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AVISOS
IN LOS ANGELES...

La Masia Restauraot presents flamenco shows each week on
Sundays and Tuesdays. Three shows nightly with the combined
taleots of Pepita Sevilla, Antonio de Jerez, Benitn Palacios and
various local dancers result in fine flamenco entertainment.
Located at Santa Monica Blvd. and Doheny. For infn call (213)
273-71066.

Casa Rafael in the L.A. suhurh of Torrance offers flamenco
entertainment every Saturday with shows at 7:30 and 9:30 p.m.
Benito Palaeios provides the guitar accompaniment for daneer
Linda Andrade and the cante of Pepita Sevilla and Antonio
Alcazar. Call (213) 322-1287.

B} Cid Flamenco Theatre on Sunset Blvd. in Hollywood has
flamenco shows Wed.-Sun. with dancers Alfredo Aja, Ramon
Nunez, Deanna Nunez, Silvia Vargas, Angelita, Vateria Pico and
Lourdes Rodriguez; singers Chinin de Triana, Jesus Montoya and
Remedios Flores; guitarists Rodrigo, Gino D’Aurt and Phil Lee.

The Barcelona Restaurant in Eneino has flamenco on Thursdays
with singer Chinin de Triana, dancers Fahian Alonso and Gabriela
Garza, and guitarists Benjamin Shearer and Stamin.

The Fountain Theatre comtinues its May flamenco series with
Solera Flamence Dance Company and Roberto Amaral’s Fuego
Flamenco.

IN NEW MEXICO...

6th Annual
FESTIVAL FLAMENCO 92

presenved in conjunciion with UNM Center for Regional Studies,
Center of Soutfrwest Culture, Eva Encimias and Ritmio Flamenco

CONCERT, June 25, 26, 27, 28

WORKSHOPS, June 15 - 24, cotlege credit available

A) 9:00-10:20 - Intermediate Flamenco, Jose Greco 11, $200
B) 10:30-11:50 - Escuela Bolera, Jose Green, 5200

C) t0:30-11:50 - History of Flamenco, Eric Patterson, $200

D) t12:00-220¢ - Flamenco Guitar, Pedro Cortez, $200

E) t2:00-1:50 - Flamenco Costuming, Pable Rodarte, $200 +
material

F} 2:00-4:00 - Advanced Flamenco, La Tali, $375

G) 4:00-6:00 - Flamenco Repertory, La Tati, $375

H) 6:00-7:20 - Beginning Flamenco, Pilar Serrano, 5200

) 730930 - Flamenco Song, Dominico Caro, $200

YOUTH WORKSHOP, June 15 - 19, Age 13-t8
Y) 9:00-12:00 - Beginning Flamenco, Joaquin Encinias,
Juanito, 5100

SEVILLANAS COMPETITION: JUNE 19
Open to beginner through advanced dancers.

LECTURE, FLAMENCQO VIDEO MARATHON: JUNE 25, 26
Lecture: Jose Greco, 35 Videos: Noted films and coocerts, 32 per
day

CONCERT

Rodey Theaire, UNM; June 25, 26, 27, 8:00 p.m., June 28, 2:00
pm. 515, $18, 52 discount students, seniors, UNM faculty/staff;
Tieketnaster: (505) 884-0999,

INFORMATION: (505) 277-6122 nr write:
Festival Flamenco
College of Fine Aris
The University of New Mexico
Alhuquerque, NM 87131-1406

Maria Benitez Estampa Flamenca &
The Institute for Spanish Arts

The Maria Benitez Spanish Dance Company will perform for their
22nd Santa Fe Season at the Picacho Plaza Hotel [formerly the
Sheraton) from July 1 - September 12, 1992. Shows are
Wednesdays through Sundays at 8:30 pm with a second show
Saturdays at 10:30 pm. The Company is the largest national and
international touring Spanish dance company in the United States.
This versatile cnmpany’s exceplional style, presence and pure
artistry has the praise nf audiences and crities throughout the
United States, Europe and Canada. Last year the eompany.
finished their touring season with fwo weeks at (he New York
Joyce Theater which met with high critical acelaim. This summer’s
show will provide an exciting offering of new waorks and artists.

