Sevilla,
and when I was ten, we moved to Madrid.
PD: When did you start dancing?

ALBANO

(LEFT) AND

MERCEDES: At five or six, in the group class my
parents taught. For them, I was just another student, the
one they bothered with the least. They paid attention to
everyone else but me.

ALBANO: I began when I was nine with a very gocod,
very famous teacher named Antonio Bilbao, After he died, I
studied with Antonio Triana, who is now in California. When
the war started, I stopped dancing, but halfway through the
war I went back to it and I have been dancing ever since.

PD: How did you get started professionally?

MERCEDES: I began when I was seven at a benefit for a
torero who had been gored by a bull. I went to dance with
my parents. Fram that day on, when my parents worked, they
took ma along to dance with them.

ALBANO: I began when I was eleven but for a long time
I performed children's parts because I was small for my age.

PD: Where did you meet?

ALBAND: When we were seventeen, there was a dancer,
Manuela del Rio, cne of La Quica's students, who was organi-
zing a show which was to tour Europe. She told La Quica
that she needed a male dancer, so they all went to see me
dance at the Teatro Calderdn in Madrid. She hired me and put
Mercedes and me together as partmers. After many years of
dancing with each other, we got married.

MERCEDES: We have been married for thirty-four years.

ALBANO: And we are still married and still dancing,
something rare these days. 1t is very difficult because we
are together twenty-four hours a day, practicing, traveling,
working. Difficult, but one can do anything in life.

PD: What was your dance career like?

ALBANO: Our first contracts were for a series of con-
certs in Germany, Yugoslavia, Checkoslovakia and Poland.
When we returned to Madrid, we continued to dance, just the
two of us, and we worked in many theaters there. Later we
went to Portugal and Scandinavia.

Upon our return, we found we had a contract to work in
Buneos Aires, and we danced for nine months in the Teatro
Avenida, then did the summer season in Chile before return-
ing to Buenos Aires for another season there. After that
we went to other South American countries and the Carribean.

We no socner got back to Madrid than we had a cantract
for the United States where we spent several years. During
that time we were under contract also to the Ice Capades.

We performed with them at Madison Square Garden and traveled
all over.

PD: Did you have your own guitarist on those trips?

ALBANO: In Buenos Aires, where there was a lot of demand
for flamenco, we did, and also in Chile. But usually we
didn't have a guitarist or a cantaor. You see, in those days
flamenco wasn't as popular as it is now. We usually danced
to a full orchestra, doing the jotas, Basque, and other
regional dances, and "clasico espafiol.”

PD: Do you mean escuela bolera?
ALBANO: No. I'm talking about the music of the Spanish
composers. Albéniz, Granados, Breteon, Turina. We created

choreographies to their works with great love and great
honesty. We put our heart and soul into them and the re-
sults were always positive.

PD: What do you mean when you say "honesty"?
graphing Albéniz' “Castilla" as a sequidillas?

ALBANO: WNo. Honesty means we always danced the same,
authentically, wherever we were-in Madrid, in Lisbon, in
New York. We never changed cur dances because the audience
was foreign. We never thought, for example, that for an
American or South American audience we should make the
dances more commercial or faster or crazier. We danced the
same for everyone.

PD: That shows you had a lot of respect for your audience.

ALBANO: Yes, and the audience deserves respect, because
it makes the artist, applauds bim, pays him. You must
respect your audience.

PD: When did you leave the stage?

ALBANO: Twenty-two years ago. We had a daughter, and
she always traveled with us. She was eight years old when
we took our last tour. We had to think seriously in terms
of her education. We didn't want to leave our only child in
Madrid while we went traveling all over the world so we
decided not to travel anymore and to start teaching in our
own academy. I think we must be among the youngest dancers
to retire because we were only 35 or 36 when we left the
stage to be with our child.

Choreo—-
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PD: Was it difficult getting started?

MERCEDES: Well, we began gradually, taking only pecple
who were really interested, not just anycne.

PD: Is that when you started playing the guitar?

ALBANO: Neo, I played as a child because my father was
crazy about flamenco and made me take lessons. I didn't
like it; I liked to dance. So as a child I played, and then
I stopped. But when we opened our studic, we had to have a
guitarists, so I started studying again.

PD: How do you begin teaching a brand new student?

MERCEDES: First, I teach an easy zapateado, so the stu-
dent can move his feet, and then we teach him the sevillanas.
Feet, arms, and when he is sure of that, we teach him the
castanets. After that, depending on his strength and how
quickly he catches on, we teach a fandango or alegrias.

If he wants to learn the classical chorecgraphies, he has
to study flamenco for a long, long time and also learn the
escuela bolera. All the exercises, all the groups, and the
dances done in ballet slippers. When he has that down, then
we can teach him, "Sevilla" or "Asturias" or "La Vida Breve,"
depending on the indiwvidual. But you can't teach those
dances toc a beginner.

PD: Do you give group classes?

MERCEDES: Yes, three days a week, to children who start
at the age of eight. Many finish at seventeen and go to work
as dancers. We are very proud that some of our students are

in the Ballet Nacional, and that three of our girls are
soloists in Gades' company: Lucena, Marisa and Maria Carmen.

PD: Wwhat do you think is necessary for a dancer to succeed
like that?

MERCEDES: You have to love dancing, have an aptitude for
it and be wvery, very studious.

PD: How about the gypsies?

MERCEDES: A gypsy who dances well has something that is
peculiar to the gypsies, samething very special. They usually
can't get used to systematic instruction because they don't do
it that way. There are gypsies who have studied formally,
and you can tell they have: El Guito, who danced with Pilar
Ldpez, and Mario Amaya, whom we admire a lot. But there
aren't many like that.

PD: Do you think classical ballet helps a flamenco
dancer?

MERCEDES :
for placement.

PD: Have you taught in other countries?

ALBAND: Three years age we were invited to teach in the
conservatory in Stockholm, Sweden. Other than that we have
not left Spain to teach, but pecple come to us from all over
the world. We teach fram nine in the morning till three in
the afternoon, and we start again at five and go until ten

It helps a lot. 1It's important for the body,

at night. We really can't travel much because we are bocked
all year.
PD: Among those who come to you from other countries who

are the best-prepared?

ALBANO: We get all levels from all over. But generally
the best prepared are from South Africa, Sweden and the
United States.

PD: A lot of us love Spanish dance but feel isolated
fram it because no regular instruction is available where
we live. What advice do you have for us?

ALBANO: Just keep doing it, keep practicing. Because it
is one of the most beautiful things life has to offer.

Copyright 1983 by Paula Joann Durbin
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PEDRO BACAN
INTERVIEW FOR JALEO BY CHARO BOTELLO

—~=-Which guitarists have inspried or influenced you the most?
"Nifio Ricardo and Pedro Fefia, my cousin, since he was the
first guitarist in Lebrija...until I took my own direction."

==What do you think of the Morén style?

"The two styles are very different, that of Mordn and of
Lebrija...I knew Diego del Gastor; he merits my greatest
respect and I think that he did not come to be well known...
Diego was a man of great contrasts, occasionally when he was
sought he would geo into hiding. On the other hand, with
people he liked, he opened himself up in an incredible way...
I don't believe that Diego was simply a guitarist, but more
a person who influenced people who were around him...to me
that's the way it was. There is a "romance" written about
him by Pedroc Pefia which I like very much and in which I
accompanied him on the guitar.”

—= With which cantaor do you feel the most relaxed when it
comes time to accompany with the guitar?

"That is difficult. For their understanding of flamenco:
Miguel Funi, Pedro Pefla. In the aspect of more showmanship,
there are others such as Calixto S&nchez and Currc Malena.
With them I feel more open. Another person who has a sense
of rythm beyond comparison is Lebrijano, when he is relaxed.
The compds of alegria and bulerfa; that is very typical of
Lebrija. My grandmother, Fernanda de Pinini, daughter of
Pinini, one of the creators of the cantifia, had that compéds

..very rapid."

—~—What do you think of the integration of other instruments
never before used in flamenco until now?

"Above all, I'll tell you, I am a purist. Now, if one of
those who does this modern style has the quality of the old,
I would have to say olé. But, there are only a few for the
masses and their styles are not fresh...the importance of
flamenco is the freshness which comes with direct proximity."
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=« In special cage, whera ynu accnmpany a good cantanr nr,
a better example, a gypsy whose cante is raaching ynu deeply,
if ha goes out of compAs what ls your reaction?

"Well, gsome cantes suwh as a malaguefia, granaina, liviana,
serrana, and taranto, are done in graat depth. Although
they fall out nf cnmpés, that is acceptable. However, there
are other cantes where this is not permitted for example,
the cantifia; no matter how well ynu kaow 1t, you can't lnse
the compds, For me, after depth comes compds.”

-- Are you a pure gypsy?

"] am a gypsy on both sides, On my mother's side is my
aunt, La Perrata, Lebrijana, Torronern, Pedrn Pefia. On my
father's side, whosa name is Sebastian Defia Pefla, are
Fernanda ¥ Barnarda who are cousins nf my father, my grand-
mother, Ferpanda de Pinini and Miguel Funi."

-~ Do Yau like to play far dence?

"I don't like to and I have no interest except in very
spontaneous situaticns. Furthermore, I think that in artual
flamenca, what 15 worst is dance, There are, however, some
exceptlons, For example: Mario Maya. On annther level, I
like Funl and Anzonini.™

==What 4o you mean, that the dance of taday is bad?

"I think that dance has rever been as it has for the last
three years. There was a style of dance here that has been
lost. Mow it is very methodical, To be precise, the manner
of dancing tha sevillanc way has disappeared. If there is
anything left, it is not at tha high professinpal level. I
believe that it is entering inte a new phase which dees not
interast me. To me the dapce must start on the tip of the
bnot or shoe and finish on the t.i.p of the tce and not spend
half an hoor clicking the heels.”

—-= D you feel that people today take flamenco more serlously
than before?

"ol In Spain it has pever been taken seriously. Only
a faw have dJone so. However, Lt is Detter known Iin the sense
nf the messes, but it is less understaod,”

“= Do you think that flamencc in the U.s. is respected and
well known? )

*I will tell you that there are parts of the 1.5, where
flamence is respected more than here in Spain. I have very
good friends in America and here, and 1 will venture tc even
say that it is better known there, a5 in the case of Oristobal
Carnes, David, and many others.

== Do you like teaching foreigners?
"If and when I se2 & genuine interest and they show
regpect for flamenco.”

{To Be Continusd}
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NOTICIAS FROM SPAIN

sent by Vicente Granados

in Detober of this year Marin Maya opened his Center de
Acrividades Flamencae in Sevilla. The Center will present
recitals by the best falmencn artists in Spain and offer
classes in dance and gultar, Marlo will create choreo-
graphies fnr gelect artists when he is nat busy with his
group. Vicente Granados, our rprrespnndent, says, "This
Center, given the well-earned praetige of Marin as 4 bailanr,
choreagrapher, and director of stage and music, would seen
to be neaded fnr great success thrnughout Andalucia anad
Spain.”

Maric Maya has formed a new group which had its debut in
Paris on Movember 5. In December they will be at the
Festival Mundia) de la Raza Gitana in Hamburgh, Germany,
where gypsy artists from arcund the world will participate.
Fcllowing that, in January and February he will be with his
grnup in Hong Kong, hustralia, and Japan.

Manuel Morac, the great gypsy guiltarist from Jerer has
recently opened a flamenca dance academy in Jezez and should
do wall, given the well geserved fame nf Manuel.

Mario Escudero has moved to Sevilla, where he will give
concerts and has thoughte of opening a guitar academy.

padro Bacdn will give a recital in Mew York on Novembez
18 in the Spanish Institute in honor of a visit by the
president of the Junta Autondmica de Andalucia.
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FLAMENCO IN CHICAGO

[The following is the first in a series of articles on
flamenco in Chicago selected from material sent to us by
correspondent George Ryss.] -

PART I: CELLARCHINO

by George Ryss

This is an introduction to a man who has made flamenco
stay in the Windy City. Lou Chino, ex-bailaor, gquards and
treasures "el arte." He took over the basement of the
Toledo Restaurant from Jose Garcia, calls it Cellarchino
and told me that Cellarchine stays packed on Fridays and
Saturdays.

Chino has molded an exceptiocnally good cuadro. The
amazing sotry is that the same artists have been together
for months and gquality has excelled. With superb teamwork,
they improve with each performance.

