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FOUR TEACHERS OF SPANISH
DANCE: A THREE PART SERIES

PART I

AN INTERVIEW WITH EMMA MALERAS

by Paula Joann Durbin

Emma Maleras has taught Spanish dance in Barcelona for many
yvears and has often been mentioned in the pages of Jalec.
(See "Manolo Marin," April/May, 1983) She is alsc a recog-
nized virtuosa of the castanets. As a musician, she has given
numercus concerts, performing herself or directing others; as
a teacher, she has organized castanet mastery into a syste-
matic course leading to a diploma; as a theorist, she has
authored a system of musical notation for this instrument.
Maestra Maleras has participated as a guest instructor in
José de Udaeta's castanet class, which is part of his Cursc
Internacional de Baile Espaficl.

PD: How did you begin?

EMMA: I think I was born dancing. I never was inter-
ested in anything else. But I didn't start to study until
I was ten and then I took classical ballet with an old
teacher from the Licec. That was interrupted by the war.
When I talk about the war, I mean the Spanish Civil War.
Later, I studied with Maestro Reyes and several gypsies. I
really became serious when I finally saved enough money to
go to Madrid. There I studied with Estampio, with Quica,
Mercedes' mother, with Luiss and Concha Pericet, and with
Elay's father.

PD: Are you also from a family of artists?

EMMA: No, no, no! My parents had a tailor shop; they
were semi-bourgeocis. It was all-out war because there had
never been an artist in the family and they would not hear
of my being a dancer. That's why they didn't let me dance
until I was ten. But I did begin to play the piano when I
was eight, and it helped me a lot later.

PD: What is your dance specialty?

EMMA: What I studied most was flamenco because the rest
came easy for me. But what I have taught most has been
“"clasico espafiol": Albéniz, Granados, Falla, Turina. How-
ever, I have many flamenco classes and I think that without
flamenco you can't really be a good Spanish dancer, even if
you never intend to dance to a guitgr.

You see, there are two extremes in Spanish dance, flamenco
and the escuela bolera. To do the escuela well, you must
know classical ballet and you must also know flamenco very.
very well. MNot for the steps, but for the style. Of course
the escuela dances are the most difficult to do, which is
why the escuela is not very well liked.

Spanish dance has in fact many compartments. Wwhat
happened is that the dances from Andalucia became the most
popular perhaps because they are the prettiest, the most
joyful and also because of the costume. Those dances are
done with castanets, which has confused people into think-
ing that castanets are part of flamenco dance when actually
they have very little place in it.

PD: How did you start concentrating on castanets?

EMMA: I had a prablem in that I was playing the pianc
and learning to play castanets at the same time. Castanets
are better if you have a little bit of fingernail, but you
can't have nails and play the piano. So all of my class-
mates could play castanets much better than I could when
we started to learn. Then it occurred toc me to use the
piano finger exercises when I practiced castanets. After
two or three years, I could play better than any of my class-
mates, and it all began with my nail prablem.

Later I wanted to get dancers to play more precisely,
more artistically, more harmoniously. Originally, I gave
concerts to get the idea across, then I discovered that the
audience liked to hear me play as a "concertista." Even-
tually, a Belgian pianist suggested that I create a system
of musical notation just for castanets. It was a great
effort to find one that worked. The system I finally

settled on is prcbably the most cumbersome for the person
who is trying to write everything out, but it is also the
most practical because there is ne room for error.

PD: Can you describe your course?

EMMA: There are six levels, each with an examination,

as well as cumulative examinations. The course takes

eight years to complete. First, I begin by giving exercises
to prepare the hands; later, I teach some very easy music,
pascdables or malagueflas, played very slowly; then panaderos,
verdiales. The last two levels of the course use classical
music: Padre Soler, Albéniz, Granados.

PD: Only Spanish composers?

EMMA: No, the students also play to music by Bach and it
sounds very nice.

PD: Some people say the castanets don't go with music
that doesn't at least sound Spanish.

EMMA: That's because they think the castanets are unique
to Spain. But in ancient times, they were played throughout
the Mediterranean countries. ‘The tradition continued in
Spain, that's all. The Romans had castanets and so did the
ancient Egyptians. They played them in a rudimentary way,
but that was also how they were played in Spain. It was all
done with a wrist movement and the castanets were worn on the
middle finger, or on two or three fingers, depending on their
size. It wasn't until the eighteenth century that the
Andalucians discovered how to play with the four fingers of
the right hand and to do the golpe with the left hand, which
everyocne began to imitate.

EFD: What about the wrist movement now?

EMMA: You see it everywhere and it's very bad. I first
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saw someonea dancing like that when I was a little girl, and
I said to myself that when I became 2 dancer I would never
move my hands like that., It's very ugly, very cordinary. You
can't become a virtuosc llkes that hecause speed comes from

a2 minimm of movement.

ED: wWhich castaneta do ycu prefar?

EMMA: All kinda. The artssan is much more important
tharn the material used. Mins ars made by Galianc.

PD: what kind of work is available for acoecne whe
finishes your course?

EMMA: Muach mora than you would think. There is the con—
cart stage, and there iz private teaching. I alsc think
the method could be applisd mors generally in the slemantary
schools, and I hava adapted it for that purpope. Children
really should learn mugical rhythm az part of their regqular
program, and many schools do teach it with thoss percussion
instruments designed for small children. Those are vary
boring, thcough. With castansts, however, the students
really havae fun, and they learn to love masic.

I have algo found that my method is excsllent physical
therapy for pecple who have arthritla or who have been
injured. I used it my=elf after undergcing surgery on my
hand.

PD: Do you heve any students of whom you arg particn—
larly proud?

EMMA: In dance, many. At one time almost every profes-
sional dancer in Barsslana had been my student. In casta-
netda, there are fewer hecause I have not besn teaching this
discipline as long.

PD: What are your plans for the wintaer?

EMMA: I will continue to teach at the Instituto del
Teatro in Barcelona where I have been an ingtructer for the
past ten years, and I have cther ¢lasses in flamenco and
caatanets.

Alag, one of my cousina teaches jazz dance, and we have
decided to put our classes together and 4o Ravel's "Bolero”.
I have alrsady thought lt out and arranged it. First, it
beging very quiaetly, very calmiy with just a few golpas,
then, carretillas. Then it gets more complicated, double-
tima, countertime, more pecpls playing, more pecple playing,
finally madness. Twenty-five people playing in the end.

PD: All that with jagz dance?

EMMp: Yes. You see, castanets aren’t Spanish; they are
music. They have become Independent frow Spanish dance go
that now they go with anything that has rhythm. This ie not
my doing. A whole century of people who came before me and
played yery well did that. I just got sverything they did
together and wrote it all down.

FD: Was that the most satisfying moment in your carear
then?

EMMA: There were many brilliant moments, but I was an
artiet who had extrames of highs and lows., fThere were big
succesgsee and some very low pericds.

I suppoee I will go down in history for my castanet nocta-
tion Eystem, which most pecple think of as my principal
accamplishment. But what I find moet rewarding, and much
harder work, is tc take a persan with clmmsy fingers, with
hands that hardly move, who can’'t even put the castanet cord
on his thumb, who knows nothing, abaclutsly nothing——and make
that persch into a concertista.

Copyright 1983 DIy Paula Joann Durhin
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FLAMENCO SUPREME
Guitar Strings

L
Complete sets with black or clear trebles
Retall ' SPECIAL OFFER
311,00 36. 0
Minimum order $12.00 Postags Paid
Californla residents add 6§.5% sales tax

Make checks to Lestsr DeVoe - Guitar Maker
Box AA, San lJose, CA 95151
Offer expires January 31, 1308

LETTERS

CANTE WORKSHOP (N LOS ANGELES
Dear Jalai,

The Cante Flamence workshop glven by Rubina Carimanc was
an outstanding success.

I attended all 3 sessions, had a wonderful time, learned
lots of wonderful songs and met great fecple. FRubina is a
fine performer and teacher and really knows her material.

She sings, play:z guitar and dances. We learned ten songs in
a group of jalacs, three difficult sevillanas, four difficult
me ladies, eight werses for fandangos de Hueelva, five verses
for fandangos de Santa de lalla, ten verses plus three
estribillos for Bulerias. She gave us printed Tetras and

we recorded the songs so we are still busily learning this
marvelous selecticn of material.

wa learned how thev fit with the guitar and wizh the
2arces. The workshop concept is excellent and I hope more
prefessionals will share their knowledge, I highly recommend
that anvone interesteid in learning mcocre akbout singing plan tc
go to her next workshop. It was well wortkwhile. She alse
givas private lesscns.

after the last workshop some of us went to ELl Cid Restaurant
ansd watched the m:ddle shaw. It was fiery ard good flamencco
with excellent dancers, ¥olanda, Rosal, Ortega, Miguel,
Pepita Sevilla gf Antonic - Guitar - Paco.' They have shows
Thursday through SunZay nights. Call for shos time and
raservations 2]13-662-3318.

Yvetia Williams
San Pedro, CA

CORRECTIONS CORNER

Last month, page 15, middle af column A should be Mario
MAYA not Amaya. On pages 23 caption under pheto at bottom
Jeft was switched with phota caption on page 24 uppar left.
PUOTGS OF MANGCLO MARIN CONCERT IN SAN DIEGC WERE TAKEN BY
GUITARIST TOM SADLER OWNER ©F THE FRAME STATICON.

— e e

JALEQO THANKS THE FOLLOWING CONTRIBUTORS:
Bill Howard - Dbonation

Ann Cannarella - Gift Subscriptions
Michael Byxbe Gift Subscription

Ricardo "F1 Morito” Gift Subscription

Dr. Raquel Schreier - Gift Subscriptions
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Lester De Voe - Flamenco Supreme Strings 4
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Tom Sandler ~ The Prame Station..... «...18
Guitar Studios - Paco Pefia Vivo......... 17
Institute for Traditional Studies,...... 8
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MANUELA

by Paco Sevilla

It would probably be safe to say that Manuela Carrasco was
the bailacra of the 1970's in Spain. She was so closely asso-
ciated with the festivales flamencos which were the phenomencon
of the 70's and she did much to popularize the baile-gitanc
through her performances in those festivales -- something
which she did more than any other dancer, appearing in as
many as sixty in a single summer. Now, at the ripe old age
of twenty-five, her star is fading slightly, due perhaps to
the fact that her favorite dances -- soleares, alegrias, and
bulerias -- have besen seen so much or, maybe, a little
fatigue from her extensive performing; there is also a
tendency for audiences to expect so much from her that it
ig difficult for her to live up to her reputation. When she
is at her best, her performance 1s much more than just dance,
it is an event, a memorable emoticnal experience.