The Institute for Spanish Arts will again sponsor the "Maria
Benilez International Spanish Dance Workshop 19927 The
workshop will be held July 29-August 10, 1992 (no classes cn
Tuesdays or Sundays) on the Coilege of Santa Fe campus. The
workshop will offer ail levels of classes in Flamenco and Spanish
dance, children’s Spanish dance, flamenco guitar and cante as welt
as costume design, flamenco appreciation/ history and poetty
recitation using the works of the famous Spaoish poel Federico
Garcia-Lorca to be taught be Ceeilic Benitez. Other instruclors for
the workshop will inelude Maria Benitez and members of her
company who are cutstanding talents in the field of Spanish danee.

RESERVATIONS/REGISTRATION:
Performances:

Picachn Plaza Hotel
750 N, St. Francis Dr.

‘Workshop:
Ramona Garduno
Institute for Spanish Arts

Santa Fe, NM 87501 B.O. Bax 8418
(505) 983-1237 Santa Fe, NM 87504-8418
514,317, & $19 (505) 983-9729

The Institute for Spanish Arts is a non-profit educational and
cultural organizatinn seeking 1o introduce audiences to the music,
dance, art and literature of the Hispanic culture and 1o preserve
the rich Hispanic heritage of artistic tradition whose ancient roots
link with Spain.
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From New York -- The Ryss Report

1) Jose Greco Company mahilizes and tours the whole of USA..
locals on tour were La Chispa and cantaor Luis Vargas--Greco
had a week in Houston, days in Boston, Rochester New York, a
day in New Yark City and time in California; they ended in Cali--
Greco replaced the Maria Benitez tour--Maria, like Jose, we are
glad tc report, will (after her illness) be giving master classes in
New Mexico. Jode Romano is back at Restaurant Pamplona
(NYC).

2) David Servas (Jones) the outstanding guitarist is playing for
Man of La Mancha here in New York.

3) Dennis Koster and American Institwe of Guitar will be
puhlishing a new Method for Flamenco Guitar--I do not know the
issue date.

4) The new flamenco restaurants Meson Costa Brava, Meson
Sevifla are not doing as preat as expected--tablaos might close. Cn
the other hand, restaurant ARARAT has recalled Andrea dcl
Conte to lead the Wednesday flamenco shows and the restaurant
is filled to capacity and this is where flamencos find a meeting
place--ARARAT shows, which include Andrea and Liliana
Morales, have been packed out. ARARAT also presenis direct
form the Romen Theatre (Moscow) Russian Gypsy cabarel on
Sundays; includes Svetfana who sings and dances and Nina sings
and plays the viglin, but no Russian guitars. Andrea left for a five
day work show at Birmingham, Alabama, with cantaor Dominico
Cara, guitarist Juan Amaya and dancer Yloy Ybarra having joined
her. Additinnally, Andrea is bringing to ARARAT a North Indian
Dancer dning the KARAT. Both will be dancing to the flamenca
guitar and the Iodian{lute??)

5) Maestro MATTEQ, the author and King of the Castanets, wha
has established a notation method for playing castanets, 1 am giad
to report, will be leading an Orchestra of "Castanettist”™ (there are
nin¢ players of castanets, soprancs, alto tenor and bassists) at
various venues New York City, one of whith includes 2
appearanees at the prestigious Metropolitan Museum of Art on
July 11 and 12. He also reported the recent recital of Lueero Tena
at the Spanish Institute here..it should be of interest to the
readers that MATTEQ’s castanet orchestra performs NOT of
necessily Spanish music only.

6) Carlota Santana Spanish Dance Company made their first New
York appearance al the Joyce Theater in New York (see review).
This is the first showing of Carlota at the Joyce and intluded
various TV appearances and shows in Albany and various upstate
venues. Carlota always appears surrounded by very fine
performers: a very strong flamenco bailaor, Gabriel Heredia, fram
Carra! de la Moreria (Madrid). Gabriel, originally from Australia,
ended the tour with a week’s master class in NYC. He was joined
by my old friend, bailacr Manolo Rivera. The ladies included La
Meira, La Conja and Aurora Réyes, with La Conja and Aurora
doubling as cantaoras. This exceilent group was further
strengthened by probahly the greatest of nur canptacres from
Miami, Aninnic Serrano (Cordoba) and the outstanding guitars of
Pedrito Cortes and Basilio Georges. Basilio also led an assemhly
of musicians for Carlota.

7) Bob Feltsman, one of your subscribers, made his first trip to

Spain a whirlwind tour of 3 weeks, had classes with Maric
Escudera in Sevilla, class with Juan Gastor, met various Luthiers,
saw Luis Maravilla in Madrid, went to Utrera and collected
cassettes and records and of course partock in tahlaos Seville. He
lived in the Barrio de Santa Cruz.