Manolo Segura, from Jaen in Spain, leads the Andalucian
pathos. He is "la figura principal"--a good cantaor who
lives his part. Exceptionally dynamic Maya does the ulti-
mate siguiriyas. It could not have been created better
(except, perhaps, in Andalucia). Arturo Martinez and Manolo
are the supporting musicians. Mirna Maldonado, the joy of
Andalucia, is ancther excepticnal bailarina. Sergioc
Bahamondes, the male dancer, has very good body movements
and gives a superbly polished performance. His forte is
alegrias. The cuadro units for sevillanas, fandangos and
rumbas.

Cellarchino is in the basement of the Toledo Restaurant
at 1935 North Sedgwick in the Lincoln Park-0Old Twon area of
Chicago.

MAYA DANCING SIQUIRIYAS

CELLARCHINO CUADRO (LEFT TO RIGHT STANDING) SERIO,
MANOLO, ARTURO MARTINEZ, MANOLO SEGURA
(SEATED}) MIRNA MALDONADO, MAYA, MANAGER LOU CHINO MIRNA AND SERGIO
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MANOLO SEGURA
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MANOLO THE MAN

by Victor Soto

The flamenco community was touched by the presence of
Manolo Marfn this summer. There is always some sort of
influence when one witnesses a great dancer. A great teacher
probably has a more profound and personal influence on those
who are fortunate enough to take the classes. But for me,
and a few others, the real experience was being around the
man himself. Going for “una copa” after class or out to
dinner on weekends, carousing to various nightclubs, or
sipping expresso in the afternoons, are the most memorable
eXperiences for me.

Goung around town, showing Manolo San Diego and learning
about Sevilla and his flamenco experiences all over the world
were very real flamenco experiences for me, no less than the
classes in which we were exposed to Manolo's natural, earthy
and genuinely masculine style. The naturalness and unpre-
tentiousness of his dance style is a direct reflection of
the man himself. He is a person of warmth and humor, and
is not overly possessed by his stature as an artist. His
dancing is not aloof and distant, but warm and personal and
speaks no less than if he were speaking directly.

The ten days of his stay were not without some rigors -
three hours of class every night, followed by 3 or 4 hours
of carousing and then rehearsing with cother dancers for 2
or 3 hours the next morning so as to keep up with the
classes. I lost 5 lbs.

But the real fun was seeing his reactions to America -
the first time he had ever seen it. His amazement at the
distances involved in everyday life in San Diego - one of
the more sprawling cities in America. He wondered how cne
lived in San Diego without a car. I told him, "You don't."

There was an amusing anecdote Paco Sevilla recounted
about how they went to a fast food drive-in in Paco's car.
There were numerous foul ups in just getting one cup of
coffee, it took almost 10 minutes and eventually they had
to get out of the car and go in. You can understand Manoclo's
bewilderment at this being called fast food.

Memorable, too, was a day spent in Tijuana with Magdalena,
Barbara Alba and myself eating lunch,Manolo had never experi-
enced Mexican food. As we were waiting for the main course,
the waiter brought some chips and salsa. Magdalena and I
looked at each other as if to say "Don't say anything, let's
watch what happens." Manclo asked as he heaped some of the
thick and very hot salsa onte a chip, "Que es esto? Es para
comer?" It took about 4 seconds for it teo register, Need-
less to say, when it finally did, he shot up like a rocket
from his seat. There was no water or beer yet on the table.
We went crazy with laughter.

The last night he was here, there was tc be a juerga after
class. We had learned a whole alegrias, soleares and some
desplantes por bulerfas. We were physically and artistically
replete. There was the usual stir and, anticipation one feels
before a juerga. And, if this had been a great dancer who
came in just that day to perform at a juerga, it would have
been more of a festive event - for me at least. But for
some ef us who had spent many hours of sharing and joking
for ten days, this was a sad event. This juerga meant we
were losing a friend, and this could be seen on the faces
of some.

Manoleo had brought something special to San Diego. He
performed admirably in his concert. The choreographies
that he imparted to us in his classes were unigue and stimu-
lating, and a sense of what the "real thing" is. But Manolo
himself brought an ambiente that goes wherever he goes. He
touched us in a very special way. Many of us will never be
able to lock at flamenco in gquite the same way as we used to.
And some of us will carry some special memories for the rest
of our lives.

For all this, which seems to come naturally with you

Manolo - Thank You.
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IN FRONT OF CORONADO BRIDGE IN SAN DIEGO (L. TO R.) PACO

SEVILLA, JUANA DE ALVA, MANOLO, REMEDIOS FLORES, RODRIGO IN LOS ANGELES AT THE FEZ RESTAURANT
DANCING WITH PEPITA SEVILLA

TEACHING WORKSHOP IN SAN DIEGO

GWO

. BOUZY ROUGE cAre
\S Restaurant cockiail &Wine Bar
PRESENTS

::;:j;.uzsg?

TUESDAY THRU SATURDAY

TURISTS IN TIJUANA (L. TO R.): VICTOR SOTO,
BARBARA ALBA, MANOLO, MAGDALEN CARDOSO

3110 Newpori Bivd., NewportBeach. CA92663 {714)673-3440

J
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(MARIC ESCUDER(: cantinued from page 4)

flamenea.” They would have one "cantador" after ancther
singing cante flamenco, and one ar two gultarists in charge
of the whole show, I acoompanied Canalejas de Pusrtao Resl,
José Cepero, Antonioc el Sevillano, José Palanca, Nific Ledn--
who later lived in Argentina for many years, Diega Yuyu de
Hualva. I alsc accompanied many great dancers like Carmen
Amaya-~-may she rest in peace--and ancther very famous one,
Regla Ortega...and many athers. -

J: BHow much influence did Ramén Montoya hawve on you?

M: We owe Ramdn Montoya almost everything. BHe was a
ploneer, He may not have been the first, for there were
others like Bl Gordille de Linares, Luis Molina, Manpolo de
Buelva, and many aother good guitarists, Hut Montoya was one
of the first to explnre, to search for new avenues for the
guitar, I pelieve that, including right wvp to today, within
flamenco, it is the guitar that hae advanced the most, more
thap the cante ar baile. This, of course is a matter of
taste and perscnal opinion, but the flamsnco guitar has
changed tremendously in technlgue. We are indebted to
Ramdn Montoya for much of that change.

J: It is said that Ramdn was influenced by the classical
guitar.

M: BEHe was influenced by the cleassical schonl of Tdrrega,
whieh is, af course, well known. The ideaa of this school
have been adapted to flamenco. I think this is good for
the flamenquistas, the flamenco guitarists; those technigues
are good and are useful to us...they are part of the instru-
ment. The fact that, in the cld times, the flamenco guitar
was played like this (holds the gquitar on his lap with the
fingerboard pointed straight uwp}, doesn't necessarily mean
that the style was more pure, to my way of thinking. BHetter
techniques and ways of playing just were not known. Purity
lies in the iInterpretation of what you are performing, no?

I don't helieve that, because something is technically
Primitive, it is necessarily more pure. This business of
pure and impure often makes me laugh. Tell me, if we gc
lonking for purity, where will we find it? Maybe we should
ga to school to find it! For me, purity means preserving
the basic structures, like two and two are four-—-they are
now, always were, and will still be cne thousand years

from now. They will never add up to four and a half. The
structure is there. If you know flamenco and its pattemmns,
you can change the harmonies and enriech it. If we play

up the fingerboard beyaond the fourth fret, that is not
impure, To base your playirg only on pellizcoz...well,
pellizeos are all right, but there is more to it than that,
and "el dicheosc duende™ (the so-called duende)~-the things
that are done are done in the name of duende! Manuel Torre
thought that up. If you don't see the duende, then “vamos",
you've had it (laughs)! That was Manuel Torre's idea and
Garcia Lorea used it frequently in his "romances". The temm
criginated among the common pecple and means that a person
is "muy simpatica™ {very amusing} "Hay que taner duende!"”
It is what he would normally call “Inspiration™. Hut you
also h;ve to have "duende® to play Hach, nnt anly for fla-
menco. We need it for Bach, Mozart, or any form of expres-
sion. If, sameday, the "duence® really ccmes, it will eat
two ar three of uz alive far how poorly we are performing
(laughs} .

J: Did you ever have any contact with Diega del Gastor?

¥: 351! I knew Diego del Gastor well and I am familiar
with his flamenca., It seems ta me that he had the purity
of an archealogical treasure, an incredible purity, and we
must admire and respect it. But, as they say, "o nocs
pasamos, O na llegamos” (not certain of this saying, but
perhaps "we must always progress or we will not get any-
where"). Yes, I knew Diego del Gastor; he was very, very
good and I think it was a very good idea to erect a mamu-
ment in his honor in his hometown. Hut what should be done
to honor Montoya? Let me make it clear that I am not against
honor ing Diego--he was 2 beautiful person and he liked me, I
saw him on several o¢casions--precisely on those tours I
used to do with the cantaores, with the cpera flamenca. I
even wet Javier Molina, when he was quite old. He auto-
graphed a clipping from a new magazine for me; I stil] have
it somewhere. There was no way to have your pilcture taken
with him,..he had a superstition against it.

J4: How was Ramén Montoya as & teacher?

M: The rruth is that I learned from El Tio Montoya by

watching him. When there was no juerga I would $it like a
monkey and watch him while he practiced in & room by him-
self. "Si me pusc un par de variacion2s, seria mucho™ (Re
may have taught me a ccuple of variations at most). I don't
know that he had the patience to teach, I learned more by
being with him and watching him. It was a viswsal thing.

For me, ard for many athers, he was more of a spiritual
teachar. His variations, you had to cateh them like this
{spaps his fingers)! In those times we didn't have these
"shivatos" (tape recarders). This generation has many
advantages with all of these gadgets and so many records.,

so it is logical that there are sc many new “welcres™ within
everybody's reach. Nowadays you can play a recard ar a
cassette and play it slowly over and over again. Hut some-
times your ear will trick you into believing that something
is more Aifficult than it really is. Then scmebody comes
and shows you that it is actually easier. That happened to
me with some things of Wifo Ricardo. I would learn them
from a record I had and then ask him, "Pon Ricarde, is this
the way it goes?® Apd he would answer, "You are playing it
too difficult; this is the way it is!™ I had been complicat-
ing wy lifa:! He used to get a kick out of it. The notes
ware the sama, but maybe in & different key or positian, But
these gadgets do help, becguse you can have ¥icntoya in your
home all day long iIf you want.

J:; Wnere dld you meet Nifia Ricardo?

M: I met him in Madrid, also. We even worked together
once. There were many of us guitarists who used to hang
arcund together in the cafe's, or we would go tn the shop of
Santos Herndndez, the quitar maker, where the classical and
flamenca would get together. It was a very interesting
ambiente. I don't know how it is today...

J: When was your Eirst tour outside of Spain?

M: The first time was when I went to France with José
Greco. Then I went with Carmen Amaya after the Greco tour
and we worked in Prance and in South America, in HuenoZ Aires,
Chile, Uruguay. Carmen was away from Spain for wany years
during and after the war. She went back in 1945 or 46. In
1954, 1 came to the United States for the first time, with
Vicent® Hscuderc, The second time I came here it was with
Jos€ Grece. I never was here with Carmen Ammya. 1In Spain,

I spent almost 2 year with Rosario and Antonio, the famous
dancers,

J: Bow did you first weet Carmen Amaya?

M: I met Carmen in Madrid when I went back to Spain.

My Eather and I went to say hellc to her--my father had known
her before. That iz where I met the whole family, including
Carmern,’s sister who would be my future wife. At the time,

I had a contract with José Greco, but when that ended in
Paris, I joined Carmen'z company, which also happened to be
in Paris at the time, BShortly after that we left for South
America. We also toured Morroco, France, and the Netherlands.
Wherever Carmen went she waz a success,

J: Do you have any particular memories of your tours that
you , coyld share with us?

M: I have many good memorlez of my travels with dance
compa.n.i.es With E1 Tic' Vicente, he took everything he did
very seriously. He was a lover of the arts, a true artist.
He had known Picasso well, Vicente's arms wers unigue, very
masculine; there are many dancers tnday who follow his style,
espacially his arm movements. The last time Y was with him
was in Cuba in 1957 or '5B, but later I saw him many times
in New York when he lived there, He wasn't so active then.
Eventually, he returned ta Spain, where his life-long dance
partner, (Marfa Marquez) pazsed away. He stayed in Spain
until hiz death and I never saw him again after he left here.

J: Which cantaores do you remember as being the most
complete?