Manuela was born Octeber 21, 1958 in Triana, Sevilla.

Her mother iz of the Camborio fam;ly and her father, José
Carrasco "El Sordo" has performed as her palmista. Manuela

CARRASCO

first performed professionally in the tablac "El Jaleo" in
Torremoclinos, for 275 pesetas and some dance costumes. Her
first regular job was in a now closed tablac in Sevilla,
"La Cochera", when she was eleven years old. At age

thirteen, in spite of her father's objection to a career as
a dancer, Manuela went on a twe year tour of Europe with
Curro Vélez. A stint at "Los Gallos" followed that tour
and then she went on to be a soloist in Madrid's "Los
Canasteros." 1In 1973, she first began to appear in the
festivales, and the rest is history.

In 1974, Manuela Carrasco received the "Premio Nacional
de Baile, Pastora Imperio" in the Naticnal Contest of
Flamenco Art in Cdrdoba in 1974 and was given the prize
for baile by the Cdtedra de Flamencologia de Jerez de la
Frontera in 1575. Among her many other awards, she re-
ceived the "Premio Internacicnal de Baile" in San Remo,
Italy (where Paco de Lucia was awarded the prize for
guitar).
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GUITAR
REVIEW

WORLD WIDE CLASSIC GUITAR QUARTERLY
ACADEMIC YET YOUTHFUL
BLOSSOMING FORTH WITH NEW IDEAS
NEW WRITERS - NEW REVIEWERS - NEW DEPARTMENTS
USA Subscription 4 issues: $24.00 postage included 5
Send to: GUITAR REVIEW, P.O. Box 5375, F.D.R. Siation, Mew York, NY 10150

FESTIVALES

2000 PEOPLE ATTEND THE 1 FESTIVAL
FLAMENCO IN PARIS

(From: El Pais, Oct. 26, 1983; sent by Brad Blanchard;
translated by Paco Sewvilla)

by Feliciano Fidalgo

Manuela Carrasio, the bailacra, during the clamorous
ovations following ocne of her performances still had her
breath and stated regally: "This audience drives you out
of your mind, they are so good!" The bailaora would be
referring to the following of 2,000 pecple who, in order to
attend the "I Festival Flamenco of Paris" filled the
Federacidn Mutualista Parisiense, commonly known in Paris
as "La Mutualité," a huge hall which just a little more
than five years ago was filled with outcries against Francc.

Here, the private organizers —- Spaniards -- decided to
hold the "I Festival Parsiense de Flamenco." They brought
Manuela Carrascc, Enrique Morente, Carmen Linares, Juanito
villar, Pepe and Juan Habichuela, Juan Carmona, Vicente
Pradal, and Joaguin Amador.

* * %

HOMAGE GIVEN TO JUAN EL LEBRIJANO
IN THE 24TH POTAJE GITANO

(From: ABC, Sept. 14, 1982; sent by Gordon Booth; translated

by Mariquita Martorell
¥ i ! by Miguel Acal

It was one of the most emotional mements of the night.
Juan el Lebrijano, to whom this Potaje was dedicated, had
sung the tientos and the bulerias after receiving public
homage. He sang magnificently and with desire, magnificently
carried by Pedro Bacan, but nothing more. Behind his back a
timid smile appeared, the toddling walk and golden head of
his daughter. Juan seated her on his knees and sang for her,
rocking some impressive galeras in the sea of her wheat-
colored hair. Then, Juan continued with the bulerfas, and
Belén danced, drawing applause from the audience. Ah, if
only Juan could always have similar inspiration!

The opening act fell, by luck of the draw, to Curro
Malena, and this undoubtedly influenced his enthusiasm.

Pedro Bacdn attended him with great care through the tarantas,
bulerias, more bulerfas and fandangos, but Curro seemed in-
secure, even though he attained fine moments in the festive
songs of his hometown.

José Meneses (El de la Puebla) sang with Manolo Dominguez
and he was very self assured, performing with strength and
confidence. He sang tientos, soled, siquiriyas and tangos
with very good conduct. He closed the festival season
having redeemed the prominent position he used to have.

We must hear more of Romerito de Jerez. His soleares
were a bit long, the alegrfias were good, the tarantas finely
fashioned and he was magnificent por bulerfas. More atten-
tion should be paid to these men of second rank, who at any
moment are capable with their knowledge of proving themselves
to the starring artists. One should bear in mind that these
men always give what they possess: gquality. After Romerito
and the honey syrup of Pedro Bacdn, Pedro Pefia sang. This
homage to his brother was his introduction as a singer in
The Potaje and he was nervous, but he gave evidence of a
guality that will sparkle as soon as he settles down.

With the dancing of Angelita Vargas, El Biencasac and
Joselito, the first part of the show came to an end. These
three, with singer Rafael Ferndndez and Ramdn Amador on the
guitar, received clamorous ovations.
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Follgwing the protocol of the homage tg Lebrijanc with the
appropriate words cf Jgsé Dorado, the hongred singer per-
formed, as described at the beginning of this article and
afterwards it was Panseguito who spendidly sang por soled
and bulerfas.

Inés y Luis make up a pair with a future. They modestly
warned that they did not know how tg sing with purity, and

. afterwards performed until they overflawed with compds.

There 1s guality in thig¢ Sufirez duo, and gne must hape for
and urge much more. Fedro Bacdn was an stage when the
whirlwind of rhythm which is Pepa de Utrera came out. She
showed clearly that she is an exceptrional festera of great
artristic stature. &nd when the stage had creaked with Inés
¥ Liiz and Pepa de Utrera, the foundations of the srhogl
buildings trembled with an echo - the purest strains of the
gid singers la Serneta and Juaniguf - of Fernanda de Utrera.
Perfect timing, strength in excess, and exuding guality in
each tgne, and with a penetrating superigrity in each note.

The dawn was very bright when Calixto S4nchez toock his
Swrm. A newcomer to Pedre Bacdn, who demanstrated great
cgurtesy and wisdom, melady and caompds:; he sang granainas,
making a curigus mixture aof tarantas, tientos and fandangos.
This singer from Malrena gave much pleasure, despite the
fact that the hour was not the mgst appropriate.

Turroners clased the show, bringing a vhipping of scngs,
even after hours by car, and he knew how to be in highest
form, ewven with these difficuities. He sang por bulerfas
ans tangos, spaking his shirt with sweat and recejving
aovations,

This was a potaje that will not be forgotten, a homage
that was supremeiy des=c ed with guitar plaving of dreams,
a golder sea over which the cante floated.

¥ ¥ ¥
V QUINCENA DE FLAMENCO

Y MUSICA ANDALUZA

[The following is the program from the "V Quencena de
Flamencg y Musica Andaluza™ presented from December
first through the Fifteenth 1983. Times are listed on
the twenty-four hgur system, i.e.: "Jueves 1-18,30 y
22,30 bhoras" would be Thursday (Dec) 1-&:30 pm and
i0:20 pm.]

PROGRAMA

JUEVES 1 - 18,30y 22,30 horas

Dia de los Maestros
de Academias Andaluzas de Baile

Intervienen, por orden alfabético, acompariados de una
represeritacidn de sus alumnos:
EUGENIA DE [.OS REYES
JOSE GALVAN
JUANITO MARIN
MAESTRO MUDARRA
MANOLO MARIN
TERTULIA FLAMENCA DE LA ISLA,
DE CONCHA BARA

Cantaores;
Curro Fernandez - Romerito
Guitarras: Romerito - José Garcia

*

VIERNES 2 - 19,30 v 22,30 horas

TRIANA PURA Y PURA
Fiesta de Compas y Arte Gitano

*

SABADO 3- 19,30y 22,30 horas
Dia de los Cantes vy Bailes de Cadiz

Cantaores:

CAMARON DELA ISLA
LA PAQUERA DE JEREZ
BENI DE CADIZ
PANSEQUITO
RANCAPINOS

Guitarras: Tomatito - Parrilla de Jerez

En el baile: Juana la dei Pipa
y su Cuadro Gitano

DOMINGO 4 - 18 y 20,45 horas

COROS, COMPARSAS.
Y CHIRIGOTAS DE CADIZ

*

LUNES 5 - 19,30y 22,30 horas

Dia de la Guitarra Flamenca
Recital a cargo de Mario Escudero

*
MARTES 6 - 20,30 y 22,30 horas

Dia de los Cuadros Gitanos

ANGELITA VARGAS
EL BIEENCASAQ Y JOSELITO
FAMILIA FERNANDEZ Y CONCHA VARGAS
LA SUSI

Con sus respeclivas acompanamientos

*

MIERCOLES 7- 19,30y 22,30 horas

Dia de los Cantes v Bailes de Sevilla
Cantaores:

EL CABRERO
NARANJITO DE TRIANA
A NEGRA
CHOCOLATE
CHANO LOBATO

Guitarras: Manuel Dominguez Postigo

Baile: Manuela Carrasco acompaiiada por el cante
de El Extremerio
y la guitarra de Joagquin Amador

*
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JUEVES 8- 19,30 v 22,30 haras

Dia de los Cantes Rocieros
v el Fandango de Huelva

Intervienen:

_ ALBAHACA
PENA FLAMENCA DE HUELVA
con
ltineraric Lirico del Fandango por Juan Gomez Hiraldo
Al cante: Antonio Toscano - Eduardo Hernandez
Maric Garrido - Manclo Castilla - Manolo Qllero
Juan Cruz Velo

A la guitarra; Rafael Jurado - Manalo Sierra
vy Juan Carles Romero
Colaboracién especial:

PACQ TORONJO - PEPE PEREGIL
¥

VIERNES 9 vy SABADO 10 - 19,30 v 22,30 horas

MARIFE DE TRIANA
Acompainada de su Orquesta

Con la participacion de
CANTORES DE HISPALIS

*
DOMINGO 11 - 19,30 v 22,30 horas

Dia de los Grandes Maestros del Baile

Intervienen:

PILAR LOPEZ
ROSARIO
MATILDE CORAL y RAFAEL EL NEGRQ
ENRIQUE EL CQJQ

Guitarras: Manuel Dominguez Pastigo - Quique Paredes
En el cante:

CHANQ LOBATO
ROMERITO DE JEREZ
NANQ DE JEREZ

%
LUNES 12 - 20 horas

RECITAL DE MUSICA ANDALUZA
Por JOSE MANUEL DE DIEGQ (Piano)
QObras de Castilio, Albéniz, Turina y Falla

*
MARTES 13 - 19,30 v 22,30 horas

Dia de los Cantes y Bailes Gitanos

Intervienen:

CARMEN MONTQOYA vy El Morito
JUANA La DEL REVUELQ v Martin Revuelo
AURCRA VARG_{%S
PACO VALDEPENAS
MARIA LA BURRA
Con sus respectivos acompafnamienios

*

MIERCQOLES 14 - 19,30 v 22,30 horas

Dia de la Antologia del Cante
v el Baile
[ntervienen:

FQSFORITO
JUANITO VILLAR
FERNANDA DE UTRERA
JOSE DE LA TOMASA
JOSE MEKRCE

Guitarras: Quique Paredes - Manolo Santiagoe
Baile: Ana Maria Bueno y su acompafiamiento

*
JUEVES 15 - 19,30 v 22,30 horas

HOMENAJE DE LA CIUDAD DE SEVILLA
A LA MEMORIA DE
DON ANTONIO MAIRENA

Intervienen:

EL LEBRIJANO
JOSE MENESE
CALIXTQ SANCHEZ
MANOLO MAIRENA

Guitarras: Enrique de Melchor - Pedro Pefia

Con la asistencia del bailarin ANTONIO
que se sumara al Homenaje

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

Aryour loeal dealer or contact

taniQ Artarun David | Whest 55th Street
HVIH lew York, NY 10019 USA
Tes (212) 307 1567 = 757.4412 or 3255
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MARIO ESCUDERO

INTERVIEWED FOR JALEO BY EL CHILENO

PART 11

J: Saglg guitar concerts #re a relatively recent develop-
ment ipn flamenco aren't they?

M: Mire usted! The first one to even give a sclo guitar
concert as it is known today, that is, two hgurs of guitar,
was Ramén Montoya in the Pleyel Hall in Paris; that was in
1938 gr '39, I think. It was 2 great suceess, but he 4ig
not pursue it and returned to Spain. You have to take your
hat off to the French when it comes to aecepting new things,
artistically speaking. Thay are phenomenal! Albdniz liove:z
in Prance for many years, as did DeFalla. The same is true
in painting. There is something about the French people
that makes them accept new things in the arts.

Mantoya rebturned to Spain and it was at that time that I
met him in Madrid. I don't think I am exaggerating when I
¢all him a genius, but as extraordinary as he was, he would
spend hours and days sittirng around -- just another guitarzst.
So he didn't pursue the sola guitar. There was nobody at
that time to suppert or spersor him. The real revolution in
the solo guitar came many years later "al otro lado del
charco® [the other side of the puddlel, here in the United
States. This is where it began. One tigneer tO whom we arc
wich indepted is Carlos Manteya. Each person has his gwn
taste in guitar playing, “sobre gustos, no hay nada escrita,”
but we owe bim a2 great deal, for he was a trailblazer who
opened the way for the rest of us.  And, cof course, he was
fgllowed by my friend Sabicas, and later, Juan Serrano.
and I am in there too! Eventually, repercussions were felt
in Spain. That 15 the way we Spaniards are; we had to be
accepted elsewhere first, NowWw the solo flamenco guitar is
aceepted in Spain, and Pacg de Lucia can give sglc cgncerts
in gl Teatrg Real ir Madrid. When I was growing Up in Spain,
if I had asked for the Teatrg Real, or any other theater, tg
give a solo guitar cqneert, the first thing they wouid have
done is to pubt me ints a straightjacket, since they waguld
hawve thgught [ was crazy, In the old times, toe find a solo
guitar record in Spain would have beern like finding a dine-
saur on 42nd St, in Mew Yagrk, If you found one, it would-
have been a wiracie, a 76 rpm with a couple of sclgs an it.
Now, if you want guitar sgle, you <an have your pick. What
is being done taday x5 the result gof what we did here befare;
many gf us fere -- Carlos Montoya, Sabicas, Juan Serrane,
and "un servidcr" -- have been preparing the soil for years
so that cthers can harvest a good crop for themselves. I
wish some gf these ygungsters would recagnire that, because
ygu hawe to acknowledge what others have done,

: Maestro, how did you begin your sglg concert career?
: We have always done sglg numbers in cur shows with
the campanies -- whlle the dancers were changing costumes
or the scepery was being changed an stage., If thers were
any prablems, they would always call the quitarist to play
while they were hammering away behind the curtain., But
actual sglg playing... pues, I began in California in about
1962. I was living in San Gabriel, near Lgs Angeles, and
playasd in a place owned by a Mexican, called “El Poche."

It was & biy place with many rooms and 2 dance hali, There
was @ round area near the restrooms where he used to stare
junk, and I =2id to him, "why don't yau put a flamencag
cgimer here?" He said, "and what is that?™ I replied that
he cquld decorate and have a fl2amenco guitarist. The room
was round, narraw but tall, and had a demed rggf; the guitar
sounded glariqus., We put a small stage, a few tables, and
some dim lights, and decided tg try it out for a few nenths.
I ended up staying three years and grew tived gf it; I
thought they might end up burying me there. During that
period I began t¢ give concerts -- in universities at
first, My Eirst concert in New York was at Town Ezll in
1963 and I received very good reviewz. That is how I
started.

g
H

J: Where did ygu settla when you first arvived in this
cguntry?

M: Well, my "cuartel general" [headgquarters] has always
Leen New York City. I moved my family tg California far a
few years but New York was always the center of my activi-
ties. I went to California when Carmen Amaya finished at
the Casa Madrid in Los Angeles and I went there ta play
s0lads far thirty minutes cr sp ip between the perfarmances
of the cuadrg flamenco. I was just 2 sgloist and went under
contract with an agent.

J: Was ygur father with you?

M: HNol My father lived for a while in Tijuana, in Baja
California, while I was in L.A. He liked Tijuanz because
there were bulifights, jai alai -- pelataris from San
Sebastian would go there -- and he was in his element, He
suffered a heart attack and we buried him in Tijuana. That
ls as far as he travelled intg Mexico and ag far as I have
been; I don't know Mexico at all.

In 1964 we returned to New York, then went tag Spain and
bought some property that I still own in Sewvilla, I go to
Spain once in g while and, each time, find it a different
caquntry. It changes drasticelly. I have nothing against
change, as lang as we dg not lgse our tradition. The iast
things that a pecople shauld lase are its customs and tyradi-
tions. If they do, they are finished as a pegple. You can
be very modern if you wish but some things shguld not c¢hange.
I like to travel, to go to places like Russia gr China and
see what they are like 2nd hgw the peaple liva. When I o
tg Spain, 1 see much "angls sajismo" [Angla Saxon culture],
What we don't realize is that the tourist travels to see
something different. If the tourist goes to Spain and they
feed him hamburgers -- of which he is already full ~- well,
speaking as a taurist, I would rather stay here. If I gg
te Andalucfa, I want te listen to flamencg until it comes
out of my hair, That doesn't mean they can't play music
from other places, but flamencg should preddminate. After
zll, that is the land of flamenca. If ngt there, then
where? Am I gging to Sevilla to listen ta rock and roll?
What are Spaniards trying tg imitate? Why do we associate
progress with the abandonment of customs that have been with
us Egr generations>?

Jd: Eow has that affected the guality of flamenca ygu
haar in Spain?

M: It seems tg me that they are seeking commercizlism,
toe many rumbas. I have nothing against rumba, I play them
gnee in a while, but I am no specialist. That is, I enjoy
accampanying a rumba, but when evyerthing iz based on rumba,
then yau become a "rumba’:

J: I have heard that to play ngthing but rumbasz cap ruin
your hands for other things.

M: I don't know. It is possible, if you are talking
abgut technigue. Maybe it is the nerves that suffer.

J: Why are rumbas popular? Are they what the taurists
want tg see?

M: It is ngt that,. the rumbas are a2ll they are shown.
Prankly, I believe the maestro is the artist who is on gtage,
and@ he shoula do what he thinkes ig right. If I am sitting
there trying te find only the things that will please the
audience, then I am molding myself tg the public. It should
be the gther way ardund. We all gg through that stage when
we are young, trying tg find things tg do in order to please
agthers. I have done my share of that. But then the time
comés when ygu have to do what you belileve is right. IE
sonegne doesn't like it, tough luck!

J: What do ygu think af the new styles that Paca de
Lucia is delwving into these days?

M: I think it is just fine. Now, L1f he emphasizes that
anly... well, the flamenco congisuer will take it fgr what
it is, but thagse whg have never heard flamenca and do not
know abgqut it wmay mistakenly believe that what he dges 1z
the true flamenco; that createa confusion in pegplas minds.
I understand what he does, but he runz the risk af people
saying, "No s=ir, that is ngt the way it should be!"™ Eut he
zlready knows the way flamencg is. The bad thing i5 that
others get into the newer stylea without knowing the gld
ones firse,

Do you know Paco well?

Yes, vyes, we are very gaod Eriends.

Bas he ever sought your gpipion?

Well.,.yes and ne! We have talked, and he has told

IFInizis
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me what he is exploring. The bigger your name, the more
aceess you have to concerts and the possibility of exploring
new styles. This business of flamencoe 15 a very difficult
one and lends itself to much confusion., I am not against
purists, but neither am I at the point of wanting to return
te the stone age. Thus, I believe that the classical gul-
tarist should learn to "rasguear” [(strum] and use the thumb.
And the flamenco must learn to do "Pizzicatto™. Until then
zhe school of the guitar will be incomplete., I can tell you
Zor sure, though, that you can't rasguear on any other in-
strument -- 1t is characteristic of the guitar. I say to
classical guitarists, "Why don't you use ¥asgueo? Can you
rasguear con the piano?” You can 2o whatever else you wish,
but you have to rasguear. If you don't do it becapse the
piece doesn't call for it, fine! But don't ignore it; it is
an important technigue. There are classical guitarists whe
are beginning to use it, though.

J: When did you begin your recording career?