8) SENSATIONAL GYPSY troupe frnm Jerez de la Frontera all
staged by the ex-New York cultural Consulate of New York City
Rodriguez Pantoja. The only known name is the musical director,
Manue! Marao, the guitarist, who has been here before.

May 2, 1992--The troupe from Jerez is GYPSY PASSION who
conquered la simpatia del pueblo New York-outstanding hut
NOT sensational. The best were the two bailarines, male dancers
Antonio el Pipa and Juan Antonio Ogalla with the four young
bailarinas. The show portrayed various forms and stages of Gypsy
life; all presented in very natural flamenco staging and utilizing
flamenco dance forms. I liked Sara Baras' baile, the canote of
Juana Fernandez and alsc the other three cantagres Paco
Fernandez, Manuel Moneo and a Carrasco. The puitars plaved
with Manuel Morag, nothing sensational or moderno. 1 believe
Antonio Morenos, who I spoke o, is cousin of Pedrito Cortes. The
who presentaunn is exquisite and might have lasted ancther two
weeks in New York. As it is, they are on tour and will definitely
reach Califarnia--GYPSY PASSION Is a MUST and the town is
lalking about them...(see review for further commentary)

IN CANADA...

Studio Flamence will hold a summer school July 20 - August 1,
1992 in Calgary, Alberta with guest teacher (laudia Carolina,
Three levels of instruction for adults will be offered as well as
childrens’ classes. In addition, guest guitarist Peter Knight will
conduct a guitar workshap July 24 -27, 1992. Contacy Marikyn
Malinsky (403) 283-2785 to receive further information nr write
Studio Flamenco, 2221 6th Ave. N.W., Calgary, Alberta Canada
TZN 0X1.

(A —_ - &&J
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FLAMENCO FENCING

ORNAMENTAL IRON
Safeguard Fence, Inc.
Serving North County

(619) 745-4846

CA Contractors's Licence #374198
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THE SOLERA FLAMENCO DANCE
COMPANY DEBUTS IN LOS ANGELES

On Sunday, May 24, 1992 the Solera Flamenco Dance Company
will make its Los Angeles debut at the Fountain Theatre, having
had ta cancel its scheduted May 3 performance in the wake of the
recent Los Angeles riots. Under the artistic direction of dancer
Yaelisa and puitarist Bruce Patierson, this performance will
feature guesi artists Jose Valle "Chuscales” and Roberto Amaral.
Other artists include singers Antonio de Jerez, Mariso! Fuentes
and Pilar Moreno, and dancers Lourdes Rodriguez, Linda
Andrade, and Cynthia King.

The Solera Flamenco Dance Company, San Diega’s first and only
Flamenca dance company, was founded in 1990 to promote and
present the art, dance and music of Spain in its most popular
form, Flamenco. The Company made its debut under the
sponsorship of the San Diego Area Dance Alliance with their
production of "El Encuentro”, a major theatre work based upon
a poem by Federico Garcia Lorea.

Under the directorship of dancer and choreographer Yaelisa and
Musical Director Bruce Patterson, the Soiera Flamenco Dance
Company intends to focus its presentations on Flamenco dance
theatre. The "new wave" in Spain today, dancc theatre is
becoming increasingly popuiar in the US. In 1992, the Company
was recognized by the Commission on Arts and Culture of San
Diego and received its first major grant.

The Company has recently been quite active in the Southern
California area. Several sold out performances in Aprii at the
Beuer Worlde Galleria in San Diego were followed by
appearances at the "Together Again” AIDS benefit at the Civic
Theatre alongside much of California’s top talent, a performance
at the Barclay Theatre at UC Irvine, and scheduled performances
in July as part of the Kaleidosenpe Dance Festival at California
State University, Los Angeles,

One of the more interesting recent projects is the premiere of a
work conceived and choreographed by Yaelisa and
dancer/choreographer John Malashock of Malashock Dance &
Company. The piece, titled "Laberinta dei Cabailo Verde”, will be
premiered on May 15-17 at the Don Powell Theatre, San Diego
State University as part of the Maiashock Dance & Company
Spring season. A collaboration rather than a fusion of
choreographic styles and dance genres, "Laberinio” utilizes a blend
of modern dance, traditional flamenco dance and highly stylized
flamenco movements. An integral part of the work, the musical
accompaniment ranges in form from traditional tastylized modern
flamenco, using the music of Manolo Sanlucar, Enrique Morenie
and Bruce Patterson.