M: Well, mire usted, to he a ¢omplete cantanr is very
difficult, They all have a good general knowledge, but each
stands out in only & few styles, But the best of them all,
"el moatruc de los monstruos" (giant among giants), an ency-
clopedia of the cante, was Pastora Pavdn, "La Nifla de los
Peines." Many years wlll go by before there is another like
La Tia Pastora, as we called her. 1 have alsc worked in the
Villa Rasa with Juanito Mojama, a cantacr with the flavor
af the old school. Cepero was alsc wvery good, and Paco
Mazace was extracrdinary in the cantes libres like granaina.
Then there was Manuel Vallajo and Don José Tejado, "El Nifio.
de Marchena,” who was a "jilguarc” {goldfinch}.

J:  of the modern singers, who are your favoritea?
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M" "Mire usted! The trouble is that I am completely
out of touch. Once in awhile I hear recordings by some of
the "jovenes™ like El Camarédn de la Isla, Pansequito,
Lebrijanc and others. I think they have extracrdinary
guality, with "un rasgo", as we say, good rhythm, and very
perscnal styles in some cantes. I'm not saying whether it
is better or worse, but the purist may have a hard time
with some of the new styles. Some cantaores seem to think
that, if so and so did it this way, then I must do it some
other way. I feel that it must conform with the rules. If
it is going to be in a given style, then it must be done
properly. So, my only complaint is that they take some
liberties, which is fine if you do your own style, your
own cante. But if you are going to do the cante of a
certain place or person, such as that of Joaquin el de la
Paula, then do it the way its supposed tec be; do not allow
yourself the luxury of changing it. Tec my way of thinking,
this is not done many times and it is a pity because, with
the talent and voice they (the new singers) have, all they
have to do is say "ah" and they get to you ("ya te llega")
because they have "el dichosc duende" (said duende).

(To Be Continued)

OHO
SPANISH DANCE SOCIETY

by Joanne Petrie -director

PAULA DURBIN, MANOLO RIVERA AND CHARO LINARES

The Spanish Dance Society examiner, Charo Linares, came

from London in October to examine the students at George Afterwards Linares and Montes joined the students and
washington University. Irina Montes, formerly a soloist other guest artists in a performance at George Washington
with the companies of Antonio and Greco took her examinations University's Marvin Theatre. (photos included showing the
for her teacher's certificate and as an examiner, and passed variety of dance styles presented.) The performance was

with Honours, becoming the Society's first examiner in the usa.| directed and choreographed by Marina Keet, lecturer at GWU.

Photos by Ruth Bolduan

"GRAN VILLA" A STREET SCENE FROM THE TURN OF THE CENTURY



JALEO - OCTOBER/NOVEMBER 1983 PAGE 23

PAULA DURBIN AND MANOLO RIVERA DANCING FANDANGO ANTIGUO

JOANNE ERLEBACHER PERFORMING “TIRANA IRINA MONTES, FIRST AMERICAN
DEL ZARANDILLA" EXAMINER, DANCING "VALENCIANA"
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CHARO LINARES IN "ALDEANA" FROM SANTANDER

DIANE PISANO IN STREET SCENE

... Sobre el baile

MORE ON TECHNIQUE

The human body is indeed a remarkable instrument, with
the ability to express a wide range of fealing, expression,
and emotion, In this day and age of multiple categorization,
we have arts of human expression labelled ballet, mime,
modern, post medern, folk, ethnic, jazz, tap and countless
others that have crystallized into many techniques to express
that particular labelled category. Even before there were
today's categories, men and women expressed a wide range of
expressions through dance.

The techniques of flamenco dance have evolved fram many
sources that are truly unique and have become unique in their
blending. As I have stated before, the total invclvement of
the body in such a blended abstract way is only rivaled by
the dances of India. The approach to flamenco technique in
dance, should be, I feel with this thought: Every part of
the body says something; there is no favoring of one part of
the technique over the other.

I recently read an article that said, "Flamenco dance is
based on the fecotwork." I do not agree. That would be
limiting and like saying that ballet dancing is based on
standing on your toes in pointe work. Without frills, in
its basic traditional approach, flamenco is a complete blend
of the total body. I have mentioned in previous articles
that it is sad to have such a beautiful art form dissected
into "so and so has good arms, but lousy feet," or "she
grabbed the skirt and did some nice footwork, but her upper
body lacked,” etc. The point is that these may be valid
critigues, but I feel that we should approach flamenco tech-
nigue from all angles, from the first moment of study. Just
as a person who wants to learn to swim must get into the
water, so flamenco technique should be approached fram the
total body. This can best be approached from the upper body
working down, like gravity. Just as a guitarist must find a
good position of the hands in order to properly execute good
fingering, a dancer must start with a good posture so that
this centering can relate to the rest of the "flamenco body."
Good posture is primary for the "flamenco look," which will
relate to the flamenco feeling expressed from this look.

One of the main differences between styles or different
dance forms is the positicn of the head, shoulders and back.
The initial "aire"” and lock of flamenco is a head held
straight, not stiff, but back from the chin like the lock
and position of a proud eagle. Tilting the head gives it a
classical lock which changes total character. Shoulders are
down and natural, giving the feeling of presence, of a secure
"estampa.” When at a diagonal, if anything, the down stage
shoulder could be slightly higher than the upstage shoulder.
This keeps you fram looking stiff and at the same time main-
tains thé "look"™ of flamenco. I cannot completely explain
this "look" that I am speaking of, but it is the total pro-
per positioning of the body that best represents that particu-
lar style, in this case flamenco.

A person who has seen dance can almost identify types of
dancing just by a poise, by a head, shoulder or back position.
The back, contrary to many techniques, should be a total,
natural curve, created by lifting the torso, not a sway back
or sticking out of the behind. Our behind is already out by
the way we are built and if you lift the torsc, tummy in and
shoulders back and down, and the hips held naturally, you
will find the flamenco back, the flamenco line that lets you
move naturally in a flamenco manner.

One of the most exciting discoveries in flamenco technigque
is finding your personal "asentao"” position. It is not only
bending your knees, but it is that opposition in movement
that lets your uplifted torsc float, your hips move and adjust
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amoothly, and releases your legs so that your movements,

your footwork, will work the best for your body. No one can
tell you how far to bend hecanse this position should be
completely inbtegrated with the rest of the boady. It is alse
exgiting to explore the technigues in flamence that come from
obvicus natural movement. For exapple, walking, with which
our arms move in opposition to our legs, It is interegting
that many times in flamenco walking movements this naturalness
will be ignored and will be repleced by a stiff “Frankenstein®
movenent. Hatural opposition movement in dance (s a great
baginning in linn and linear movement and, ss I have stated
hefore, these lend immediately to the basic movements that
flamence tries to exprass. There is nothing more sxciting
to a teacher then to see a student respond to the basics and
mzke them work personally. There is a snowball effact when
studying flamenco technigue in a total integrated way. It

is kind ¢f like that song "the head hone's connected to the
neck bione, the neck bone's connected to the shoulder bone,”
etc. Once we get the hasic, all moving together within the
realm of our own hodies and within the realm of the various
flamenco forms, then the "muscle memcry" starts to work
along with our other phyeical, spiritual, emoticmal and
mental gelf. It is beautiful to see and experience.

It Is very interesting that, in many of the oriental
martial arts, which have many of the same roots and approaches
as flamenco, whan one promotesg to a bigher level, technically
and in degree of wnderstanding, whether absolute beginner or
grand master of many years training, the basice ere the same.
The promotional movements end techpniques are the same for
beginners as for advanced. The advanced student is expscted
to dn the besics with more understanding, more perfactian,
more "simplicity and economy.” Thie is indeed profound when
one thinks that in the arts, in flamenco, it is the ability to
stand still, it is that guest for the "eesepce” of technigue
in its purest form thet speaks flamenco truth. Wwhy doc some
of the greatest artists, flamenceo artists, do the lemst
physical movement? It i becanse they have learned to "bacome
the dance," totally. Every fecet of their ealf has been
focuesed to that essence, that personal reflaction of flamence
art in its purest form. This of course can require a lifetime
of "personal involvement" in flamenco and attempting to
"become the dance.™:

When one is born in the ambiente of flamenco, thare, of
course, is a much more natural csmosis, absorbtion and adapt-
ability to the technique, which is aleo part of the total
mannerisms of the cultures that gave birth to flamenco.
pecple who are not hnrn in Spain nr into other pockets of
flamenco, there is sti]l that universal element that ie in all
art and that is the love and need for thet art form to be part
af their lives.

The firet time I tell a student that the footwork or con-
trnl nf good footwork comes from the upper body, I usually
receive an interagting stare. If you approach flamenco tech-—
nique from the upper body, working downward, Bo to speak,
then by the time You get to the feet, their position and tech-
nigue, the upper body will be giving them maximun help through
uplift, contrel and proper leg acwion, hip action, and terso
action. Beantiful footwork is exciting., It is beautiful to
hear, beautifnl to see. With thoughts of "playing the tloox"
as a musical instrument, we can explore the different sounds
of the different techniquas and their rhythmical, musicai and
smoticnal expreseions. Visual patterns of interest and con—
troiled counter rhythms along with dynamics of shading come
mora easily when the total hody is mowing in unison.

It ia exciting to practica varicus technicmes, for
example, redoblas, with various compases to see how they
adapt to thasa Compases. Some might be more drametic or
intense in ohe compas than the others. I feel that one
should try to practice tachnique as much as possibla within
the various flamence compases. This not only reinforces theilr
use in that particular compae, hut will help our improvisa-
tion through a deeper acguaintance with tha compas. Any
movements and practica of technique should he dance move-
ments, something that is related to actual dancea steps and
should be able to apply immediately to choragraphy.

This approach give purposs to technique beyond just steps
and makes a natural, smooth transition to make the pnrfec-
tion of techniqua the same as perfection of dance. I have
manticned in previcus articlas ways to practice footwork,
coardinating with arm work apd, of course, the regt of the
body. In my classes I do a series nf diagonal movements,

For

turns, footwork combinations across the floor. in many dif-
ferant campases. These are geared for total coordinatian
and are a great way to devalop movement techniques. Thesa
also can help develcop a naturalness in developing perscnal
"peliiscos” that look and feel natural for an individual's
parschality.

Cver the last many years, when many dancers have become
involved almost exclusively with tha fcotwork of flamenco,
the hahit of "locking down” has become pogpular. This habit
breaks cne of tha most important flamenco lines, that of
the head. Tha head has to do with thae fogus, the all impor-
tant focus of the ayas. If ona locks down, as if congen-
trating on the footwork pattarns, than try to only lock
down with the eyes, this way keeping the beautiful lina of
tha uplifted head, held in a positicnh that gives strength
of focue and not the hunchbacked effect. Many of these
ideas on technique I have mentioned befare in prawions
articles, but some things are worth repeating in regards to
the development of a baautiful dance instyument. Good tech-
nigue, controlled technigue, is a bsautiful saarch, whether
flamencs bailaor or bailarin. This brings up the idea of
body conditioning for danca. I very Seldom See dancers who
usn flamenco warm-up with regard to basic hody stretching,
stremgthening, breathing and toning. Witheout going into
great detail, it should ba something to think akout, to
develop a serise of pre-warm ups thet will get the Lody
ready for dance. Thase do not spscifically have to do with
flamence, but should have to do with "tuning" the body, =o
that it will raspond to your flamenco desires. After ali,
vou want to control your body, not have Your body centrol
YOu.

Finally, for this article, I would like to talk of
breathing, that marvelous techniquae, that necessary tech—
niqua, that snables the dancsr to rise above just physical
strength to dance. Proper hreathing enahles the dapcer to
look and feal in complete control without that "huff and
puff" suffering look. Proper breathing is an art in itsalf
and if one wants tc complate a dancae with gtrength and can-
trol from beginning to and, then thisg art of breathing is e
vnry worthwhile asarch in itself. The method of Zen braath-
ing, of hreathing deeply, using both noss and mouth. in a way
that ig of the danca. Proper breathing is power, power in
tha dance. That is the power that also gives life to the
danca. Teclnique js dancs and dance is techniqua, They are
ohe and tha sama, and when a perscn breathes their soul,
thair love, thair desires, their self into this technique,
dance technique, then they will touch thet art of the dance,
thay will heccms tha dance.

—-Teo Morca

THIS SPACE RESERVED

FOR YOUR
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FOR INFORMATION WRITE:

P.O, BOX 14706
SAN DIEGO, CA 92104
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MANUELA CARASCO ' ' JUAN ABICHUELA IN BULERIAS

NEWS FROM FRANCE

FLAMENCQO FESTIVAL OCTOBER 14TH PARIS

JUAQUIN AMADOR, SUSI'S BROTHER AND MANUELA CARASCO'S
HUSBAND
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SON OF CAMARON AND HIS MOTHER

PHOTOS FROM
H7 TONG HANH

3

TOMATITO VILLAR AND TOMATITD
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i

CAMARON

LUIS MARAVILLA AT HIS GUITAR SHOP

SERRANITO

REACH THE FLAMENCO
WORLD!