M: Here in New York. I have made a good number of
records -- how many I do not know exactly, but it is over
thirty LP's. I have not kept a list of them, although I
suppose I could lecok up the contracts. I can tell you the
labelis though: Folkways, Musical Heritage, ARC Parampunt,
MGM, Columbia -- with Vicente Escuders —- Decca, where I
did many thipngs with my friend Sabicas, and Mcontilla, a
label which may no longer exist. In Spain, I made a 78 rpm
record accompanying Estrellita Castro, but no soles.

My friend Sabicas and I made scome records with two gui-
tars that were among the first of their kKind, They turned
cut, frankly, wery well and I am pleased with them. They
may became a giood source for the new generaticn, as they
were very wall concelwed. This 15 an unusual feeling be-
cause, as a general rule, cne is never satisfied, always
+hinking that things could have turned out better. B8ut in
“he case of these records with Sabicas, I am pleased. Wwe
even allowed ourselves the luxury of doing some South
American melodles. We even went to Chile. It was not a
big deal really, because that is not really our music, but
it was "bastante sim pdtico." But the flamenco was very
good and I am pleased. I have talked about it many times
with "mi primo Sabas" and I was very happy to play with
nim and he used to say he was "muy a gusto”™ with me,

~J: My introduction tf flamench was threugh one of your
records, "EL Niiio de Alicante.”

M: Yes, I had exclusive contracts with the big companies
like Decca that preciuded me from recording elsewhere, so
they allowed me to use a pscsudonym. In the smaller studins
I would use the name "El Nifio de Alicante,” playing inter-
pretations of Maric Escudero. That way I did not appear as
the guitarist, but as the composer.

: Speaking of composing, how do you do it?

H: Well, that is something you do from ipgpiration and
than harmonize according to your knowledge of the instrument
and what scunds bsst to you. It is something you can't
axplain. There are certain structures, like conservation of
tocnality, which is logical. If you are playing in a given
key, you can switch to ancthar key, but there are certain
rules for doing it -- which many of us in flamencc disregard.

J: Do ynu know music notation?

M: Yes, I am gquite familiar with it. For what I dn ic =
noihhecessary to be an asiducus music reader; we do nAt nead
it as much as the classical guitarist. Yes, I can write
what I play. I can read slowly. It takes me a while, but
I can read just about anything.

J: Have you published anything?

H: HNot really: Dthers have written some of my things,
some guite accurately, some guite distorted. But none of
the music companies have ever cone to me and asked ma to
write something for them. I don't know why. I hope some
day to put together a bofk containing some of my more inter-
esting things. - Maybe sameday when I am not quite so busy;
it would take me awhile.

J: What do you consider to be your mfst interesting
cre;ticns? .

M: “Pues, mire!” I have introduced scme harmonies and
chorde never before used in flamenco, chords like sevenths
and ninths, and disscnant chords, That was difflioulit to do
in the old times, with all the strict rules that prevalled.
Whenever they heard scmething that was harmonized a little
more, they would say it sounded "toc musical.” That is a

complement as far as I am concerned, and I say thank you
very much. Flamenco used to be wery reluctant to accept
new tonalities; they wanted the tonic, the dominant, and
the dominant scale, and that was it. But I have done what
Sabicas did befcre and what Paco is doing now. It is a
chain reaction ani I think that we owe scmething to those
artists who came pefore us. Thus, we are indebted to Diego
Apl Gastor and Sablicas... not that I am comparing them, Eor
there is no comparison there. It is a continuum and ideas
can come from anywhere! An individual does not learn by
osmosis -- there has to be a Lot of hard work first. In
Paco's case, We saw Ricarde and ewven studied with him, I
believe. His father played, his uncle danced, other mem-
bers of his family sang and plaved, so he knew the old
styles well.

J: To what dc you attribmte your own success?

¥: We, I think, the knowledge one gathers through the
years. But that is not all, because you could practice
something worthless all your life and, if it is bad to be-
gin with, it will always be worthless. I attribute my own
success to the good training I had, the close contacts with
good maestros like Nifio Ricardo, and having the foundaticon
of proper, clean technigue. There are many things that
enter inte play when it comes to success, not the least
of which is luck. As they say in Spain, "Ten suerte, gue el
valer poco te sirve!™ [May you have luck, for value {quality,
atility) will serve you little!]. I have had good luck and
alsn, the knowledge that is necessary for a good beginning.
Of course, I have always liked music, not only the flamenco
guitar, but alss the classical, which has wonderful things.
I have not been a fanatic about my own thing alfne, but
have accepted everything, including the jazz of the 1920's,
which has a certain appeal.

At times, though, whatever one does seems insufficient,
not very much at all. I am very demanding of myself and a
nonconformist by birth. I think that it 1s a human condi-
tion that, if you get two of something, soon you will want
four and then eight. Sco I am not fully satisfied with my-
self, While certainly nct a failure, I would have liked to
ke able to 4o more.

J: In what respect?

M: In this "mundilic" [small world) of arte flamenco,
there is 52 much confusicn and ignborance. The music schoelars
and classical musicians look down Bn us. That bothers me a
little. Because, nAt all classical things are good, nor is
everything flamencn., But I love flamenco; scametimes I
listen to a reccrd of La Nifia de los Peines and experience
ecstacy.

J: How long have you been teaching?

M: Teaching... properly, only lately, but I have always
Liked to do Lt., 1If a friend ever asked me to shaw him some-
thing, I always did it very gladiy. 1In the case 2f Paco de
Lucia, when he was younger, he asked me about “EL Impetd,” &
flamenco piece of mine that has a musical strueture, for
concert playing, and I recorded it for him on a couple of
osccasions. En fin, I have always liked tc teach, but not
always had the patience for it,

J: What do you think of the guality of American gquitar
students?

M: There are some who are very promizing. In general,
they are very tenaciocus, dedicated, analytical, and studicus;
that is a good starting point. Now, to capture that thing
of "duende" or "spirit" or whatever you want to call it,
that comes with exposure tn “el ambiente" [flamenco atmns-
phere], In spite =f the ups and dowvns of flamenco, ambiente
always helps. .

I believe that the guitar has improved considerably
laterly. There are those who will think I am being sacri-
legious when I say this -- all they want is four positions
and "el pellizquito,”™ but, hombre, we want mcre than that!
The rest of the guitar is there to be used too! 5o I fee]
that the guitar has moved forward & great deal. But you
have to be careful with the new creations in the cante and
the baile. You are walking a fipe line there and it is
easy to go to the dogs. We'll see, we'll see what happens,
There is much talent, to be sure. Today dancing involves
a lot more technioue, but maybe less personality. Artists in
the past had more individual personality. Today, with the
guitar, for example, you can't tell whe you are listening to.
You hear someone play and you think it is Paco, but it isn't.
It is easy to be confused, particularly since there are many
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artists with very good techniqua. But what is lacking is
persona.ity... where you can listen someone from a kilnmeter
away and be sure who it is.

J: How &o you recommend that your students develop their
technique?

M: Well, they showldn't play for hours and hours. What
I mean is that you can practice something mechanically and
it will help in 2 way, but it can be tiring. It is better
to study for one hour, concentrating and stopping to analyze
finger by finger, rather than playing scales like you had
been wound up, while locking at the ceiling. I believe that
one Shnuld develors a program for study that is planned in
sections and take breaks —- some pengle get to the point nf
being numb., It has been proven, by masters of many different
instrumencs, that it is better to study by concentrating,
analyzing and stnpzing than to play hours and hours just for
the sake of playing,..

There is also a tendency to imprcovise before learning the
bacicg well, First ynu should knnow what things are supposed
to be liks, before you allow yourself other liberties., In
other wnris, one does not begin to build the house by putting
up the roof Jirst.

One should know cne's limitations., For example, I may
know I am able to play something faster, but it won't be a
clear. 5S¢ I would rather play things a2 little slower, but
with clarity, with expression and giving each and every note
its due. Today there is too much tendency to admire horse-
racing, that is, speed, which is fine, but yzu can't play
everything fast.

J: How does cne develon good compds?

E: You must begin w.ooa the basics,.. and then you must
have in mingd a set speed that is within your limitations ~-
irn other wnrds, not racing uz and down, changing the rhythm.
If at some point you want to pick up your speed you should
4o it "a crescendo," gradually.

Por flamence the metronome is not 50 useful because it does
not mark the accents, so you might have somebody mark the
rhythm for vou with palmas. The individual must have a

sense of rhythm; without that, forget it! Ho matter how
much other ability he has, wikhout an ear for rhythm, he

will never get it. Patience is ancther big faztor. Learn

to walk before you run. There is a tendency to rush s

much, as if we were going to die tomorrow, What's the hurry?
Just like a stew; you must give it time to Zook.

DIEGO DEL GASTOR LIVE!

THE FIRST !N A SER!ES OF EXTREMELY RARE PRI-
VATE RECORDINGS RELEASED FOR THE FIRST TIME.
THE SERIES BEGINS WITH FIESTA CIRCULO MERCANTIL
MORON, 1964, INCLUDING THE SINGING OF LA
FERNANDA DE UTRERA AND MANOLITC DE LA

MARIA AND SOLOS BY DIEGO DEL GASTOR.

TWO 60 MINUTE, HIGH QUALITY NORMAL BIAS,
DOBY B TAPES, INCLUDING GOMMENTARY AND
SOME TRANSLATIONS OF LETRAS.

Send 525, which, includes airmeail within the USA, to:
THE INSTI!TUTE FOR TRADITIONAL STUBDIES
P.O. BOX 9871

BERKELEY, CA 94709 . ) )
(Gassette tapes to be fnund defective in either mech-

anism or audin gquality will be replaced. Expect
delivery within 608 weeks of receipt of payment.)

... Sobre el baile
FLAMENCO SPIRIT

Spirit is a golden thread that runs in and through all of
life, all cf creativity. It is a word that is used often to
try to describe something that is higher and more divine than
our pure, thysical life force, our basic everyday physical
function and existence. Like the word love, spirit has an
almost endless variety of expressive uses and, as comfortable
as it is to use, it is alsc uncomfortable to use in its realm
of vagaries.

Spirit has been expressed as.."The principle in concious
life, identified by breath...The vital principle in man,
animating the body or mediating between body and soul...hn
angel or demor...An inspiring cr animating principle such as
pervades ang tempers thought, Feelings and actions. The
divine influence, a5 an agency working in the heart of man...
The dominant tendengy and character of everything...The
essence or action, the principle life foree that rises above
the physical form."