Here is an excerpt of an article in the Sap Dijege Union, by Anne
Marie Weish, Dance Critic, Sunday, May 10, 1992

... Yaelisa and Bruce Patterson came for jobs in Tijuana at a mew
flamenco club, Corral Seviilano, and soon opened a combined
flamenco studio-art gallery at Eighth and K streets. Both profects
met sad ends. "The little club was doing very well, but one night
some kids Brought a gun onlo the Plaza Fiesta and shot someone.
That was the beginning nf the end of that plaza."

Then she and Patterson lost a large investment when their
partoers pulted out of their studio-gallery downiown. " When the
gallery partners left, we couldn’t kecp up the payments Of our
own., We ipvested everything we had i it. We put in a 310,000

sprung wood foor, perfect for dancing. I had no energy to get
commupity support beitind us.”

Instead, Yaelisa kept training dancers for her company,
performed on the Dance Kaleidoscope program in Las Angeles,
earned more emthusiastic notices, and accepted Malashock's
ipvitation to work with bim.

*! took a few classes with Yaelisa, and aside from getting an
introduction to that kind off movement, the intensity and drama
of flamenco felt familiar,” Malashock said. "Getting lo know
Yaelisa a little bit made me feel she was an artist I would like to
work with. The idea of seeing what two minds could come up
with really appealed to me.”

She feels the teamwork has been "extraordinary. Idon't want to
call it a fusion because it's not that, it'’s a collaboration."

Despite  obvinus differences between the free-style of
contemporary dance and the classic art of flamernco, the artists
have found much common ground. _

Majashock’s best-known theatre piece, "Apologies from the
Lower Deck” told the dark, fantastic story of a dysfimctional,
igcestuous Iamily, a paraliel Yaelisa says hoids true of tight knit
Spanish families like the one suggested in the new work.

"What Yaelisa does and what I do both have a great deal of light
aod dark, that emational inteasity,” Malashock said,

"We read a lot of Lorca for this and crealed characters with a
very Spanish feeling, Yaelisa said. "I talked to him a lot about
how Spanish famifies operare. We talked anthropologically. AN
the music is by Spanish composers, some very mndern and vety
stylized (and some played live by guitarist Patterson). The feeling
of it reminds me of Spain’s characler, proud, arrogant, family-
oriented, but family probiems are ot easily tatked about.”

Malashock agreed. "I feel [ike what’s coming out is very, vety
interesting. It's defigitely a narrative piece, another weird family.
The stary line is Iairly clear. It's a good Spanish rragedy.”

The choreographers conceived and choreographed the piece
together. Yaelisa will perform as a symbolic character whose
improvisational movement will be in traditional flamenco siyle.
"For the modern daacers, there’s not a lot of footwork. It's not
the idiom of flamenco, but they have a lot of rhiythm that gets
expressed with fool acecents,” she said,

One other dancer, Maj Xander {whose parents are Spanish and
Filipino) wears the traditional heefed shoes of flamenen. "She has
a talcot for rhythm. John had me work very closely with her. She
can hear a fiythm or phrase and pick it up right away.”

"Flameaco is & very evolved arl form, a classical ethnic form.
When I went to Spain I had already growa up with the music. I'd
take one class every so often. Then I'd work on chorecgraphy. I
wanted to find my owan style. When you see other girls walking
away with the same choreograpily, you realize you need o work
on it for yourself, to develop your own art. I felt the rhythms, and
didn’t have to learn from the outside in”

Her biggest influence, she says, is her guitarist husband. * He
encouraged me to lock for my own way. [ realized I could put to
use all the years I spent as a child listening to Indian mausic, the
music they brought to Spain, that was ipfluenced by the character

-of the Andalusian peaple, by the Moors, by Jewish secular music.

The gypsies arc the originators of famenco. The dancers and
singers are tremendnusly riyythmic.”

Explaiming the name of her comparny, Yaelisa said, " When you
make red wine in Spain, the drop that is the essence, the thing
that starts the wine is solera.”

AFPRIL 1992



JALEO - VOL 14

Review, March 26, 1992
The New York Times

FUSING SPANISH AND LATIN AMERICAN STYLES
By Jackie Anderson

The Carlota Santana Spanish Dance Company, which opened a
week’s eogagement at the Joyce Theater nn Tuesday night, is
interested not only in dance in Spain, but aiso in the way the
Spain’s dance traditions have spread throughout the Americas.