JALS

WRITE FOR ADVERTISING BROCHURE

ADVERTISE |

WE WILL DESIGN YOUR AD
FOR A NOMINAL FEE

WRITE P.O. BOX 4706
SAN DIEGO, CA 92104
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MARIA DEL AMOR
Luis De Cordoba/Philips 64 29 898 (1579)

I was pleasantly surprised with this record, but didn't
realizs how good it wag until the second or thizd hearing.
Luis de Cordcba impresses with his quality voice and
agcuracy of intonation. At least on this record, Luisz dis-
plays much anergy. Eis flamenco is vary authantic, but
certainly, not the "flamenco of despair®™ which many
afficionados demand. Luis could be described as haing a
musical cantaor, as opposad to a dry throated, jendo cnes.
Nonetheless, his style ia very flamenco. He doasn't particu-
larly resemble anyone I've heard, with the possihle axception
of Camardn, but that is not even close to painting a plctura
of Luis. Stylistically, hes seems to be similar to soma other
younger cantapres, without giving up his own azgence.

Tha guitars of Enrigque Melchor and Isidro Sanldcar enter
after a quick vocal introduction in the cpening number, a
tango titled "Maria del Amor.” WNot only is Ltuis' voice
perfectly in pitch, but also the guitars ara tunsd well
‘_chroughout this whole record. "Busgcando la flor Jue amaba“
Ly the granadina. Luis seems to be suited to this cante,
but net to the detriment of anything else. "La Piconera™ ig
the buleria, done with matehing energy on tha part of Luis,
Enrique, and Ifidro. Both guitarists show excepticnal tech-
nique and throw in a few "remates” I hadn't heard before.
The geguiriya, "Acaben conmigo;™ 15 no less intense Jespita
being interpreted slowly, Many aficionados believe that slow
is good and fagst is bad, which means they pay attention at
slow gpead only. If simplicity is beauty, then over-aimpli-
city muet be excruciatingly beautiful. RKo?

The Guajira, "Por culpita de la hela," is done at a
modarate pace. 5Side two begins with "Serranita, Me
Trajinaste, " tangos de Triana. The tan9os seem very similar
to Tangos de Mdlaga. Could somecne Poesibly tell us the
differance betwesn Tangos de Milaga and Tangos de Triana in
a letter to the editor? Luis then interprets a fandango,
"Siempre estamos discutiendc.” The Btyle is called "fandan-
gas dal Gloria®™ which is one of the styles popularized by
the cantaor "Nifio Gloria™ in the early part of the century.
The soled is named "Tiene tu cuerpo candela.” Luis is adept
at this the first of the two socleds on the album. Befors
finighing the prBeentation wlth another scled, Luis inter-
prets a taranto, “fuizd no me quiers ya." "Perla del
Guadalquivir” is a soled, or soled por buleria, which beginsz
with an "a capella™ section. Below itz the letra for this
cante dadicated to ¢drdoba, Luis' hometown, famous for such
attractions as "La Mezquita" (mesque), la Huerta de los
Arcog, el Alcazar, and a Roman hridge over the Guadal quivir
river.

"PErla del Guadalquivir”, by Luis de cdrdcba

¥ los hijos de Mahoma
llegaron al occidente
te hicieron igual a Rama
poder omnipotente.

Cérdoba, ciudad gefiera,
perla del Guadalgquivir
de gente hrava y guerrera
milenaria en to exlstir

Arraigd la media luns*

on tu corazdn fecundo

¥y fus tu tierra la cuna
del arte y sabar profundo.

La grandaza de tu historia
no hay lihro para contarla,
ni smficiante memoria

parz poder alabarla.

Roma te hizo patricia
¢ inmortalizd tu nombre

Al mando diate honores
al mer tu bendita tierra

Pexrla del Guadalgquivir
Cdrdoba, romana y mora
orgullo tiene gue pantir
de Andaiucia, Sefiora,

Perla del Guadalgquivix,
Cérdocba romana ¥ IMOIa,
oryullic tiene que santir
de Andalucia, Sefiora.

*media luna (symbcl of Islam) =-=Guillermc Salagar

y ti para hacer justicia
a Roma diste tus hombras.

madre de mil pensadores
gqente de paz y de guerra.

FLAMENCO DIRECTORY
OF NORTH AMERICA

THERE ARE STILL SOME COPIES OF THE 1982 EDITION
AVAILABLE AT THE FOLLOWING RATES:

15t Class U,5. and sl ether countries..........% B.58
Afr Mail to Europe............ creriiarinaaaeans 510,00
Austraiia, New Zealand, Jspan..........$11.80
Makes checks or bank drafts in U.5. currency and payabie to:
JALEISTAS, Box 4706, San Diego, CA 92100 U.5,A.

Instruction in Cante
and Baile Flamenceo
Personal Costume Design

(213) 660-9059 Los Angeles, Ca.
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PRESS RELEASES

JOSE MOLINA BAILES ESPANOLES

Jose Molina has been dancing and performing his art
since the age of three. After studying and performing with
Spain's finest flamenco and classical dancers he came to
America where a television appearance on the Ed Sullivan
Show bourght him to the attention of Jose Greco. For four
and a half years, Jose Molina performed as first dancer in
Greco's troupe. He formed his own company in 1962 JOSE
MOLINA BAILES ESPANOLES and has been touring ever since.

Mr. Molina is a regular guest on such programs as
Merv Griffin and Johnay Carson's "Tonight Show". His guest
appearance with Arthur Fiedler and The Boston Pops Orchestra
on national television created such a sensation that it was
repeated in its entirety the following year. One of Mr.
Molina's most memorable experiences was the special perfor-
mance given by him and his company in the General Assembly
to help celebrate the 25th anniversary of the United Nations.

Most recently, Mr. Molina has completed a 40 city tour of
the United States through the auspices of the National
Theatre of The Performing Arts. To inaugurate the tour,
CBS-TV aired a mini-special on Mr. Molina's career,
(See Announcement section for future concerts.)

JUAN TALAVERA TEACHING SPANISH AND
FLAMENCO DANCE IN THREE LOCATIONS

Not letting any grass grow under his flamenco boots, cri-
tically acclaimed Spanish and flamenco dancer, Juan Talavera,
has just announced that he is now conducting ongoing Spanish
and flamenco dance workshops in Santa Barbara, Studic City
and Whittier, California. These intense workshops are slated
for beginning, intermediate and advanced students of any age.

States a very busy Juan Talavera, "I am delighted and very
pleased at the student turnout I have had with my workshops.
I guess I must be doing something right because my sponsors
in Santa Barbara and Studic City have just renewed my con-
tracts for the rest of this year and half of next! The
Whittier workshop is my own. We do that one in my den. The
rent is cheap."

When asked what he teaches in a workshop session, Talavera
stated, "I stress the basics very much. I find that I spend
a lot of workshop time unteaching badly taught basics. 1If
the basics are not there, the students will find that they
will not be able to master advanced forms of Spanish and
flamenco dance. I also try to work within the individual
capabilities of each workshop student. We are not all
Carmen Amayas or Jose Grecos! I try toc encourage students
to add their own perscnality and style as much as possible.
One Juan Talavera is enough! Flamenco is free and spon-
taneous, within a given framework. Each student should be
encouraged to develop his own style. Students are not
computers. 1 have seen many students come away from a
class bewildered and frustrated because the teacher only
taught steps and ignored the individual capabilities of
his students. I have attended classes taught in this manner,
and I just leave. Goodbye! I am an individual. I like to
be treated as such! A lot of us can't do triple turns and
double rools [sic] with our feet.™ Continues an animated
Talavera, "Even though I perform on weekends at the El Cid
Flamenco Nightclub throughout the year, I find that perform-
ing there and in my concerts is just one phase of dancing.
Teaching is a completely different avenue and I enjoy it very
much. I feel teachers of dance should be very careful with
their students. We are guides and have a great responsibility
to them to do our jobs properly. What a pleasure it is to
see the students come away with a positive feeling of imme-
diate accomplishment. Particularly the little ones!"

For further information regarding the Juan Talavera Spanish
and Flamenco Dance Workshops, interested students or aficio-
nados can contact Mr. Talavera at (213) 699-9855. Your calls
will be promptly returned.

JUAN TALAVER
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MANOLO RIVERA AND SUSANA

ZORONGO FLAMENCO

The ZORONGO FLAMENCO concert experience borders on the
spiritual. For those of us whose artistic sense is not
easily satiated, an evening with performers Susana and
Manclo Rivera quells the soul and enlivens the spirit.

Through the inspiration of Susana, the flamenco tradition
is made so lucid that even the novice is lifted to apprecia-
tion of that which her soul understands. Indeed it is her
soul which thrills our senses, in the mercurial moods and
expressions of her dance.

Rivera is magic! With a theme of hope, his faultless
skill and self-assured delivery cambine gracia and demanding
heelwork, striking the open heart of flamenco with an
irresistable warmth and deliberate humor.

Join us for the experience. CONCERT DATES: December
1,2,3,4, 1983 in the ZORONGO debut at the Park Royal Theatre
in New York City. February 21, 22, 23, 1984 in their return
engagement at the University of Minnesota in Saint Paul, MN.

.._..,Lf_._-

FLAMENCO DANCE CLASSES

NEW BEGINNER CLASSES
FOR CHILDREN AND ADULTS

ONE BLOCK OFF 30TH
NEAR FWY 94 IN SAN DIEGO

CALL JUANA (619) 440-5279

REVIEWS

JOSE MOLINA IN WASHINGTON D.C.

by Paula Durbin

Jose Molina, together with company members Clara Mora,
Aurora Reyes, and Ester Suarez, gave Washington high school
students a generous dose of the major types of Spanish
dance in a mid-morning concert at Howard University on
Octaber 31.

The dance segments were each introduced with an explana-
tion by Molina who managed to get along without a microphone
in the large auditorium. Included in the program were the
escuela bolera classic, seguidillas manchegas, and Molina's
choreographies set to the music of contemporary composers.

This company's forte, however, is, in my opinion, the
flamenco it saved for its finale. The cuadro, in which all
the dancers appeared, as well as two guitarists and Washington
cantacr, Pepe de Cadiz, featured a fresh version of the
familiar tanguillc in addition to dance forms seen less fre-
guently. Each woman's solo allowed her to display the arm-
work and upper body movement which, as much as zapateado, are
part of the flamenco tradition, and Ms. Reyes' garrotin,
done with a fan and in a bata de cola, was particularly
charming.

SPICY FLAMENCO IN THE MISSION

(From: San Francisco Examiner; sent by El Chileno,
Oct. 17, 1983)

Is there any form of dance that so quickly drives an
audience into a frenzy as flamenco? Is there any company
hereabouts that elicits that reaction as surely as does
Theater Flamenco?

Heels pounding and castanets clicking, the troupe re-
turned last night for a two-weekend fall run at the Victoria
Theater, 2961 16th St., and proceeded to cast its customary
spell for a longish 2} hours. Again, the group smoothly
balanced the programming between the traditional flamenco
maneuvers (notably in the concluding 30 minute "tablao"™) and
elegant neo-classical hybrids. Like any company worth its
grant proposals, Theater Flamenco came up with a number of
premieres, including a tric, "Encuentro," that might easily
raise the temperature of a snowbound Eskimo.

FLAMENCO SUPREME
Guitar Strings

Complete sets with black or clear trebles

Retail SPECIAL OFFER
$11.00 $6.00

Minimum order $12.00 Postage Paid
California residents add 6.5% sales tax

Make checks to Lester DeVoe - Guitar Maker
Box AA, San Jose, CA 95151
Offer expires January 31, 1984
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Not everything was perfect, to be sure, last night. There
were soms abvious production problems, not least a two-tone
cyclorama that resembled a Clifford Styll painting (that's
not a recommendation), and there were enough dancers bumping
into chairs to suggest a couple more reshearsals might help.
By Sunday, the show should lock pretty spiffy.

Artistic director Adela Clara seems to be apportioning
the chorecgraphing duties with a freer hand these days, but
"Encuentro"” made it clear that the company still draws its
creative juices and its fervor from her. It's a sultry
trio, involving two men, one woman and a shawl that suggested
virtually everything. Carmen Granados begins motionless,
back proudly arching to the audience. From behind a screen
emmrge Nemesio Paredes and Miguel Santos. They take the
cloth and begin a competition for the lady's affections.
Fortunately, everybody wins and they drag her off in that
shawl, in what must be one of the most suggestive moves in
all of intermational dance.