Applied to a creative expressicn of humanity, spirit thern
can be described as the khasic essence of that creativity in
its relatien to the individuals creative expression. 5o,
this -article could almost be about the Spiritual relationship
of any man's or woman's creative or expressive or artistic
outlets. The total realm of flamenco is a wvery multi-faceted
manifestation of expression, whether we want to talk of the
art of flamencc or just its basic origins in expression of
feelings, emcticns, and the personal cutpourings oi the
person or sersons inwvelved. Since my rersnnal world has
been involved with flamencn for .so many of my years, I find
it an exciting subjezt to explore in its nngceing realm,
above the basic movements of dance and of the scunZ of music
and song.

It iz then the spirit that runs in and through and all
about flamenco that I explore here, for as hebulous the
search or awareness of the spirit, it appears tc e a very
impertant faztor, this golden thread that flows with the
creative energy, the life force of flamenco itself. The
angels and demons of flamenco, of the flamenco spirit, guide
us if we are indeed in tune with the flamenco spirit. If
flamence is part of our true soul, then we will connect with
the spirit, as it will be our true and sincere creative out-
let. Just as the life force of an orange tree gives birth
to oranges, it is always true to the crange and never tries
to be an apple, it is with flamenco, The spirit is almost
impersonal, for if you plug into it with truth and sincerity,
then to your rcapacity, will the spirit flow.

Flamento will dn nething for you. It is what you put
into your creativity, vour co—-creativity with life that will
oive you some form of joy and satisfacticn with your feelings
dbout flamenco and let you rise above the purely physical,
intc a spiritual union with flamenco. The unicn with flamenco
that I now speak of is the art of flamence, the face of
flamence that net only moves you, the performer, but makes
¥cu the giver and others are moved by your expression of
flamence. Art, like the weord spirit is scmething that
rises abnve what could be considered the norm. It can be a
personal expression so powerful that others are affected in
a very positive way, even if not in accord with your feelings.
A great palnter can be considered universally a great artist,
as was Leonardo Di Vinci, but that does not mean everyone
loves or appreciates his work, hig art.

| How does nne connect with the spirit? Mow does your
spiritual connection connect with the spirit of flamenco?
How does the seed of the spirit, the flamenco spirit grow
with the rest of cur being? First of all, there must be that




PAGE 12

JALEOQ - DECEMBER 1283

"gqut" feeling that flamen¢o is indeed some part of your life,
You must feel the seed stirring. TYou must go to it, for it
will not came to yau. It is like mining gold, where yagu have
te mgve tons and tons ¢f sarth for each cunce of ggld that
it yields. Yau must be willing ta move your self, to be
moved, toc g9ive of yogursaelf to ths art form with a tatal
desire before it will flicker the spiritual flame, the
spiritual life force in your being. There must he a desp
respect For your feelings about the art, seasoned with
tumilicy, reverance and inspiration, no matter how small or
how frustrating, There cannot be time and space invelved
with the awakening of the spirlt. When ycu became involved
with the art nf flamenco and begir to study, to move, tn
train, to express, to awaksn your body as an expressizn of
flamenco dancing, you will find thac inspiraticn will come
in various levels and degrees. Ynu cannot wait for inspira-
tion. You must awaken it by doing and the deing will giwve
birth to flashes of inspiratisn. Just as we brush sur teeth
daily or eat daily nor walk dzily, we must alsc have part cf
cur time dedicated to sur creative invalvenent with flamencyg.

i kave been asked quite a few times, "How does one becoms
a flamenco dancer, & fine dancer, a dancs artist?” I nften
want to give a simplistic answer like the famous sculpture
Rodin gave to sagmeone when thsy asked him, "How dces one
become a sculptor?" He answersd, "Oh, it is easy, just
acqiire a block of stone and knock 2ff what you do not want.”

If a person 1s gaing to flower into a great dance artist
of flamenco, and I mean not only the pecple that ars born
irnte the ambiente of flamenco, which cf course gives them an
edge in some aspects of this art, but I pean anyone who is
moved by flamenco, he must act on his initial inspiration.

In dance, it is :training the bndy, the mind and yes, the
awakening of the spirit which will ultimately bg the sus-
taining force that will help on thke continual search for
artistry...the becoming the dance, From initial inspiration
can come frustration as we develss a discipline c¢f training
our bodies to gxpress flamenco movenent, that movement that
will relate cur trusst feelings and smotions, our self
through flamencs. Inspiration will drikble in as we awaken
control, as our hodies become tunsd, our muscle memory
develaps and our mgvement becomes cuks. Our discipline in
trairning will be a Beginnirg indicaticn that our spirit is
plugged into the spirit <f flamence, our art form to express,
te live, the breath, to beg. Our frustraticns will only be a
shedding of skin so to speak and will ultimately, if we
cgrsevere, let us experience a more beautiful form. The
discipline in practicing, thinking and studying flamenco
will be more than will-power or surface desire, Tt will ke
a need, it will be a hunger, not for @ nams in bright lights
or fame, but a hunger to kpow your sparit. I+ will be a
craving as strong & shysical hunger fgr food. It will be
food fnr the soul, that resting-living place of the spirit.

There are no short cuts t2 spiritual growth or awareness.
We tend to accept the patient growth and awareness of an
enlightened spirituality in religion: the priest stusying
‘and praying for a life-time for spirituwal guldance, the
Bugdist monk in daily meditation, the zen student with ne
thought of time and space in his meditative search for
enlightened spirituality.

o in the arts, and that is the way it should be. In
flamenco, the tguch of the "damon or angel™, the becaming of
the daznce fgr cne lightning flash of time, the kiss gf
"duende", sg to speak, usually comss, if it is gging to
come, when it is least expected. It may come follgwing a
lengthy time aof flamenco emersion, where sedire and love of
the art have become <ne with your being and a level of tech-
nique has taken hald so that you can literally "farget" as it
gvrglves out of your being. This flash of gpiritual awarzness
and enlightsnment will be a change in your life fgrever. vas,
it will be that dramatic when it happens. It will ke a high
that mo drug has ever bzen abis to praoduce or even equal. It
will be the purpose af your cg-creative existence gn this
earth. .

I like to think that this experience will have a very
positive affect on the persong I like to feel that a persagn
in tune with his or her spir , artistic growth will know
where his ar her egg 1s and know no envy or bltterness or
petty Jealousies and be a better parsan far experiencing a
true deep purpo#E; T am ngt naive and I know that this is
ngt always the case but it is the ideal, .

Rnother compensation for spiritual enlightenment in this
beautiful art is a sense of inner joy, the re-newing force in
life. It is a climactic high as different lzvels are reached
with an-going continual study and involvement, Everything
will have meaning when you dance. Each planta can be an
grxpression gf scmething felt, like the subtle sensatign of
fine seasanings. Our search will slawly bs for the essence
of our feeling of flamence, It will ngt be in guantity but
ic qualtity.

Wher, ths conscicus focus nn spirituality becomss an un-
sonscigu$ act and we realize that there 1s something beyond
the steps of dance and beyond the dancer, then pur total
being will begin to exude this spiricwal air and this then
is a very beautiful beginning to the high points cf life
itself and its purpose. It is nothing that you can or even
want to touch or even analyze. Ik will just he. We, our
total physical, mental, emctional and spiritual self will be
as one, We cannot take it for granted, fcr humility, deep
down, will hold <uar personal perspective of life together.

We -ust not let our being atraphy with dis-use or mis-use,
we must be true *o curselves and our art, our spiritual
connectich with flamenco. That is what will keep flamsnco
alive and well, withirn and withaut us, Sure, all c¢f this
may seem far reaching, but why nct. wWhy nat reach for the
cltimaeze In ourselves. Nothing is nut of reach if your gcal
it to bs yourself in your true capacity.

The concept of sparituality as the golden thread that runs
through life, art, and love is, of course, a personal feeling
and, superbly special. Everysne kas their own explanation of
the spirit. Almgst every culture has their word for the
spirit or somethicg higher than gurselves and sgmething valid
and worthwhile to "plug into.”

It iz 2 beautiful feeling to know that flamencg can trans-
part us &t times intc a reals that can be higher than cour-
selves. The irnspiraticn from a single movement, a musical
scund, a verse gf a song, can move one to feelings and emo-
ticns cf acstasy. Inspiration can come from countless
soUrces wlthin and without our Seing, ¥You canngt wait for
inspiration. It comes to one with lagve of 1ife, cf the art
of 1ife, of enjoying sur co-creativity with life, with
flamence. When that time arrives that you know that you
have become the dance, the aire cf the dance, that your dance
is more than your body movement, then ygu will ke addicted to
the art of the dance, your spirit will be plugged into the
meaning of dance, which simply said, is one of the "meanings
of your life." Rlthough the dancers body may grow old, the
spirit, kept ever voung by the love of flamenco, the love of
life, will te akle to irspire others, to give to others in
an on-going zattern of co-creative growth. As long as there
is one soul cn this garth with a true spirit of flamencec, of
the art, the life fgrce, the love of the essence of flamenco
then there will always be flamencs. Spirit dogs not die for
spirit is, and therefore flamenco is, for in finale, the
flanenco spirit like the spirit of life itself has always been,
In the finale, it will be pur spirit dancing, maving our
being in truth and again we will know the meaning of life
itself, We will become the dance, the dancing sgirit, tke
True spirit of flamenco...