The group devoted the entire first half of its program to "El
Encuentrn de Dos Mundos” ("The Encounter nf Twn Worids"), a
trilogy that attempted to show the fusion of Spanish and Latin
American styles.

"Ecos de Plata,” choreographed by La Meira, was the most
powerful of the three pieces. This dvet for Miss Santana and
Gabriet Heredia, a guest artist with the group, blended Spanish
dancing with steps recalling those of the Argentine tango, The
choreography also had some nf the austerity of early American
madern dance, There was a sense of suppressed erotic violence in
every gesture by Miss Santana and Mr. Heredia, and they
appeared to be tocked in a batile that neither would every totally
win. Nevertheless, when Miss Santana stole Mr. Heredia's hat, she
suggested that she had robbed him of a symbol of power.

"Aires del Caribe," choreographed by Mannlo Rivera, who also
performed as a guest dancer, attempted to be a comie sketch
aboutl a Caribbean cafe. Much of the choreography was oddly
subdued. In cnntrast, when Mr. Rivera made an effort 1o be jaunty
in the role nf a country humpkin his antics tooked foreed. But
Miss Santana made a pood impressinn as an amusingly icy
chaperone, and Mr. Heredia was convincing as a dapper fellow
who toak obvious pride in being a man about town.

La Conja’s "Brisas Andinas" paid tribute to the folk traditions of
the Andes. It was a festive piece, although one wished the
production had been given a setting that would have made it
appear unmistakably Andean.

Spain inspired Lhe works nn the second haif of the program.
Watching Miss Santana’s brooding solo "Quehrantos” was like
taking a peep into the deepest recesses of somenne’s mind and
heart. Miss Santana was surely contending with invisible private
demons. But when she raised an arm in defiance, it was clear that
solitude had not driven the wnman she portrayed into lotal
despair.

The evening concluded with "Tablao Flamenco," a suite that
included solos by La Meira, Aurora Reyes, La Conja, Mr. Heredia
and Mr. Rivera. Unfortunately, the stage was so heavily amplified
that the sounds of the musicians and the dancers’ foarwork,
instead of being rhythmically crisp and clear as the ought to be in
flamenca, metted rogether in a blur,

Basillo Georges headed a musical ensemble that included Thomas
Chapin, Rex Benincasa and Suzanne Bass. There were also two
fine guest musicians: Pedro Cortes Ir., a puitanst, and singer
Antonio Serrano.

Review, April 23, 1992
The New York Times

Flameno as a Part of Everyday Life
By Jennifer Dunning

“Gypsy Passion," which opened on Tuesday at Town Hail (123
West 43rd Street) for a two-week run, lives up to its name with
fiery dancing and music. But what makes the two-hour show even
more enjoyahlie is its great charm. There is hard-dniving foot-work,
deep-roated singing and guitar music, hut be forewarned. "Gypsy
Passion” is a show to lose one’s heart 1o, full of sunny warmith, a
sense nf family generations and a rare glimpse of flamenco not
only as spectacular theater hut as a part of everyday life.

The evening gets nff (n a slow start. But Tomas Rodriguez-
Pantoja, a former diplomat and writer and directnr of theater
about gypsy life and art, has put together a seamless series of
scenes in which dance and music huhhie and explode but of a
night round a forest campfire and days in village streets, the
marketplace and a little nutdoor cafe. All are suggested by mieans
of evocative projections and a few simple props. In the hightight
of the evening, a man works away at a smail foundry, his hammer
quietly beating out a rhythm that draws two young lovers into a
nuanced dance of exquisitcly modulated emntions and sexwal
energy.

Aficionados of flamenco, and there seemed in be many in
Tuesday’s cheering audience, will savor the forms that emerge and
melt hack into the whole. This performing company of gypsies
from Andatusia in southern Spain, the home of flamenco, weaves
joyous rhunds nf the bulerias and more sultry alegrias inio a
narrative dance suite, along with the tango, seguirilas and nther
dance and music rhythms, including the aiborea, music used for

gypsy weddings.

The sweetfaced Sara Baras, the troupe's young beauty, and the
handsome Antnnio el Pipa are the betrnthed chuple. They suggest
not only the passion hut also the stages of deep love in the
widening and narrowing distances of their dance as well as in the
responsive call and answer of their feet and the way they dance as
one, riding on a growing tide of articulated footwnrk.