By contrast, Clara's two traditional opening Andalusian
dances, "Aires del Sur" and "Fandangos de Huelva," came off,
in these performances, as the kinetic equivalent of throat-
clearing, and little more. Santos fashioned two pieces for
the occasion, the first, a "Farruca," which begins like a
strip-teass and develops into an intricate study of varying
rhythms, articulated with a fair degree of succesa.

Santos' othar offering, “"Las Lagarteranas," piqued the
curiosity. A charming, flirtatious folk trio for two woman
and a man (Manica Flores, Paula Reyes and Daniel Genera),
and a potful of tulips, it makes use of some ballet vocabu-
lary (though danced in high heels), and in subject matter,
authentic costuming and use of arms, brought comparisons
with Bournonville's work in Demmark.

The revivals both came from Dini Roman. “Disenos,"” a
three-part piece to piano music of Albeniz and Grandados,
scored highest in the opening fan dance for four women, even
though precision was visibly lacking. "La Soltera," de-
licately rendered, is a wistful melodrama about a lady
living with an illusion.

And, as usual, the company sizzled through the "Tablao
Flamence,"” with Clara putting in one of her increasingly
rare appearances in a delicious duet with Santos. Good words
for the company's splendid singer Mercedes Molina and gui-
tarist Aqustin Quintero, as well as pianist Marta Bracchi
LeRoux and cellist Peter Rudolfi, who accampanied several
numbars.

CARMEN

by Juana De Alva

Flamencos in San Diego were happily surprised by Spanish
film director, Carlos Suara's latest effort "Carmen", pre-
sented October 21st at the 5th San Diego International Film
Festival, After being disappointed by the small amount of
flamenco in his previous "flamenco” film "Blood Wedding," we
were prepared for the worst. CARMEN was excellent!

With this film, starring dancers Antonioc Gades, Laura del
Sol and Cristina Hoyeos and gquitarist, Paco De Lucia, Suara
managed to capture some of the fieriest (albeit group re-
hearsal scenes) and some of the funniest (birthday party
scenes with a mock bullfight) flamenco ever on film.

Guitarists will be disappointed if they go expecting to
see much of "El Maestro" playing -- they won't., But we're
sure that Paco's genius was applied to the creation of the
whole musical design intertwining Bizet's "Carmen" and the
flamenco guitar.

Antonio Gades, looking drained and somewhat emaciated,
was a disappointment to those who remember the lithe young
dancer from "Los Tarantos" springing onto park benches or
the sleek panther who brought his company to the "Civic"
wany years ago. Carrying the street-clothes fad to the
extreme, he danced farruca in the sagging brown cords and
sweat shirt which he sported in a great part of the film.

But these things aside, Antonio's acting and choreo-
graphy were superb and the film was exciting. Like a good
desplante por bulerfas, it had many an unexpected pellisco
that kept you on your mental and emotional toes.

The following are the credits and story line that appeared
in the festival booklet.

Spain, 1983

99 minutes, In Spanish with English subtitles

Director: Carlos Saura; Producer: Emiliano Piedra;
Screenwriters/Interpretation of Carmen: Carlos Saura,
Antonio Gades; Cinematographer: Teo Escamilla; Music:
Paco de Lucia, Georges Bizet; Choreographers: Carlos
Saura, Antonio Gades; Editor: Pedro del Rey; Principal
Cast: Antonio Gades, Laura del Sol, Paco de Lucia,
Cristina Hoyos, Juan Antonio |imenez, Jose Yepes,

Pepa Flores; Print Source: Orion Classics
Other Festivals: Telluride, New York 1983

Carlos Saura's Carmen is an interplay of art and
life, a Chinese box of parallels between the actors’
screen personae, the roles they play in the
production-within-the-film, and their offscreen
identities. In Carmen, the director of a dance
company in present-day Spain rehearses his
dancers for a ballet of the Carmen story set to
Bizet's operatic score. His search for a leading
lady who captures his ideal vision of Carmen takes
him to dance schools and flamenco boites. He
eventually finds his Carmen in an untried young
dancer . . . named Carmen.

Antonio, the ballet director, is played by
Antonio Gades, himself the internationally
acclaimed director of his own ballet company,
and collaborator with Saura on his previous dance
film Blood Wedding. The dance company's guitar
soloist is played by Paco De Lucia, Spain's most
widely known practitioner of flamenco and
classic Andalusian guitar.

Carlos Saura, Spain’s best known director, is

¥ ¥ ¥

THEATER FLAMENCC'S CARMEN GRANADOS, MIGUEL SANTOS AND
NEMESIO PAREDES IN ADELA CLARA'S "ENCUENTRO"

probably best known in this country for Cria!
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ANTONIO GADES AND LAURA DEL SOL
IN THE MOVIE CARMEN

EXCITEMENT OF SPANISH BALLET

(From: San Francisco Examiner, Oct. 31, 1983; sent by
El Chilenco)

By Allan Ulrich

OUntil Saturday afterncon, I had never suspected that a
dance audience all by itself could trigger seismic activity.
Until Saturday afternoon, I had never seen the National
Ballet of Spain. Now, I know better.

The 50-member company of dancers and singers, an incen-
diary aggregation if there ever was one, made its Berkeley
debut over the weekend at Zellerbach Auditorium with a
series of three performances, igniting all manner of brush-
fire along the way, reshaping expectations every time the
curtain went up. They came through with their famed flamenco
sequence and their smattering of national dances, of course,
but the big surprise lay in the first part of Saturday
afterncon’'s program, a smooth, convincing, 'one-act version
of the Spanish literary classic, "Don Quixote", owing little
to previous terpsichorean versions of the story.

The guest choreographer who goes by the sole name of
Luisillo deoes the near impossible in this "Don Quixote", He
fuses the classical ballet lexicon with ethnic forms - the
performers wear hard shoes - and he succeeds in providing an
apt translation of the Cervantes novel, hitting highlights
and, within an hour+s running time, distilling the picaresque
flavor of the book.

Luisillo condenses the story into five episocdes and an
epilogue, focusing on the lunatic Den's tilting with the
windmills, the freeing of the gallery slaves, the enchanted
inn, the meeting with Dulcinea, the duel with the Knight
of the White Moon and Quixote's death. Luisillo skillfully
effects smooth transitions between episodes and rarely falls
prey to extended mime sequences. Everybody, including the
Don, really dances.

And, how they dance. Luisille loses no opportunicy to
interrupt his narrative with hard-driving rhythmic set-
pieces, the performers beating out their rat-tat-tat on a
variety of props - garden shears, kettle covers, chains, and,
of course, the ubiquitous castanets.

The Dulcinea, scene, with a bar-maid repeatedly disap-
pearing behind a tree, re-emerging as the dona of the
Quixote's dream, attains moments of genuine charm. And the
riding motive for the Don and Sancho Panza makes for a con-
vincing segue between scenes.

All of this "Don Quixote™ (to a catchy taped score by
Frederico Morona Torroba) was rendered by a company of
fresh, vibrant, handsome performers, gifted with remarkable
precision and uncommon verve. Paco Morell and Paco Morales,
as the Don and the Knight, called for special comment. And
Rafael Carrasco's backdrops, reminiscent of Goya etchings,
lifted the spirits.

The "Flamenco Suite" (consisting of Alegrias, Tanguillos,
Taranto and Solea por Bulerias) yielded those special quali-
ties of sexiness and partician elegance in abundance. The
two singers, Manuel Palacin and Talegon de Cordoba, emitted
throaty cries of preternatural beauty; the proudly arched
backs and highly articulated beats of the dancers approached
the ideal. The concluding "Jota," (choreography”™ Pedro
Azorin; music: Tomas Breton), brought on the whole company
in a blaze of color, a swirl of skirts and a forest of arms,
hands clicking in awesome symmetry. Pray the National Ballet
of Spain visits again, soon.

SPANISH BALLET COVERS ALL BASES

(From: The Los Ahgeles Times, Nov. 3, 1983; submitted by
Victor Gutierrez)

by Lewis Segal

How do you prefer Spanish dancing? Frilly? FPiery?
Fantasticated? Ballet Nacional Espafiol covered all these
bases in a vibrant program Tuesday at Marsee Auditorium,

El Camino College. The five-year-cld, 50-member ensemble
appears Friday and Saturday at the Japan America Theatre
downtown, the moves to Ambassador Auditorium in Pasadena
for two performances Sunday.

It is an immensely likable company, even when the choreo-
graphies force soleoists of strikingly dissimilar styles,
physigques and temperaments into hopeless attempts at unison
effects. Or when taped music by Scler, Sarasate and Falla
gets literally trampled underfoot by noisy heelwork that
does not so much ornament the note patterns as attempt to
duplicate them.

THE NATIONAL BALLET OF SPAIN IN "DON QUIXOTE"
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In Paco Romero, the company boasts an auﬂmgitative,
patriclan flamenco specialist; in Talegon de Cordoba a die-
tinctive, intense singer; in the likes of Lupe Gowsz, Juan
Mata, Aida GSmez, Paco Morales and Conchita Cerezo, dancers
of great charm and limitless exuberance.

The Tuesday program began with “SonatasY, an evocatian of
the 1Bth-Century Spanish court - complete with stately
processelons, aristocratic onlookers and elegant divertisse~
ments. It was devised by Antonic Ruiz Scler, a performer
known worldwide simply ae Antonice. Next came dances derived
from folk idioms. A zapateado by Romerc ended in an explo—
sive unaccompanied passage of intricate heelwork embalished
by contrapuntal hand-claps, knee-slaps and finger-snaps.
Romero returned in a flamence sulte further distinguished
by exeiting live accompaniment and the brief, full-blooded
tanguillos by Javier Garcia, Ratonic Gomez and Antonio |
Marquez.

In the one-act dance comedy "The Three-Cornered Hat, "
court and folk eiements glimpsed esrlier in the evaning were
transformed spectacularly intc emblematic abstractions by
the designs of Pabic Pleasso, His forceful black swirls,
slashes, zigzags and patches on incandescent oranges angd
greens made the peasant clothes recognizable yet tantal-
izingly exotic, Jjust as the setting - a sensucus and
sand-eolored archway framing a star-spangled jandscape -
gave us a Spain that never existed: the Spain of our
dreams.

Created for Diaghilev's Ballets Russes in 1919, the
Ficasso costumes and decor criginally complemented witty,
saphisticated choreography by Leonide Massine - bnt Tuesday
they rather overvhelmed unexceptional dances and broad
clowning, again devized by Antonic. Still, Mata and Cerezo
brought encrmous elan to the undar-characterized roles of
the Miller and his wife, and nearly the antire Ballet
Nacicnal agsembled in their Pilecasso finery for a final
endearing display of massed castanets.

FROM FANDANGO TO FLAMENCO

ESPANOL '83:

{From: The Washington Post, Oct. 21, 1983)
by Pamela Scmmers

Marina Xeet is an aathor, teacher and producer with a
mission: ta expose the world to the drama and varlety of
Spanish danecing. Anyone who has experienced her seminars,
watched her demonstrate a fandango, or listaned to her
describe a performer’s style canncet help but be dzawn into
this realm of castanets and bolercs.

Keet's gifts crystallize in the infrequent entertain-
ments she creates, with guest artists coming from ail over
the globe and costumes flown in from, among ather places,
Keet's native South Africa. Her programs ipvlonde a wide
range of Adances, so that all stereotypes may evaporate and
all regions of Spain be explored. Mot that the performances
are dry or documentary-like; on the contrary, they sing
with rlarity angd passion. This weekend, Reet's extravaganza,
Espaficl 1983, unfolds at the Marvin Theater. Amohg the
artists will be Matteo, master of ethnic dances; Carcla
Goya, who wields 2 mean pair of castanets; Engi ishwoman
charc Linares, an ewxemplar of many obscure and baantifnl
dances, amcng them an unexpected ©log dance by the name of
*Aldeana™; and Manoic Rivera, who, togethar with Paula Durbin,
expresses both the sultry and the more understated inter-
pretations of the classic flamenco.

* ¥ %

MORE THAN FLAMENCO

(From: The Washington Post, Oct. 22, 1943)

by alan M. Friegsman

In recent years sgpacially, exponants of Spain's arts of
dancing have been at pains to demonstrate to the public that
Spanish dance is a house of many mansions, and not simply a
castle whose only inhabitant is flamenco. oOwver the past
several season® in Washington there have been a number of
presentations with this same object in view, and our local
perspective on the field has bean accordingly broadened.