--Tes Morca
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Rubina Carmona

Instruction in Cante
and Balle Flamenco
Personal Costume Design

(213) 660-9059 Los Angeles, Ca,
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RECORDS
"EL CABRERO,
A CONTROVERSIAL CANTAOR

"QUE CORRA DE BOCA EN BOCA"
Doblon 50-1744) Madrid 1983

(From: El Pais, Nov. 12, 1983; sent by 8rad Blanchard;
translated by Marysol West)

by Angel Alvarez Caballerao

The popularity of Jose Dominguez "EL CABRERQ" is reflected
logically in his recent recordings. The record I am now
raviewing doesn't add much to previcus recordings of one of
the most controversial cantacres of our time. El Cabrero
stirs up the most passionate support and no less radical
rejection. I believe bpoth positicns are excessive. He 1is
not a good cantaor, zither is he so

I also

I am sure of that, but ne
terrible that he should be thrown into the trash.
think that when he attempts the more difficult forms —-
siguiriyas, tarantos, soleares and malaguefias, on this
record —- he does it with respect and honesty, trying to
achieve a dignified artistic product. What happens is that
he doesn't always succeed. El Cabrero has his limitations,
as does every artist, and cante flamence is sSo difficult
that only a few, a very few of the privileged, have been
able, throughout its history, to unearth all its richness
and leave us those memorable creations that are able to
entrance us.
Within his possibilities, El Cabrero sometimes comes
close to being correct and it is precisely in those more
difficult "paleos" (forms) where he seems to me to be at his
best. The soled that he does from Triana, for example, with
the echo of Bl Arenerc, has its enchantment, and the
siguiriva has, at times, €l guejio, while in the cantes
levantinos and malaguefios he sometimes comes close to the
brilliance they should have. To connect the "tercios"
({sung phrases) as they should be, or to subject himself to
the discipline of the compds when the compds calls for it,
is sumething more complicated and not always within his reach.
on the other hand in the fandanges, which seems to be the
style in which this artist is most at ease —- at least that
is what he does most, both on records as well as in personal
appearances -- I still believe he doesn't escape vulgarity.
The fandango is a cante that has been so degraded by the
abuse and excesses of the "cupletercs" (pop singers) that are
around by the hundreds, that it is unusuval to hear even a
single one that is gripping and profound. This is alsc the
case with El Cabrero.
Finally, there are on this
truly regretable: “Amor Mio" and “"La Lluvia Sucede en el
Pasado." They were written by alberto Cortez and, in the
secaond, the words seem to correspond to a poem by Jorge
Luis Borges. All of that adds up te a ruess. The bulerias
are bulerias in name only; they have a psuedo-Socuth American
scund that can even be bothersome. The guitar of José Luis
Postigo, normally sound, 15 not at the level we would expect

from him. %
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NOTES FROM SPAIN

FLAMENCO ROOTS: EL MAESTRO JUAN CARO
FROM ARCOS

(From: ABC, Sevilla, Oct. 6, 1982;
translated by Pacoc Sevilla)

sent by Gordon Booth;

by Abel Infanzén

This photograph was sent tc us by Juan Antonic Rolddn
Caro, who says: "This summer, the Tertulia Antonio Murciano,
paid tribute in an ‘homenaje' te B8 year old Juan Caro Lopez,
the maestro of the guitar who has created a school of guitar
in Arcos. Due to the good ties that exist between Sevilla
and Arcos, I believe that you will want to publish the
photograph that accompanies this letter. It was taken in
1952, ©On the left is the maestro, Juan Caro; in the center
is the dean of cantaores from Arcos, Manolo Zapata; on the
right, Pablo el Americanc [Paul Aecht, author of The Wind

Cried], a New Yorker who spent some time in Arcos learning

the togque of Maestro Carc, while writing a novel about

this guitarist from Arcos -- who was also a barber, a
dentist, and applied leeches, a typical man of the Andalucfan
pueblo." (We add something here that the writer did not
point out in the letter; in the background of the photo there
seem to be some cages of fighting roosters, something that
continues to be wery much a part of our Andalucian towns.)
Luis Borges. All of that adds up to a ruess. The bulerias
are bulerias in name only; they have a psuedo-South American
sound that can even be bothersome. The guitar of José Luis
Postigo, normally sound is not at the level we would expect
from him.
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THE FIRST WOMEN'S CULTURAL FLAMENCO
PENA 1S CREATED IN HUELVA

(From: Ei Pais, Oct. 20, 1983; =sent by Brad Blanchard;
translared by Paco Sevilla)

by Marita Martin

A group of thirteen women from Huelva make up the first
female flamenco pefia, taking a very unusual step within the
world of the cante jondo, considering that membership in
this type of flamenco association has been traditionally
prohibited to women. After a month of bureaucratic red tape,
rhey Fulfilled the requirements and received the name Pejna

Cultural Flamenca Feminina.

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 rare 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 92103

PRESS RELEASES

TERESA Y LAS PREFERIDAS

An exciting new flamenco dance company has stamped its
mark on the Chicago dance scene¢. The 6-member company,

Teresa y Las Preferidas, is the resident Spanish dance

company of the Ridgeville Cultural Arcs Center in Evanston,
Organized in 1980, it has developed, under the

Illinios.

direction of teacher/performer Teresa Cullen, into a cohesive,
well-trained troupe that fills a stage with vitality, drama
and, above all, entertainment. The strong technique of the
dancers gives testimony to the fact that each has a background
in a variety of dance disciplines. As castanets clack, skirts
twirl, eyes and smiles flash, the obviocus enjoyment of the
dancers is transmitted to the audience,

Pirector Teresa Cullen has molded their strengths intc a
polished ensemble that belies 1ts relatively recent forma-
tion. Her own extensive training and experience in Spanish
dance has been the catalyst for the successful emergence of
the group. She studied ballet with Edna McRae, Anna Baker,
Larcy Long and Barbara Abrams, and jass with Michael Frederics
and Gus Giordanc. Her Spanish dance training has come from
Esperanza de la Barrera, Jose Castro, Nana Lorca, Manolo
Rivera, Ciro, Edo Sie, Victorio Korjhan and Maria Alba. She
has performed with the Hormel Caravan, the Edna McRae Dancers
and Los Flamencos.

The training and experience of the entire company, combined
with the excitement of live flamenco guitar music and bril-
liantly colorful costumes results in a show that satisfied
the eyes, the ears and the soul!
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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 PHOTO READY ADS
{(ONE TiME $5.00 FEE IF AD DESIGN 15 REQUESTED)

POSTAL SURVEY

Jaileo is considering discontinuing its First Ciass
mailing service within the U.5, This service adds
considerably to the bookkeeping, correspondence and
mait preparation.

We have found the Bulk Mail to be very prompt
within 5an Diege County -- most subscribers have
their Jaieos within two days. We want te find out
how the Buik and First Class services compare across
the country to determine whether or not to continue
both services,

We ask your cooperation in assisting us in making
this determination by drepping us a post card with
the following infermation:

*Type of subscription (Bulk or First Class)
*issue of Jaleo
*Date of delivery

Jaieo appreciates your heip. Look for the results
of this survey in the foliowing issue.

A Classic Combination
PACO PENA & DADDARIO

Barn in 1942 in Cdrdoba, Spain, Pace Pesfia has been
playing professionaliy since the age of twelve ang has lcured
Europe both as a scicist and as part of the "Paco Pefa
FlamencaCompany to wide crilicai agclaim.

Dedicated to conserving the pure artistry of flamencao, Mr.
Pefia established the seminar "Encuentro Flamsnco' offering
ihe aficionado an inlensive program of sludy as well as the
opportunity 10 live in Andalucia, the heart of this musical
cuiture.

He has recarded nmine albums for Decca Records including
three live perormances and a duo effort with Paco Delucia,
another world renowned flamenca guitarist. He has also made
several highly successful tours of Austraiia, given recitals with
the company at festivals in Hang Kaong, Edinburgh, Holland, and
Aldepurgh ana performed tegudiences in Japanand Londen, ali
to widespread enthusiasm.

Paco Fefia appears regularly
warldwide on Television and bas
recewved extensive praise for his
shared rectals with John wiliams.

Paco Pefia uses
D’Addario Strings.

E Farmmingda e, NY 1i735 USa

REVIEWS

FLAMENCO GUITARIST SABICAS
IS FIRST STRING

(From: San Franclsce Examiner, Oct. 1282; sent by El Chileno)

by Scott Beach

At Herbst Theater Saturday evening, the S-anish gypsy
guitarist, Sabicas, gave a recital of his own flamenco compo-
sitions, and the air waz full of shouts of "gle!" as he per-
formed astonishing feats of dexterity and inveaticn, Re
played three sets in a spectacular demonstration cf skill,
and he gave the audience an experience —o remember,

At First, it secemed odd tc see a flamenco performer come
out in an ordinary tuxedo. By its very rnature, the style
appears most at bome in a4 Hemingway-story setting, complete
with pecgle in colorful costumes. ARd there should, rightly,
ke a few dancers, and the wine-bota should be passed around,

But in the recital by Sabicas, the colors were all in his
plaving. It made the approving shouts from the avdience seem
strangely out of place in a "pollite” American concert hall.

There's something almost hyprnotic about a full program of
flamency music., The traditional harmoric and melodic patterncs
don't vary, and most of the interest comes from the perfor-
mance, rather than from the tune being played.

Fabigas is billed as "The Kihg of the Sparish Guitar,™ and
he may be just that. It's often difficult to believe what he
can do with just 10 fingers and six strings. He can fire off
bursts of notes in scale-passages that are s¢ rapid and
crystal-clear as tc make you doub: your genses. “tha: didn't
really happen!® But it 4id -- again and again.

The traditional "cante hando™ of Andalusia 1s ane of the
warld's most solidly-entrenched song forms. Thé descending
pattern: A, 5, F, E; is a virtually invariable ingredient
of flamencc music, Heawen knows it's a dramatic and poignant
pattern, and it seems pever to grow stale. It's almost as
though an entire culture got hooked cn that single statement,
and hasn't left off repeating it since it f:irst become
popular in the mid-1%th century.

I've heard flamencc guitarists in many different places
and situations, and I'm quite ready to believe that Sabicas
is the best ol them all, His manner as a recitalist, by the
way, is deceptive. Before last Ssturday's program began,
there wae & single chair with a small foctstool at center-
stage, with the main curtain as a backdrer. wWhen the lights
came down and the house was ouist, out he came in his black-
tie outfil, bowed formally, with an air of calm dignity, sat
down, and let losse a dazzling torrent of music.

.Some of hig running passages were S0 spectacular that
it seemed impossible to expect that he could top them, But
he kept adding touches that surpassed previous ones, By the
time he was through, it seemed as though everything that one
person could possibly do with a guitar, short of setting
fire to it, had been done.

Sabicas is unguestionably a great artist. 1 think, though,
that I'd much rather hear his next recital in a place with a
few dancers and a bota of wine.