It is nfren hard to look away from these performers’ striking faces.
Juana la del Pipa, the company’s imposing female singer, brims
with sly pride and even slyer humor. The earthy beauty of Conch
Vargas, partnered by a sleek young lion named Juan Antonin
Ogalla, registers stunned pain and then cracks npen with a smile
as powerful as the sun with as little transition as she needs to go
from strong tn soft dancing. The faees of the three lead musicians
— Manuel Morao, the show's director; Manuel Moneg, and Paco
el Ciavero -- are as eloquently battered as tbeir felt hats,

The singing guitarists, who also included Luis Moneo, Antonio
Moreno and Antonio Malena, slip aimost diffidently in and out nf
their music, coming quietly into their own as they perform. But
there is not a diffident moment in the daneing of the company’s
four adorable littie girls, ages 9 to 12 and tigers all. In addition to
stealing the show with superb nonchalance, they offer a fascinating
loak at the mimicry of gifted young chifdren and the way, in the
oldest of the four, it grows gradually into dance skills. The cbildren
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were Manuela Nunez, Mercedes Ruiz, Parricia Valdes and
Estefania Aranda.

"Gypsy Passion” is presented by the National Theater of the
Performing Arts and the government of Andatusia,

MANUEL MORENO "El Morao" { Artistic and Music Director of
"Gypsy Passion") was born in the Santiago neighborhood of Jerez
into a traditional gypsy family. He started to exhibit exceptional
artistic creativity at the age of 16 as a member of the most
renowned flamenco company of the time, Manolo Caracol. At the
age of 22, he joined the world famous company of the tegendary
dancer Pilar Lopez. El Morao has also performed with other
famous artists, including Juan Talega, Fernando Terremoto and
Antonio Mairena. Later in his career he joined the Ballet Espano!
of Antonio as leading guitarist, touring throughout the world.
Patriarch of the Moraos dynasty, Mr. Moreno has created a
famous guitar playing schoot teaching his own unique style of
Flamenco guitar. His didactic activities as well as his promotion of
new talents have given him special recognition in the ant of
Flamenco. He has recorded numerous albums and has reeeived
many outstanding awards in his long career. Acclaimed as one of
the best Flamence guitarists in the world today, Mr. Moreno is
both the artistic director, as well as the star of "Gypsy Passion.”

FLAMENCO
A book review by Paco Sevilla

(Hamenco, by Barbara Thicl-Kramer; Seven Hitls Book
Distributors, 49 Central Avenue, Cincinnati, OH 54202, Originally
published in Sweden, 1990, $29.95)

Flamenco is 2 general overview of flamencn, in the same general
format as Pohren's The An of Famenco, Juan Serrang’s
Flamenco, Body and Sout, and Flamenco, edited by Claus
Schreiner. This new work by Barbara Thiel-Kramer is a very
satisfactory introduction to flameneo, perhaps the best of any of
the abowve for the general public, although it laeks the personality
of Donn Pohren’s writing. It is very well transiated from the
original Swedish (unlike Serranc’s disastrous book). The history is
particularly strong, bringing together much of what has been
discovered or hypothesized about flamenco’s pre-history (before
1830) in a straight-forward and east to digest manner, Ms. Thiel-
Kramer includes quoted segments from the literature 1o describe
the evolution of flamenco, leaning quite heavily throughout the
book on the works of Fernando de Triana and Felix Grande.
There are the cbligatory chapters on the danee, eante, and guitar,
the different forms, and some of the major personalities -- all
handled quite accurately. One has to wonder, though, about the
value of a list of historical figures with birth and death dates and
a few fragments of information: Does that interest the Jayman in
any way, or mean anything to him? And is there encugh substance
to be of any value to the afieionado?

The only criticisms 1 have are in the use of a very hard-to-read
italics and the inclusion of the final two chapters dealing with the
Feria de Sevilla and the Romeria del Rocio. There is nothing of
flamenco in these chapters, whieh seem to be just an excuse lo
include some of the author's personal experiences. These events
have become so big that mueh of what is described here has been

lost, and the photos of the Feria appear to be from postcards of
the pre-1970 era {when there were trees). Speaking of photos,
there are a number of fine ones in the book, although many have
been widely published previously.

In conclusion, this is an accurate and well-presented overview of
flamenco and is highly recommended as an introductory work.