Last night at Marvin Theatra, ancther such program of
Spanish dance, coordinated and directed by Washington resi-
dent Marina Keet, not only brought further enlightenment
along these linez, but did so in a theroughly engaging and
spirited manner, free of the least trace of either pedanti-
cism or condescension. It was, in brief, as fine and enjoy-
able an evening of this kind as we have thus far encountered.

For the oceasion, Keet assembled a broad array of per-
formers, ranging from students from her classes at George
Washington University to professlonal guest artists of high
pedigree from Spain, England, Hawali and New York. You could
tell the professicnals, of course, by their finish and
technigue, but the gradations of level were so gradual and
so smoothly melded that one was never really aware of breaks.

The program was smartly organized to display the sccial,
regional and historical varieties - not exluding flamenco -
of Spanish dance. Among the elements were a euite of folk
and social dances ihspried by the paintings of Goya: a 15th
century street zcene, involving euch characters as a flower
vendor, a wailter, a photographer, family groups, lovers ana
sundry villagers, and accompanied by zarruela excerpts; a
wonderfully diverting series of castanet performances ranging
from solos tc quartets, highlighting the musicality and
subtlety of guest artlsts Carola Goya and Matteo; and a
number of individual dances, including a jovial Castilian
clog pumber, featuring guest dancers Paula Durbin, Chare
Linares, the brilliant young flamence virtugso Manclc Rivera
and the entrancing Irina Montes - who managed, incredibly,
to dance exquisitely despite a just-broken foot.

The program might have been shortened to some advantage,
and it's too bad all the music couldn'’t have been live
{gquitarist Michaei Hagser and singer Fepe de Cadiz were
excellent in their flamenco stints), and the floor more
scund~responsive. The production, however, incinding hand-
some costuming and skillful lighting, was exceliant.

There'll be three more performances - at 2 and 8 p.m.
today, and 2 p.m. oo Sunday.

[see photos page 22)

* &k *

GUITAR TRIO'S VIRTUOSO PERFORMANCE
DAZZLES CROWD

{From: Arizona Republic, Oct. 23, 1983;: sent by
Robert Dwyer)

by Andrew Means

Guitarist Steve Morse once described his alma mater, the
Dixie Dregs, as makers of "electric chamber mmsic."

It is a nseful epither for this current tour package.
For although the spotlight this time is on the amplified
acoustic guitar, in both gut and steel-stringed varieties,
the atmosphere at this show was one of a cozy, cultured,
self-abecrbed melding of minds and mesic, A row of potted
trees behind the performers® chairs enhanced the intimacy.

Within their own not inconglderable circle of admirers,
John McLaughlin, Al DeMeola and Paco de Lucia (but especiaijly
the first two) are gquitar heroes of the first order.

The fusion of the thrae talents bas produced the kind of
virtunsity in depth that amateur gquitarists and other aso—
teric listenere rave abont,
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SUPERGUITARISTS MCLAUGHLIN, DIMECLA AND DE LUCIA

There is virtually no wvisual showmanship involved. The
three simply sit and play together, each frequently producing
dazzling runs up and down the guitar neck. Just as fre-
guently, the crowd breaks out in gasps and splutters of
applause. The show begins with a standing ovation, and one
suspects some of these devotees would smuggle in stitls if
they could.

Although only de Lucfa is flamenco trained, the trio’s
instrumentals have the breoad reach, lightning speed and
something of the contrasts in volume and accent of that
style. Both DiMeola and McLaughlin (notably with the
Mahavishnu Orchestra) have been mixed up in jazz-rock fusion
for years and express themselves slightly more abrasively
(and more fluently, as it happens) than de Lucia.

The tric came together a couple of years ago, touring
Europe and America and releasing a live album, Friday Night
in San Francisco.

Although a second album, Passion, Grace & Fire, followed,
the trio expressed itself more eloguently on the live album.
This is appropriate because although pure virtuosity can be
exciting, their most valuable offering is spontaneous, in-
tense feeling. It comes with improvisation and luck.

Overall, there was more virtuosity than luck Sunday night.
Nevertheless, the playing was often breathtaking, sometimes
enthralling, and doubtlessly gave the amateur guitarists
present something to think about for a good long time.

Material came mainly from the three guitarists themselves
with a touch of the classical repertoire thrown in for
good measure.

It is an indication of the lofty heights we are dealing
with that Morse was only the warm-up act. Morse is no
slouch in his own right.

However, he did not demonstrate guite the imagination of
the illustrious trio. On a couple of numbers he seemed a
little bored without other musicians with whom to interact.

He did have a personable stage manner, though, and re-
ceived warm treatment from the audience.

¥ ¥ ¥

FLASHY GUITARISTS LACK SOUL

(From: San Francisco Examiner, Oct. 31, 1983; sent by
El Cjileno)

by Philip Elwood

The lackluster San Francisco Kool Jazz Festival 1983
ended yesterday with sold-out matinee and evening perfor-
mances at Davies Hall by four acoustic guitarists - the
trio of Al DiMeola, John McLaughlin and Paco DeLucia, plus
soloist Steve Morse (who joined the featured group on the
conert's encore).

Collect four virtuoso guitarists on one program and
what do you get? Brilliant technical virtuosity but (in
the case of this bunch) powerful little feeling.

And though this "acoustic™ instrumental presentation was
intended to be apart from what the jazz crowd considers
the commercialism and corruption of the electric (or, ugh,
"rock") guitar sound, there were so many mikes and backup
speakers surrounding the instrumentalists that the projected
sound was generally as stiff and lacking in resonance as if
solid-body boxes had been used.

Segovia plays the Masonic, Davies, the Opera House, with-
out mikes - how come not the "acoustic" jazz guys?

The truth is that these bright pickers are neither classi-
cal, nor jazz, nor acoustic - they're contemporary guitar
masters who weave in and out of all definitions, and styles,
and moods. And after the number of concerts they've given,
the thrill of spontaneity, the sounds of surprise, the
excitement of a new solo riff, etc., have been long since
lost.

The young guitar concert crowd these days is mostly in-
terested in breathtaking runs, fancy duet (or trio)} licks,
hard-driving rhythms - and wvery little melody.

I've always loved the guitar's romantic and rhapsodic
gualities - but for DeMeola, McLaughlin and DeLucia the name
of the game is tricks and speed.

It's the "oodles of noodles" school, and it gets tiresome
rather guickly when you're in a crowded concert hall whose
stage is piled like a modern Stonehenge with speakers, woofers,
tweeters, monitors, backups and a forest of mikes - all in
the name of an "acoustic guitar™ performance.

God knows these guys (all of whose "jazz" credentials
might be questioned" have technigue, or at least speed, to
burn. Last night, in fact, I wished that they'd slow down,
get mellow, play a ballad or blues, and make use of the solace
of silence, of open space, rather than trying to constantly
f£ill it with as many notes as possible.

Although Morse, a relative hippie among his more conser-
vative colleagues, opened the show with a brief solo stint
{and was a refreshing and relaxed performer) once the Big
Three arrived on stage, it was gut-level, break-it-up music
all the way.

The selections were identified, occasionally, in MclLaughlin'
fuzzy Anglo-American dialect, but I'm not sure that their
remaining anonymous is of any significance.

¥ ¥ ¥

TECHNICALLY BRILLIANT FLAMENCO
CONCERT LACKS VARIETY

(From: Arizona Republic, Oct. 20, 1983; sent by
Robert Dwyer)
by Dimitri Drobatschewsky

Carlos Montoya, the elder statesman of the flamenco gui-
tar, returned Wednesday to Gammage to offer his fans an

CARLOS MONTOYA
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evening of his strongly individual brand of guitar playing.

1f this had been your first visit to a Montoya recital,
or 1f it had been years since you last heard the venerable
master, you would have marveled at the A0-year-old Gypsy's
stage presence, his erect walk and hale appearance, and his
inComparable art on the quitar.

¥ou would have bean dazzled by the dexterity of the
fiagers of bis left, and the seemingiy indefatigable action
of his right hand. .

As a flamenco aficionadeo, you would have sat in the first
row and your eyes would have bean glued to the master's
hands, ¥You would have followed his every move with rapt
attention and, at the end, you would have jumped to your feet
for a rousing ovation, in accord with nearly all the fans
who £illed one-haif of tha auditorium.

Your enthusiasm would have been renewed avery time
Montoya raced through his gypsy rhythms, building the excite-
ment to a2 fever pltch, or whenever he stopped everycone's
breath with left-hand solo passages that resounded with un-
surpassed intensity.

If, on the other hand, you had experianced Montoya's
reqular visits over the past several years, you might have
been bothered a little by the fact that the artist now had
his entire performance amplified.

¥ou might have noticed a slight problem in the coordina—
tion of right and left hand, and you might have detectad
some pltch problems that were guickly covered by some furilous
flurries of rhythmlc cadence.

Above all, you might have wished for a little more variety
in the style of the music performed. Montova, you discovered,
cen be versatile, as he proved with his only encore. It
was the first and only descriptive pilece of music he played
all evening,

¥You would probably have wished that Montoya had shared the
evening with scme other performer who woilld have provided
that variety, ¥nu would have felt that an entire program of
Montoya alone is, simply put, tco much of the same.

G %O
EL OIDO

NEWS FROM OUR MEMBERS

Sunnpyvale, Ch: "FIESTA FLAMENCA™ wes presented on
October 14th and 15th at the Perfarming Arts Center featwr-
ing guitarists Luis Angel, Glicerio Mera, Dona Reyes and
Anita Sheer and the company of Patri Nader with guest artist
Cruz Luna, *** San Francilsco: THEATER FLAMENCD presented a
varied performance on October 16th which included, besides
traditional Spanish and flamenco numbers, a trio of Argentine
dances from Buencs hires. FESTIVALES DE ESPANA, a Spanish
cultural festival sponsored by Rosa Montoya, the Cannery and
the Consul General of Spain Iin San Francisco was a great
success. It featured art and food from Spain and such
artists as Teresa Montes, Theater Flamenceo, Juan Serrano,
Zazpiak sat, Cruz Luna and, of course, Rosa and her company.
{from E1l chilena)

Virginia: BRAQUEL PEfA SPANISH DANCE COMPANY with fernandoe
Sirvent, Manola Rivera, Dominico Caro and Company members
Susana Aranda, Sandra Sang Mora Soclanc and Juan Valentin
performed for the Ambassador of Spain his excellency Gabiel
Manueco at the 7th Annual Arts Dinner in Charlottesville,
Dctober 26th * 4 * MANOLO RIVERA gave the advanced and pro-
fessicnal students of the SPANISE DANCE CENTER macter classes
that were wvery well received by the many who attended.

{from Raquel Peila)

Los Angeles, Ch: The DIGITAL RECORD PROJECT pzoducad by
Nilo Margcni is finally going to be completed. The album
featuring flamenco guitarist Anteonie Duran, singer Antonic
Zanchez, and dancer Carnen Heredia, also features classical
guitarists Tony and Paul Sesoko, Lee Zimmer, and Jim
Perlette. The quartet will ke recording works of Joaguin
Turina {1EBZ-194%). Turina, who was born in Sevilla, was
a greatly respected pianist, conductor, and composer. He
taught at the Madrid Conservatory of Music. According to
arranger Tony Sesokn, the particular pleces the quartet is
doing have never been recorded by quitar. Completicon date
will be scmetime in Jan. (from Nilo Margoni)

Washington D.C.: Marina Keet presented a varied program
of classical, regional and flamenco titled simply SPANISE
DANCE with the ¢olaboration of Corola Goya and Mateo, Guest
dancers Paula Durbin, charo Lihares, Irina Mantes and Manolo
Rivera, guitarist Michael Hauser and singer pPepe de Cadiz on
Octoher 2lst, 22nd and 23rd.