* kO

BALLET NACIONAL ESPANOL IN
LOS ANGELES

¥ Ron Spatz

As ballet companies ga, this one iz relatively new, having
been formed ir 1378. But In this short amount of time, they
have developed g beautiful syntﬁesis of classical ballet,
Spanish felk, and flamenco dance forms. While the classical
ballet technique Zemonstrated by their principals isn't about
to bring heartburn to the Geoffrey or ABT companies, the
accented counterrythme provided by castenets are a delightful
addition and more than make up for any lack of classical
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JAVIER GARCIA, ANTONIO GOMEZ AND ANTONIO MARQUEZ OF THE BALLET NACIONAL ESPANOL IN TANGILLOS

rigorousness. In addition, I doubt if any ballet company Victorioc Korjhan did his exciting bulerfas; credit must go

in the world can match the costuming by Jose Caballero. to cantaora Elena "La Cordobesa"and Greg Wolfe, on guitar.
The company opened with seven short Soler sonatas, followed For somebody, like myself, with nearly 30 years of Spanish

by an incredible Zapateado performed by Paco Romero. Then dance watching experience, the highlight was "Madrid 1936Y

came the perenial flamenco cuadro with no less than four The fall of El Alcazar, the Radic Commentator, the spoken

guitarists. To me, four strong guitarists providing rapid words of the bailaor and the cantaora and the dramatic

rasgueados creates a sound resembling a giant electric fan. dancing of the retired soldier, bulerifas and farruca by
Tremendous showmanship and professionalism was demonstrated Korjhan.

by Carmen Varga when in the middle of an alegrias she lost a

shoe. Without missing a beat, she worked her way back to where

the shoe lay and after a couple of turns with her dress hiding

her feet, she emerged with the shoe firmly in place, and a

rescunding ovation from the audience. m
The last half of the program consisted of a complete

performance of De Falla's Three Cornered Hat. This was

superb in all ways. If the response from the audience through-
out the entire performance was any indication, I'm sure we

will be seeing this troupe in Los Angeles again. - . - P ' CO PEN !

x ¥ % : ; 3 ; g % z s T
! 7 i Live in Munich

ENSEMBLE ESPANOL IN CHICAGO

by George Ryss . : I g $14-95 LS.
“ NCO

1 saw Ensemble Espaficl Dance program of November 18 & 19
twice, with Pepe Culata and Richard Brune at the second
session. The classical program was a general repetition of
her (Libby Komaiko Fleming) program six months earlier., I
would say that the dancing was better now, even without the
help of her guest artists. Dame Libby excelled in her HHTClerent St
numbers;. lead dancers of her ballet showed good "duende" when
reguired; I especially liked the "Andajaleoc" at the end.

Guitar Studios, Inc. Postage & Handling
US. and Canada - 5150
San francsco, CAL Y118 Other Countries - $300
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LOS ANGELES JUERGA

FEBRUARY JUERGA

Our first juerga of the new year will be held on February 11
{213-646-6231) .

at the Darwich Restaurant, 5241 Hollywood Blvd,
Take the Hollywood Blvd, East turnoff off the Hollywood free-
way to Harvard. Oinner from 6:DD to 8:30 (Prices range from
$3.25 to $6.9D). Juerga will begin at 3:00 P.M. with a
workskop on fandanges.

The restaurant is small. Performers and aficionades of
2ll ages and abilities are wmost welcome tc come and partici-
pate in the juerga in a party atmosphere.
show, We invite all te come, share, learn and take part.
Wear your costumes, bring dance shoes, instruments, guitars
and HAVE FUNM!.! Come ard make frierds with oOthers who
share your interest in flamence. FPlease limit your guests
who are not participating. For further informatiem call
Yvetta wWwillliams (213-333-0567) or Ron Spatz (213-883-D932).

G™%9

LAMENCO RECORDS

- »# \ 2
I WOULD LIKE TC TRADE OR BUY
FLAMENCCO RECORDS AND MUSIC,
IN USA AND FOREIGN COUNTRIES:

write to: M. Sherbanee
5329 Norwich Ave,
Van Nuys, CA 91411
U.5.A.

CHULA VISTA_TRAVEL CENTER

\®/5]atcmhzl g Spoite

REYMNOLDS S. HERIOT
OWNER — MAMNAGER

426-6800

This is not a stage

'SAN DIEGO SCENE

by Juana De alva

The lcng time dream of Francisco Ballardo will become a
reality on February first with the cpening ¢f his TABLAD
FLAMENCQ restaurant. Phe entlre restaurant has been built
arcund the presentation of a flamence show which can he
viewed from anywhere in the establishment. Francisco de-
signed and built the Spanish-motif restaurant, including
the office building in which it is housed, from the ground
up. Thoungh some finishing details may remain, he says the
Tablao will open, without fail, February lst. The restau-
rant is located on 3567 Del Rey in Pacific Beach for reser-
vations call (€13} 483-27D3,

GO
EL OIDO

NEWS FROM OUR MEMBERS

Los Angeles, CA; THE FEZ RESTAURANT AND NIGH CLUB at
151D North Verment Avenue has been featuring flamenco
artists (fcllowed Dy a juerga in which all can join in) the
first Tuesday of every menth, In December the featured
artists were singer MIGUEL "EL MALAGUENG"; dancer LOURDES
and guitarist BENITO PALACIDS. In January the featured
artist will be singer ANTCNID DE JERBZ. (from Francine
Russelle-Chasambalis)

Chicagc, Ill: 1In preparatich is a group headed by singer
AGUIETAS to appear at the Casa de Espafia. Blso in prepara-
ticn are plans for FLAMENCD GUITAR TEACHERS to come fram the
AMERICAN INSTITUTE DF GUITAR in New York, The film CARMEN
with ANTONID GADES; CRISTINA/BOYOS and others is a must for
all interested in "El BArte" MANOLYD RIVERA, billed in Santa
Fe as "the Nureyev of flamenco" was here. For his classical
program he was accompanied by the reknowned pianist silvia
Maciarelli. DOMINIC CARO; SUSANA AND MICHAEL HAUSER were
his flamencc performers. ENSEMBLE ESPANDL presented a three
day workshop at N.I.U. December &, 39, 10 in classical,
regional and flamencc. {from Gecrge Ryss)

ANNOUNCEMENTS

Announcements with the exception of classified ads are free
of charge to subscribers. They will be placed for two

montha if appropriate and must be received by the lst of the
month prior to their appearance. Include phone number and
area code for use in the DIRECTGRY. Classified ads are $L.00
per line (each 9 words) for each month they appear. Make
checks payable to JALEISTAS and mail to JALEQ, PO Box 4706,
San piego, CA 92I04.

JALEO CORRESFCHNDERTS

THE FRAME STATION

The Finest in Custom Picture Framing

20% DISCOUNT
TO ALL MEMBERS OF JALEISTAS

1011 FORT STOCKTON DRIVE OWNER TOM SANDLER
SAN OIEGD, CALIFORNIA (714) 298-8558

-1 3N (Hillcrest/Missign Hills area)
]

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

updates

RAQUEL PEfA AND FERNANDO SIRVENT continue performing nightly
at the Tip Pepe Restaurant in Georgetown, Washington D.C.
call (202) 337-0730.

TEE FEZ RESTAURANT AND NIGHTCLUB, 1510 N. Vermont awa.,

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

RINCON DE ESPARA currently presenks singer Paco Ortiz,
quitarist Paco Juanas and dancers Carmen rRublo and Mara
(Sultani?).

THE MADRID RESTAURANT features Flamenco guitarist "M.anclo
on Wed., Fri. and Bat. nights._ 1712 Sunset Blwvd., in

Los Angeles, TA (213) 483-7757.

PEPE CULATA AND AGUJETAS each recorded one Sidﬂ Eor a Spanisch
recording unit, Tomas de Uréra was the guitarist, Pepe
Culata: giguiriyas de Manuel Torre, Martinete y Tonas,
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STUDY MUSIC IN SPAIN June 20 tg July 28, Vaice, Pianc, Guitar.
Por informatian wrire Ricardo Visus, Dept. af Music, Moorhead
Etate University, Moorhead, MW 536360 or Mary Janz, Intra-
Ameriran Student Procrams, 790 Cleveland Ave., Sc., St. Paul,
MN 55116,

SUMMER TOUR TO SPAIN AND PORTUGAL June 17 te July 12 spon-
sored by Cuesta Ceollege. Fgar information write P.0O., Box J,
San Luis Obisgp, CA 93408,

FLAMENCC HDTLIWE has been established in L.A. by Leo Markus
with latest information on flamenco activities in the area.
{213) 851-945%, panwvone wishing to have infermaticn may de

=0 after the 4- second recording is completed.

concerts

MARIE SILVSA AND FRANCINE RUSSELLE-CHASAMEALIS will present a
flamenso/arabic warkshop and show on Sunday, January 29.
Warkehops will feature Lourdes Rodriquez teaching flamenco
and Maeorish dances and Marie Silva teaching EBgyptian Cabaret.
They wili be keld at the Mors Landis Studic, 10960 Ventura
Blvd., Studio City from L to 5:3C p.m. and fellowed oy a
flamenco/Arabic shaw and dinner at Koko's Internaticnal in
Eollywoad. Qinner: 7:00 p.w.; show 7:30 - 2:3Jg.m. Cost
far both warkshops, dinner and shaw is $40, paid in advance.
Cost for warkshco gnly is $23, paid in advance. Tickets
bought at the daar will be 35 higher, C{gst for dinner and
show enly is $20. ror further infe. call Francine Chasambal:ics
at (213) €62-1732,

VICTORIC XORJHAN AND MARIA ALBA will be appearing at the
Fasnign Institure in Mew Yark City Feb. 11-14.

RAQUEL PENA will give two sglg concerts with Fernando Sirvent
and Pepe De Malaga on Jan. 28 / 29th at 8:00pm at The Dance
Place, Washington DC (far informat:ian contact {(703)5327-34%54,
TES SPANISH DANCE CENTER will give a full length concert cn
Jan. 26th at 5:00pm at the Dapnce Place. For informatian
contact {703)537-3454.