FLAMENCO, BODY AND SQUL
(An Aficionado’s Introduction)

Authors: Juan Serrapo and Jose Elgorriaga
Publisher: The Press at California State University, Fresno
Fresno, CA 93740
ISBN & Price: Clmh ISBN 0-912201-20-7 §20.95
Paper ISBN 0-912202-21-5 516,95
Publication Description: 183 pp., 5.5 x 8.5"; 40 ittus., casseite tape

For years there has been precious little puhlished about
FLAMENCO in the English language, outside the "tomes" of Don
Pohren. Then in the last two years a pair of really wonderful
additions have been produced, almost simuoitaneously, The one
above stands out as unique because one of its authors is a
performer deserving of respeet and appreciation for sharing
personal aspects of his career and his knowledge of the complex
art of Flamenco from a viewpoint that has not been published in
our language. (One doesn’t have o be fluent in Spanish to
appreciate flamenco, but it helps.) .

Another nice part of this publication is that the authors and
puhlishers have shown their respeet to readers (buyers) of the fact
that you don't just READ to learn about flamenco -- it is an art
for the ears mainiy. All the pages in the world could not describe
the "signature™ of a sofeares, or compas or a rasqueado. If you
even "like” flamenco, you will "LOVE TT™ after this volume. Sr.
Serrano has filled in so many of the "blanks" that {eave aficionados
neéw and old wondering so many times.

Juan begins the book with a short and very imteresting biography.
Then a section on Flamence History of the “source” of the term,
and the deep song of a tortured nomad people, wandering to find
a way of life that will provide an ever elusive freedom from want
and ridicuie, as a people. The rise of the art form from homes and
the "eaves” to the Cafes Cantante.

Then the authors treat us to the "lineage” of the form. First the
cante and camtaor and its various forms {all coming from the root
of the sofeares). Next, the summing up of flamenco in Spanish
literature, and the dancer, and finally the guitarist.

In each seetion covering the performing aspects of the art, (he
authers have made a universal ehoice of "performers who have
made a difference” in each of the categories. Theyve even
included a brief biographical sketch that helps a reader appreciate
€ven more those major contributors to the art form. They have
even given credence to the fact that even though flamenco has
roots, it is changing as aoy living thing will. It is an art form that
almost demaods some appreeiation of its history.

This book and cassette are better than well done. They are
simply excellent. it was prepared with jove and respeet. The Press
at C8U, Fresno is to be complimented for it's contribution to the
literature of flamenco. The price they are chargiog represents a
value of real sigoificance to those of us interested in huilding cut
knowledge of the art and its piace in history.

-- Contributed by Homero Cates
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"JUERGA SEVILLANA"

Felix del Valle, 1940

Translated by Eric Patterson

In crystal thimbles, the living golden water of the vine. Hands that
are dedicated to “palmas,’ making rhythms with a chatter of quick,
nervous, maddening claps. There is a sort nf rapture in the
atmosphere. lam enveloped, enclosed compietely in this flamenco
circle. T am a fluid within the fluid. And [ know no way to make
it concrete or lo escape it. I[F I think of some form of liberatinn, it
disappears at nnce, It is intoxication -- not only fram wine but also
from wiichery. It is the total nullification of the personality which
has been built up through social norms: it is to be laid hare,
without additions or artifices. Something foreign and confusing fits
and conforms me to this powerful zigzagging of sensuality, which
comes from the cloudy glance of the "cantacr” to the foat of the
dancer -- a hammer of satin which underlines the rage, accenting
the desperation and imitating the (wisting of a single wing in the
violent falt of a wounded bird.

When the "juerga” arrives at its culmination, it becomes full of its
own characier: hizarre flourishes, anxieties, vchemencies,

sweetness, fatigue, and inexplicabile rivalries,
ax * ax

A pguilar in the hands of a dark man - hard, dry metatlic.
Tnstrument of his existence, foved like a bride, [ull of secrets
untranslatable to foreigners, sensible to the touch, rich to the ear,
sensual (0 & view obsessed with the sound hole -- a navel in the
middie of the truncated hips of this miniature woman that is the
flamenco guitar. It seis free memories, deepens martyrdoms,
mystifies or eliminates concerns of virtue, and stimulates, procures
OT erases unworthy propositicns. It sickens the enld, it inflames
and vibrates fike a woman in bed, in the hands of a guitarist --
more than her love, he is her exploiter who punishes her when
necessary. He pampers her, he caresses her, he hears her, putting
his ear lightly to the neck to [eel its secrets and enjoy it himself
before ik emiks its sounds for the others.. Stil the dark man,
knowing in advance the expectation, makes the sensitive box
shiver, crying on one siring, whisiling on another, moaning on a
third, roaring on a fourth untii all are poised for a hot attack of
five fingers that expand and then regather for a hot attack of five
fingers that expand and then regather in wrn while the fingers of
the other hand come and go over the neck, siowly caressing it --

smoothing and softening harmonies.
* * *

The "flamenca,” when she dances, is a radiant fighting cock. She
has beautiful eyes, large and fuli of light. The "flamenca” is
‘tonstructed’ (it is best 1o say "constructed’) for the dance, like a
peasant. For her, the linking nf the sounds of the guitar proves io
be a chord which huris her to the center nf the gathering.