Illineis (Evanston): Thanks to the notice in Jaieo I
attended the FUEGD ESPANCL show October 30th. Flamence
overshadowed the classical. The ace of trumps, Victoria
Korjhan's appnarancn stopped the ciock. His bulerfas is
unigue here and maybn in the old country. With Paco Alonso
and the tremendecus dance guitarist Reynaldo Rincon from New
York -- a tric of flamenco greatsl The ladies were good,
especially Teresa Cullen and Lola Golan who has a big dance
repertoire. Special wention of Karen Stiliing wha partnered
Victario. *** (Chirago): At CELILARCHING's a homage was beld
for the late Antonic Majrena featuring singers Pepe Culata
and Agqujetas. (fTom George Ryss)

Mew York, NY: JOSE MARIA MORENO was pressnted by the
american Institute of Guitar, October 19th at the Cami BHall.
Morene played a varlety of classicai and flamenco pieces.
ifrom cecrge Ryss)

St. Peter, MN: RINCON DEL FLAMENCD presented a concert
October 7th, 8th and 9th at the Anderson Theater at the
Gustavus Adolghus Coillege. The company consisted of dancers
Joanna Grarileia and guest artist Sergio Bahamandes, singer
Elena La Cordchesa and guitarist Iuis El Primitivo. The
company also included supporting dancers: Velerie, Maureerie,
La Rubja, La Gitana Morena and Juanita. (sent by Joann

Weber)
GO

JALEQ THANKS THE FOLLOWING CONTRIBUTORS:

Los Angeles Jaleistas - Donation
Katina Vrinos - Donation
Ben Qlsen - Deonation

LOS ANGELES JUERGAS

by Ron Spatz and Yvetta Williams

L.A. JUERGA AT CASA DE ESPANA

In the middle of downtown Los Angeles just off the Harbor
Freeway is a little plece of Spain known as the Casa de
Espaifla, and the site of cur Septembar juerga. While Friday
night proved on¢e again to be less desirable than Saturday
nights, we still had encugh of the proper ingrediente to make
it work. Om the guitar at varicus times were Marcos Carmona,
David De Alva, ¥vetta Williame, Ron Spatz, Xeith Stanton, and
Gabriel,

There were several dancers whose names we didn't catch,
Those known were Katina Vrinos, Juania Munguia, Marlene Gasl,
Sharlene Mvore, Enrigue, Ymma Borta, Bric Cortez, ¥Ynrgo
Gracia, Carolyn Berger, and Estella Alarcon. In addition ta
Rudy Montoya, we were graced with more cante than normal, dge
to the appearance of Yorgo Grecia and Miguel de M£laga.

On a sadder note, we feel it necessary tc report that some-
one made off with our juerga scrapbook, which cantains pic-
tures of all our past L.A. juergas. If anycone knowe the
vhareabouts pf thie book, we would ¢ertainly appreciate
having it returned.
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PHOTOS FROM SEPTEMBER JUERGA

1) YRMA HORTA AND ERIC CORTEZ

2) YVETTA WILLIAMS, DAVID DE ALVA, MARCOS
CARMONA, MIGUEL DE MALAGA AND
YORGO GRECIA

3) MARLENE GALE, KATINA VRINOS, CAROLYN
BERGER

4) MIGUEL DE MALAGA AND MARCOS
CARMONA

5) RUDY MONTOYA, MARCOS, MARLENA

Photos by Dick Williams
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ENRIQUE

JUANIA MUNGUIA

KATINA VRINOS

SHARLENE MOORE
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ERIC CORTEZ AND YRMA HORTA. ARE ACCOMPANIED BY
RON SPATZ AND YVETTA WILLIAMS

LINDA PALMROSE AND MARLENE GALE

END OF THE SUMMER JUERGA

It was a balmy afternoon in October, a little overcast,
with just a wisp of a breeze (perfect for taking pictures).
The atmosphere was that of a Sunday picnic at the park. The
park in this case was the backyard of Juana Escobar's Home in
Pasadena. The crowd was not large, but very warm and friendly
indeed.

On guitar we had Gene Foster, Keith Stanton, Dennis Bannon,

David De Alva, and us (Yvette & Ron). Dancing were Juana
Escobar, Yrma Horta, BEric Cortez, Marlene Gael, Yvetta, Rudy
Montoya, and Linda Palmrose. Rudy Montoya and Juana also
provided the cante and palmas. A special treat was a visit
by James E. Stelzer, a guitar maker from Chino, who brought
one of his beautiful classical models with him. There was
plenty of food and drink, and a good time was shared by all
those present,

ISTS GENE FOSTER, YVE

GUITA

TTA WILLIAMS AND DAVID DE ALVA AND RUDY MONTOYA AND RA

Y

Photos by Dick Williams

L DE ALVA

WITH PALMAS ACCOMPANY THE DANCING OF JUANA ESCOBAR
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ERIC CORTEZ DOING CAPE DANCE

DECEMBER JUERGA

Our December juerga will be held an Saturday, December 10th
at the Sevilla restaurant, 1517 W. Carson in Torrance. They
have excellent Spanish food and wine. Reservations for dinner
are recomsended (phone 213-626-1361 or 328-2366). Dinner
will be served only between 4 pm and B pm. Tapas will be
available after 8 pm. Rudy Montoya will give a workshop on
Sevillanas cante at & pm.

Take the Barbor Freeway south to the Carson exit and go
west. Sevilla restaurant is between Normandie and Western on
Carson. If you are coming north, take the 220th Street exit
to Pigueroa, north on Figuerca to Carson, west on Carson.

* k %

FEBRUARY JUERGA

Our first juerga of the new year will be held on February
11, 1984 at the Darwish Restaurant, 5241 Hollywood Blvd.
(213-646-6231). Take the Hollywood Blvd. East turn-off off
the Hollywood Freeway to Harvard.

Dinner from 6:00 to B:00. Prices range from $3.25 to
$6.90.

THE FRAME STATION

The Finest in Custom Picture Framing

20% DISCOUNT

TO ALL MEMBERS OF JALEISTAS

1011 FORT STOCKTON DRIVE QWNER TOM SANOLER
SAN DIEGO, CALIFORNIA (714) 298-8558

(Hillcrest/Mission Hills area)

SAN DIEGO SCENE

by Juana De Alva

SURPRISE NOVEMBER JUERGA

on Friday aftermoon, November 1lth I received a call from
Victorio saying that we had an available place to have a
juerga the next evening. Quickly a telephone grapevine was
formed and at least B5% of the local members were reached
with the information. The juerga took place at the Pegasus
Greek restaurant in Encinitas owned by Larry Vallis. People
began gathering around 89:30 p.m.,dining along with the
restaurant's regular customers. Around 10:00 guitars started
to come out of their cases and were accompanied by palmas
and cante. By 11:00 the juerga was in full swing and lasted
until about 3:00 a.m. Our host was most cordial and invited
us back on a regular once a month basis - an offer which we
hope to avail ourselves of in December.

DECEMBER JUERGA

Big plans are brewing at the Pegasus Greek Restaurant where
we will return for our December juerga. Owner Larry Vallis
has closed in his two outdoor areas which makes three separate
areas for juerga goers to participate. A stage is being put
in with the idea of having out-of-town guest artists perform
the night of the juerga and possibly have once or twice a
week with local artists on a regular basis. !

The Encinitas location while being a bit of a hike for
San Diegans is a little cleoser for Los Angeleans and may pro-
mote more mutual juergas with our sister city.

plan on dining and imbibing at the restaurant. Only by
our support of establishments which promote flamenco will we
continue to have them available.

DATE: December 17
TIME: Dinner B:00 to 10:00 Juerga 10:00 to 2:00
PLACE: Pegasus Greek Restaurant

1108 lst Street in Encinitas

PHONE: 753-1770
DIRECTIONS: Take Encinitas Blvd. West off of I-5, left on lst.

ARQUND THE TOWN

PACO SEVILLA AND RODRIGO will be playing duo and solo
guitar at DROWSZY MAGGIE'S, Jlst and University on Sunday
evening December 18th. cCall 298-B584. Recent addition to
Jaliestas is a baby girl, STEPHANIE CARMEN, to CARMEN AND
CHUY MONZON. Congratulations!!

Vvisiting in San Diego the first week in December was
guitarist BOB CLARX from Chio.

We've lost guitarists HERB GOULLABAIN and TERRY SETTER to
Washington and FRANK CAMPBELL "EL CHILENOE to San Prancisco.
Soon to be opened--EL TABLAO FLAMENCO--restaurant and

flamenco night club by Francisco Ballardo.

G¥O
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THIS SPACE RESERVED
FOR YOUR CARD-SIZE AD

SPECIAL OFFER
$10 FOR 1 MONTH - $25 FOR 3 MONTHS

PRICE APPLIES TO PHOTC READY ADS
(ONE TIME $5.00 FEE IF AQ DESIGN IS REQUESTED]

WE APPRECIATE OQUR ADVERTISERS
PLEASE PATRONIZE THEM
e

The Blue Guitar Shop

Rubina Carmona
Chula Vista Travel
Antonic Pavid - Supreme Strings
Lester De Voe - Flamenco Supreme Strings
Tom Sandler - The Frame Station
Guitar Studios - Paco Pena Vivo

Guitar Review

Institute For Traditional Studios

GUITAR
REVIEW

WORLD WIDE CLASSIC GUITAR GUARTERLY
ACADEMIC YET YOUTHFUL
BLQSSOMING FQRTH WITH NEW IDEAS
MNEW WRITERS + NEW REVIEWERS . NEW DEPARTMENTS
USA Subscription 4 issues: $24.00 nostoge included
Send to: GUITAR REVIEW, P.O. Box 5375, F.D.R. Stotion, New York, NY 10150

- ANNOUNCEMENTS

Announcemanta with the exception of classified ads are free
of charge to suobscribers. They will be placed for two
months if appropriate and must be received by the lst of the
month prior £o their appearance. Inciude phone number and

area code for use in the DIRECTCRY. Classified ads are $1.00
per line {each 2 words) far each month they appear. Make
checks payabie to JALEISTAS and mail ta JALEQ, PO Box 4706,
San Diego, CA 22104. R
JALEQ CORRESPCMDENTS

If you would like to assist JALEQC by acting as a corres-

pondent for your city, please contact cur PO Box and let us

know. We need to have an update at least every two months.
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updates

RAQUEL PEFA AND FERNANDO SIRVENT continue perfarming nightly
at the Tio Pepe Restaurant in Georgetown, Washingtonm D.C.
call {202) 337-0739,

THE FEZ RESTAURANT AND NIGHTCLUB, 1510 . Vermont Awve.,

Los angeles, CA, will be presenting a flamenco show and
informal juerga svery Tuesday night from 4 p.m. to 2 a.m.
call 213/666-6137

RINCOM DE ESPARA currently presents singer Paco Ortiz,
guitari;E Paca Juanzs and dancers Carman Rubio and Mara
{Sultani?) .

THE MADRID RESTAURANT features flamenco guitarist "Manclo®
on Wed,, Fri. and sat. nights. . 1712 Sunset Elvd., in

Los Angeles, CA (213} 483-7757.

PEPE CULATA AND AGUJETAS each recorded one side for a Spanish

recording unit, Tomas de Urera was the guitarist. Pepe
Culsta: Siguiriyas de Manuel Torre, Martinete y Tonas,
Tientos, Malaguefias de Melliza; Agujetas: Siguiriyas,

Martipete, Tientas, Bulerfas.

concerts

JOSE MOLINA BAILES ESPARNOLES with dancers Jose Molina,
hurcra Reyes, Clara Mora, Ester Suarez, singer Pepa de Cadiz
and guitarists Basilic Georges and Leocnel will be giving
concerts as follows:
12/1 Des Moines, JA 10:30 a.m.
Boosevelt H.S.
4415 Center St.
Des Moines, JA 50312
Gary Thelon 515-277-6381
12/2 Omaha, NE 10:30 a.m.
Boys Town H.S.
podge St.,
ODmaha, NE 68010
Dr. Pat McGuinnis-Prin.
402~418-1800
12/5 Minneapolis, MN 10:30
Thomas Jefferson N.5.
4001 W. 1d02n2 St.
Bloocmingtan, MN 55437
Mary Vollela Bi12-B3l-4641
12/6 appleton, WI 10:30 z.m.
appleton E.S5. East
2121 Emmers De.
Appleton, WI 54915
B. Simonson 414-735-6200

Starting Dec, 15 the company will be performing at the
Columbia Restaurant in Tanepa Florida for 6 weeks.

LAURR MOYA MUSIC AND DANCES OF SPAIN will appear at the
U.5.U. Kerr Cultural Center in Phoenix, AZ, on Nov. 18, Spa.
RAQUEL PENA SPANISE DANCE COMPANY will be performing twe
cancerts with guest singer Pepe De Malaga on Dec, 2, 1283
at the Fairfax High Schocl, Fairfax, VA, and at the Kennedy
Center for the Perfarming Arts on Dac, 30, 1983, For more
information contact (703)527-3454.

VICTORIO KORJHAN AND MARIA ALEA will be appearing at the
Fashion Institute in Yew York City Feb. 11-14,

UBL PENA will give twe solo concerts with Fernande Sirvent
and Pepe De Malaga on Jan, 2ZE / 23th at 8:D0pm at The Dance
Flave, Washington DC [for infarmation cantact (793)327-3454.
THE SPANISH DANCE CENTER will give a full length concert on
Jan. 29th at S:00pm at the Dence Placa. For information
contact (7O3)527-3454 .