RENE HEREDIA, flamenco gquitarist, in cencert Sunday, Jan. 29
7:30pm Wwilshire-Fbell Theatre, 4401 W. 3tk £t., Los angeles,
CA. Ticket informatign 939-1128 or 362-1850,

classified

FLAMERCC CUITAR FOR SALE: 1934 Santes Hernandez flamenca;
good canditicon, photos awvailable, not a loud guitar, so

not suitable for club playing, bub wvery nice tone, gogd

and dry and easy to play, $3,000. Contact Dennis MeMillan,
328 Madison St., San Antonig, Texas 78204 (512)224-0143.
WANTED: FLAMENCO GUITARIST with dance accompaniment
experlence, whg is willing to travel and/for relocate for
performances of all types. Contact: Barbara Alba,

(303} 777-9636, 2970 5. Cgden, Englewogd, CO BQL10.
CLASSICAL-FLAMENCO GUITARS —- student and professional

models -- Ramirez, Xona, Contreras, Marin, Flores, etc.

== Kenneth Sanders (714) 49%-4%61

FoR 5aL8: 1963 Arcangel Fernandez Flamenco Gultar. In per-
fect condition with no cracks. Deep, rich tene, plenty of
brilliance. $1,700.00. Rabert Euck, 7225 Hubbard Ave..
Middleton, WI 53562 (603) 836-1152.

FOR SALE: 1970 H.E. Obert Fflamencs guitar, concert instru-
ment, spruce top and pegs, completely refinished, with

hard case, $350/B.D. Contact C.C. Lin, 2211 Carleten St.,
#34, Berkeley, CA 94704 ({415) £44-1481.

FOR SALE: rlamenca Guitar by Contreras, made in 19380,

$800. Call Adglf Makaruk (415) 473-5421,

FOR SRLE: 2 8sgtesc Guirars, both lst class, signed Faustinos
with cases. 1962-31900C, 1983-$2100. cCall Gerardeo Alcala
{206y 525-6779,

FDR SALH: 1981 Negra Hermangs Conde Guitar, never been
plaved, signed by Fausting, purchased from the shop in

Madrid ain oct. 1983, Best offer aver $2,000. Contact

Felix at 154 Lync Se., Seattle, WA 98109 ([206) 285-5404
after 9:00 p.m, o B .-
ROS2 MONTOYA'S BRILES FLAMENCOS has been chosen to be part
of the.Calif. s Cquncil's dance tauring program 1933-
1384. The company cansists agf 7-10 performers and presents
Zoth flamenca and classical SpanisSh dance. Contact: Connie
Fzeewman (415) 8248844 or (4;5} 285-3154 -~ 267 Teresita
Blvd., San Francisco, CA 94127.

GUITAR MUSIC AVAILABLE: Music of many top artists, both
modern and cld style, transcribed by Peter Raime, 110D W.
River Park Lane, Milwaukee, WI 53209.

POR SALE: Music by Mario Escuders and Sabicas, plus complete
line of guitar supplies (strings 1/2 prize). The Blue
Guitar, see ad for location.

PANADEROS FLAMENCOS by Esteban Delgada recarded by Paco de
Lucia -- accurately notated sheet music; $2.75 in USa, $4.50
foreign, Southwest Waterloo Publishing Co., %708 Beckebt
Rd., Rustin, TX 78749.

JALEISTAS BY-LAWS AVAILABLE to all members upan reguest.
Flease send a largs, self-addressed envelcope with vour
request.

GUITARISTS AND SUITAR STUDENTS WELCCME to accompany dance
classes, Sé;_Eiega area. {Lall Juana 440-527% befoare S8a.m.
BACK, ISSUES QF JALBG AVAILABLE: Val. I no. 1 to & 51.00 each.
Vel., T no. 7 to 12 §2.00 each, Vol. II, III & IV no. 1 to 12
52.00 each, and Vel. V ard VI issues 52.50 eacgh, (add 51.00
for overseas mallinpng.?

DIRECTORY

australia
FLAMEMCC ENTERTAINMENT
Cosmos Inn (Adelaide)

canada
DANCE INSTRIUCTION
Maximiliang {Tcronto)

spain

FLAMENCD SHOES

3. ¥erkes (Madrid)
SLAMENCD COSTUMES
H. Menks=s (Madrid)

08-51-2287

+63-89438

23z2-10:6

232-1C36

uU.s.q.

new york

FLAMENCD ENTERTA INMZNT

La ¥ancha {(Brooklyn)

El Rincon de Espafia

El Castellano (Queens!)

DANCE INSTRUCTIDN

Loretta Celitan (Lorg Island)
Mariguita Ficres
Yictorig ¥Xgrjhan
Esteban de Lean
Bebky Lorca
Jerane Michel
Joge Mulina
Liliana Marales
Estreila Moreno
Carmen Rukiag
Carlgta Santana
GUITAR INSTEUCTION
Marie Escuderc

Michael Fisher (Ithaca)

212/344-5228
ng phcne

516/724-5636
212/582-3350
212 /927-7220
212/724-4913
212/666-5107
212/222-4937
212/245-9504
212/472-1345
212/245-3504
212/563-01886
212/473-4605

212 /586-6335
807 /257-6615

new jersey
DANCH INSTRUCTIDN
Yalanda Fernandez

201/861-8316

pennsylvania

FLAMENCO ENTERTAINMENT

Meson Jen Quixete

GUITAR INSTROCTION

Carlgs Rukig

DANCE INSTRJCTION

Camila Erice {Harrisbura}l Y.M.C.A.
Julia Lopez

215/925-1389

215,732~-9610

2157925~ 1889
V|rg|n|a

DAKTE INSTRUCTION

Maria (Virginia Beach/Ncrfslk)

Ana Martine=z
R3;;uel Fema (Spanish Dance Center)

304/467-1503
703/931-0324
T03/527-3454
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ISTRUCTION
lalaga
Sirvent (Spanish Guitar Center)

igton d ¢ area
FLAMENCO ENTERTAINMENT
El Bodegon
Tio Pepe
JUERGAS
Charles Moeser
GUITAR INSTRUCTION
Mariquita Martorell
Paco de Malaga (Arlington, VA)
Carlos Ramos (Arlington, VA)
Fernando Sirvent (Spanish Guitar Center)
Torcauto Zamora (Silverspring, MD)
DANCE INSTRUCTION
Marina Keet (George Washington' U,)
Ana Martinez
Raquel Pena (Spanish Dance Center)
FLAMENCO COSTUMES
Maria Carmen Ramos

georgia

DANCE INSTRUCTION
Marta Cid

florida
FLAMENCO ENTERTAINMENT

El Cid (Miami)

Bodegon Castilla

Marbella Restaurant (SW 8th St. 31st Av)
DANCE INSTRUCTION

Luisita Sewvilla

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)

colorado
GUITAR INSTRUCTION

Rene Heredia

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

722-0054

Guillermo Salazar
DANCE INSTRUCTION
Barbara Alba (Englewood)

oklahoma

GUITAR INSTRUCTION
Ronald Radford (Tulsa)
DANCE INSTRUCTION
Jimmie Crowell

-
washingfon
DANCE INSTRUCTION
Maria Luna (Seattle) 2
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 Cordocba (Sunnyvale)
Les Pirates (Los Altos)
Anita Sheer (Los Gatos)
JUERGAS
Halcyon Ida (Santa Cruz)
Jack C. Ohringer (Vallejo)
GUITAR INSTRUCTION
Alberto de Almar (Mill Valleyj
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
GUITAR £E§TRUCTION

Marianoc Cordoba

Ricardo Peti (Carmel Highlands)

333-0830

303/777-9636

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

503/282-5061

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

602/745-8310

602/624-7979

408/378B-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

375-6%964
805/498-0264

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

408/733-1115
624-3015
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CANTE INSTRUCTION
Concha Duran

Isa Mura

FLAMENCO COSTUMES
Raquel Lopez

los angeles
FLAMENCO ENTERTAINMENT
Lares Cafe (Santa Monica)
El cid

El Paseo Inn
Espartacus Restaurant
Fez Nightclub

Las Brujas Restaurant
Madrid Restaurant

The Intersection Folk Dance Center Rest.
Sevilla Restaurant
FLAMENCO INFORMATION
Flamenco Hotline

JUERGAS

Yvetta Williams

Ron Spatz

ACCOMPANIST FOR DANCE & CANTE
Eduardo Aguero =
Marcos Carmona

DANCE INSTRUCTION

Roberto Amaral

pPedro Carbajal

Rubina Carmona

Manuela de Cadiz

Concha Duran

Carmen Heredia

Maria Morca

Oscar Nieto

Sylvia Sonera

Juan Talavera (Whittier)
Linda Torres (San Gabriel)
Elena Villablanca

GUITAR INSTRUCTION

Marcos Carmona

Gene Cordero

David De Alva

Gabriel Ruiz (Glendale)
CANTE INSTRUCTION

Rubina Carmona

Concha Duran

Chinin de Triana

FLAMENCO COSTUMES

Rubina Carmona

CASTANETS

Jose Fernandez (Reseda)
Yvetta Williams (Imported)

213/223-1784
415/435-3021

415/924-5908

213/828-9205
213/668-0338
2131/626-1361
213/659-2024
213/666-6137
213/667-9587
213/483-7757
213/386-0275
213/328-2366

213/851-9409

213/833-0567
213/883-0932

213/660-0250
213/660-9059

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

213/660-9059
213/451-9474
714/771-7867
213/244-4228

213/660-2059
213/223-1784
213/240-3538
213/660-9059

213/881-1470

213/831-1694 or 213/833-0567

-
san diego
FLAMENCO ENTERTAINMENT
Espiga de Oro (Rosa's)
0ld Town (Bazaar del Mundo - Sun. noons)
JUERGAS
Vicki Dietrich
DANCE INSTRUCTION
Juana de Alva
Juanita Franco 619/481-6269
Maria Teresa Gomez £19/453-5301
Rayna 619/475-4627
Julia Romeroc 619/583-5846
GUITAR INSTRUCTION
Joe Kinney
Rodrigo
Paco Sevilla
FLAMENCO COSTUMES
Clara Martinez

619/477-0675

619/460-6218

619/440-5279

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

619/831-259%6

MAIL ORDER

CASTANETS

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

ADELA VERGARA - 1825 Echo Ave., San Mateo, CA 94401

Made in Spain, $150.00 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. 0. Box 560603, Kandal Branch, Miami,
FL 33156 (Catalog free)

DE VOE LUTHIER SUPPLIES - Box AA, 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
on the inside cover of Jaleo for

the following categories:

a period of one year

under

$ 50.00 - Malaguena
$ 100.00 - Cordobés
5 500.00 - Sevillano
$1,000.00 - Andaluz

JHLS

BOX 4706 SAN DIEGO, CA 92104
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