HENE EEREDIA, flamenca guitarist, in cancert Sunday, Jan., 29
7:30pm Wilshire-Ehell Theatre, 44D1 W. Bth St., Los Angeles,
Ch. Ticket information 939-1128 or 862-1850.

classified

FLAMENCO GUITAR I'OR SALE: 1934 Santos Hernandez [lamenco;
scod condition, photes awvailable, pot a loud guitar, so
net suitabkle for cluk playing, but very nice tone, good
and dry and easy ta play, $3,000, Contact Oennis McMillan,
328 Madison St., San Antonio, Texas 7B204 (512)224-0143,
WANTED: FLAMENCO GUITARIST with dance accompaniment
sxperience, who 12 willing to travel znd/or relocate for
serformances of all types. Cofhtact: Barbara alba,

13037 TIV-9636, 2970 5. Ogden, Englewocd, 0 80110.
CLASSICAL-FLAMENCO GUITARS -— student and prafessional
models -~ Ramirez, Kana, Contreras, Marin, Flores, etec.

-~ Xenneth Sanders (714) 499-4961

12/7 Chicago, IL 9:30 & 11:15
Mcthey McZuley H.S,

3737 W. 99th St.

Chicago, IL 60642

Ms. Pat Haines 312-BB1-o503

12/B Indianapolis, IN 1D:30 a.a.
Broad Ripple H.S.

1115 Brcad Ripple
Indianapclis, In 46220

B. Patric 317-266-4005

12/9 Cincinnati, OF 10:30 a.m.
Anderscn H.S.

Foreszt Rcad

cincinnati, OH 45230

M. Thomas 513-332-2772

ROSA MONTOYA'S BATILES FLAMENCOS has been chosen te be part
af the Calif. Arts Cecunzil's dance touring program 1963~
19B4. The compsny consists of 7-10 perfarmers and presents
both flamenco and classical Spanish dance. Cantact: Cannie
Freeman (415) B24-8844 or (41S) 2BS-31%4 ~- 287 Teresita
Blvd., San Francisco, CA 94127.

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

FOR SALE: Music by Maric Escudero and Sabicas, plus complete
line of guitar supplies (strings 1/2 price). The Blue
Guitar, see ad for location.

PANADEROS FLAMENCOS by Esteban Delgado recorded by Paco de
Lucla -+ accurately notated sheet music; $2.75 in USA, $4.50
foreign, Southwest Waterloo Publishing Co., 670B Backett
R2., Austin, TX 78749.

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

GUITARISTS RND GUITAR STUDENTS WELCOME to accompany dance
claszes, San Diego area. Call Juana 440-5279 before Ba.m.
BACK ISSUES OF JALEQ AVAILABLE: Vol. I no. 1 to 6 $51.00 each.
Vol. I no. 7 to 12 $2.00 each, Vol. II, III & IV pe. 1 te 12
§2.00 each, and Vol. V and VI issues $2.50 each. (add $1.0C
far overseas mailing.)

DIRECTORY

australia
FLAMENCO ENTERTAINMENT
Casmas Inn (Adeiaide)

canada
DANCE INSTRUCTIDN
Haximiliano (Taronto}l

+
spain
FLAMENCC SHCES
H. Menkes {Madrid) 232-1036
FLAMENCO CCSTUVES
H. Menkeg (Madr:id;

JE~S1-22E7

453-394€

23Z-1036

U.5. 4.

new york

FLAYMENCD ENTERTALHMENT

La ¥ancha {Brocklyn)

El Eincan de Espafia

El Castellano (Queens)

DANCE INSTRUCTIGN

Leretta Celitan (Long Island)
Mariguita Flores

Victcroe Kerjharo

Esteban de Leon

Bobhy Lorca

Jerane Michel

cose Molina

Lillana Morales

Estrella Moreno

Carmen Bubia

Carlota Santana

SUITAR INSTRUCT ION

Mario Escuderc
Michael Fisher

213/344-5Z22R
nc phone

516/724-6838
212,582-3350
21279377320
212/724-4313
212/566-5107
212/222-4937
212/245-3504
212/472-1345
212/245-9304
212/563-0186
212/473-4605

212 /58b-6335
[Ithaca} B0 /259-6615
new jersey
DANCE INSTRUCTION
¥Yoclanda Fernandez

201/861-B316

pennsylvania

FLAMENCZD ENTERTAINMENT

Meson Qon Quixote

GUITAR INSTRUCTION

Larles Rubio

DANCE INSTRUCTION

Cam2lz Erice {(Harrisburg) Y.M.C.A.
Julza Lopez

215/925-1E89

215/732-%610

215,925-188%
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DANCE INSTRUCTION

Maria (Virginia Beach/Norfolk)

Ana Martinez

Racjuel Pena (Spanish Dance Center)
GUITAR INSTRUCTION

Paco de Malaga

Fernando Sirvent (Spanish Guitar Center)

washington d ¢ area
FLAMENCO ENTERTAINMENT

El Bodegon

Tio Pepe

JUERGAS

Charles Moeser

GUITAR INSTRUCTION

Mariquita Martorell

Paco de Malaga (Arlington, VA)
Carlos Ramos (Arlington, VA)
Fernando Sirvent (Spanish Guitar Center)
Torcauto Zamora (Silverspring, MD)
DANCE INSTRUCTION

Marina Keet (George Washington U.)
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 Bth St. 31lst Av)
DANCE INSTRUCTION

Luisita Sevilla

Josita Molina

Roberto Lorca

Rosita Segovia

La Chiquitina

Maria Andreu

-
minnesota
FLAMENCO ENTERTAINMENT
George Is In Fridley
Senor T's
GUITAR INSTRUCTION
Michael Hauser (Minneapolis)
Michael Ziegahn
DANCE INSTRUCTION
Suzanne Hauser
FLAMENCO COSTUMES
Jo Ann Weber

- - -

illinois

FLAMENCO ENTERTAINMENT

Cellarchino (Chicago)

DANCE INSTRUCTION

Ridgeville Park District (Evanston)

texas

FLAMENCO ENTERTAINMENT

La Mansion del Rio (San Antonio)
DANCE INSTRUCTION

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

Casa de Danza (San Antonio)

-
new mexico
FLAMENCO ENTERTAINMENT
El Nido Restaurant (Santa Fe)
DANCE INSTRUCTION
Tamara Spagnola (Santa Fe)

804/467-1509
703/931-0324
703/527-3454

703/931-0324
703/527-3454

301/657-4799
301/992-4792
703/524~5083
703/527-3454
202/364-0700
703/527-3454

703/524-5083

404/993-3062

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

781-3377
451-9606

333-8269
612/825-2952

333-8269

612/291-2889

266-2066

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

colorado
GUITAR INSTRUCTION
Rene Heredia
Guillermo Salazar
DANCE INSTRUCTION
Barbara Alba

oklahoma

. GUITAR INSTRUCTION

Ronald Radford (Tulsa)
DANCE INSTRUCTION
Jimmie Crowell’

washington

DANCE INSTRUCTION

Maria Luna (Seattle)

Morca Academy (Bellingham)
Josela Del Rey (Seattle)
La Romera (Seattle)
GUITAR INSTRUCTION

. Gerardo Alcala (Bellingham)

Joel Blair

oregon

FLAMENCO ENTERTAINMENT
Norton House Rest. (Portland)
DANCE INSTRUCTION

Maria Moreno

arizona

DANCE INSTRUCTION

Laura Moya (Phoenix)
Lydia Torea

Patricia Mahan (Tucson)
GUITAR INSTRUCTION

Ismael Barajas (Tucson)
GUITAR ACCOMPANIMENT
Sadhana (Non-Professional)

california

FLAMENCO ENTERTAINMENT
Don Quixote (San Jose)
Dulcinea Restaurante (San Mateo)
Mariano Cordoba (Sunnyvale)
Les Pirates (Los Altos)
Anita Sheer (Los Gatos)
JUERGAS
Halcyon Ida (Santa Cruz)
Jack C. Ohringer (Vallejo)
GUITAR INSTRUCTION
Alberto de Almar (Mill Valley)
Mariano Cordoba (Sunnyvale)
Ken Sanders (Laguna Beach)
Juan Serrano (Fresno)
Anita Sheer (Los Gatos)
Rick Willis (Placerville/Sacramento)
DANCE INSTRUCTION
Adela (San Mateo)

(San Jose)
Rosalie Branigan (Montclair)
Paula Reyes (New Monterey)
Carmen Chevere (Newbury Park)
ELAMENCO COSTUMES
Adela Vergara (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

722-0054
333-0830

303/733-4015

918/742-5508

946-2158

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

206/676-1864
206/671-6268

223-0743

503/282—506;

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

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

415/383-6115
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
B805/498-0264

415/351-4481

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
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GUITAR INSTRUCTION

Mariano Cordoba

Ricardo Peti (Carmel Highlands)
CANTE INSTRUCTION

Concha Duran

Isa Mura

FLAMENCC COSTUMES

Raquel Lopez

los angeles

FLAMENCO ENTERTAINMENT
Lares Cafe (Santa Monica)
El cid

El Paseoc Inn

Espartacus Restaurant
Fez Nightclub

Las Brujas Restaurant
Madrid Restaurant

The Intersection Folk Dance Center Rest.

Sevilla Restaurant

408/733-1115
624-3015

213/223-1784
415/435-3021

415/924-5908

213/828-9205
213/668-0338
213/626-1361
213/659-2024

213/666-6137

213/667-9587
213/483-7757
213/386-0275
213/328-2366

-
san diego
FLAMENCQ ENTERTAINMENT
Espiga de Oro (Rosa's)
0l1d Town (Bazaar del Mundo - Sun
JUERGAS
Vicki Dietrich
DANCE INSTRUCTION
Juana de Alva
Juanita Franco
Maria Teresa Gomez
Rayna
Julia Romero
GUITAR INSTRUCTION
Joe Kinney
Rodrigo
Paco Sevilla
FLAMENC( COSTUMES
Clara Martinez

. noons)

JUERGAS
Yvetta Williams 213/833-0567 HA". m"l[n
Ron Spatz 213/883-0932

619/477-0675

619/460-6218

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

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

619/831-2596

ACCOMPANIST FOR DANCE & CANTE CASTANETS
Eduardo Aguero 213/660-0250 THE SEA - 305 N. Harbor Blvd., San Pedro, CA 90731
Marcos Carmona 213/660-9059 Imported from Spain $11.00 (student) $35.00 (professional)

DANCE INSTRUCTION
Roberto Amaral

Pedro Carbajal

Rubina Carmona

Manuela de Cadiz
Concha Duran

Carmen Heredia

Maria Morca

Oscar Wieto

Sylvia Sonera

Juan Talavera (Whittier)
Linda Torres (San Gabriel)
Elena Villablanca
GUITAR INSTRUCTION
Marcos Carmona

Gene Cordero

David De Alva

Gabriel Fuiz (Glendale)
CANTE INSTRUCTION
Rubina Carmona

Concha Duran

Chinin de Triana
FLAMENCO COSTUMES

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

FLAMENCQ COSTUMES

ADELA VERGARA - 1825 Echo Ave., San Mateo, CA 94401
Made in Spain, $150.00 including postage and handling

FLAMENCO SHOES

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

measurements in centimeters)
GUITARMAKER'S SUPPLIES

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

FL 33156 (Catalog free)

DE VOE LUTHIER SUPPLIES - Box AR, San Jose, CA 95151
Finest tonewoods (Send S.A.S.E. for price list)

MANTONCILLAS (small neck shawl)

THE SEA - 305 N. Harbor Blvd., San Pedro, CA 90731

Rayon, 24" fringe $20/crepe, 22" fringe $22

SUSTAINING MEMBERS

Your tax deductible contributions to the Jaleistas organi-

zation are gratefully accepted. Contributors will be listed
a period of one year under

on the inside cover of Jaleo for
the following categories:

Rubina Carmona 213/660-9059 $ 50.00 - Malagugna
CASTANETS $ 100.00 - Cordobes
$ 500.00 - Sevillanc

Jose Fernandez (Reseda)

213/881-1470

51,000.00 - Andaluz

¥Yvetta Williams (Imported) 213/831-1694 or 213/833-0567

JALS oy

C
BOX 4706 SAN DIEGO, CA 92104 P:iifzrgzg

TIME VALUE

Address Correction
Requested