"When 1 bear this music," she says, "my hair slands up on end.”

Enpergetic, violent, frenetic, she makes and erases on an imaginary
chalkboard the most compiicated maps of harmony that the
human body is capable of shaping. She forges an encycinpedia of
arabesques, a multiplication of armaments with which she

bombards the air with overflowing joy, constructed form the most
powerful of erotic machine-guns. And her movements are
suddenly so full that they do not encounter space, and so sober
that they do not need it. She shakes the earth, opening furrows
with her feet in order 10 seed them with quick graces. She fills the
almosphere with insistent flourishes of her arms, indicating the
dominion of confusion and of vertigo, like a unigue remedy for the

ousting of alf unrest, all fever, all nostalgia....
* * *

El Nino de la Chata -- favorite singer — is tipsy. He searches for
the tone, isolating himself from the gathering. The world has no
importance. The world, ali the world, i5 now nnly him with is
voice, his guitar, and the glorious sorrow of his "coplfa." El Nino de
la Chata withdraws himse!f, separates himself proudly from the
space which we occupy..he clears his voice, coughing several
times, makes two jug handles of his arms, stretches his peck and
lifts his face to the highest point of the sky: he begins repeated
and natty adjustments of his posture, righting himself, polishing his
position lik¢ a girl before a distant mirror.... Finally, the guitar, the
tone and the posture are his! And he is able to give himself over
io the rest!

Tipsy, el Nino de la Chata sings. And how he sings! An unknown
force seizes me and slowly injects shivers of 4 new emotioo in the
flesh and in the soul. Also I am possessed, cut off from contact
with time and space, not through the verse only, not through the
words, but through the emotive gymnastics of the voice -- a
mixture of tament and sob, dark and lempestuous expression of
eternal anguish. In effeet, the "cantaor” laments like a man, cries
like a child, stammers like an elder; he swells from a powerful
flow produced at the cost of corporaf pain, from the integral threb
of his energy, from the vibration of his nerves, from which he
mystericusly signifies sunset and dawn in the sweet and savage
human being.

I encounter in the roots of my being, in the deepest and darkest
of my being, an irrepressible desire to cry for nothing and for
everyihing, like a new child, like a man who dies riddled through
with universal pain, like an elder unahle to go on living who tooks

for a non-existent, merciful refuge under the earth.
L] - -

And suddeniy, when no one expects it -- wine "jalec,” "ole,” and
"palmas" -- the "flamenca" plants herself with a leap in the center
of the gathering. It is as if she could no mare resist. The "coplas”
have entered the body through the pores, they take hold in the
heart, and together with the wine they scald the blood. She has 1o
dance to rid herself of so much combustion, (© extinguish God
knows what strange fires that consume her. And she dances
furiously, dominated by intense desperations and unknown
iongings. A fever in the eyes -- she sees everyone and no one.
Fever in the cheeks and in the bare arms, golden like the sun’s
fire. A fever in the hips that, from the time she drives her leet,
like the bullfighters’ in the arena, are not able to move themselves
beyond scarcely a nipple, creating circles or turning lines at once
signifying the female, a single unmoving accent, a stone thrown
into a pond to generate a vast series of referenees.
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This womao is a tempest of postures, of passes, of gestures, of
dizzying, fascinating questions and aoswers. There are, without
douht, the superb coordination, the chaotic and fantastic harmony
with nature.... She offers herself -- to whom? -- and repents -- for
whal? She gives herself totally and takes herself away. She lulls
herself to sleep, flatters and dreams, and as quickly detests and
castigates her own drearn. She hardly moves for a moment in
order to sustain the rhythm. It seems, when she moves so, that the
earth receives the softly repels her passes, as il is said occurs with
the birds. She is mad with beauty. Suddenly, withou: cause, she
nearly stops -- ah! — but she has not stopped rmoving, it is thal she
has lines herself with her arms uprighl, tense, an ascending flame,
pretending with the sonorous, lickling movements of her fingertips
1 catch or pive motion to the stars that also are shining and
dancing on high. And she twists and unwinds herself and tortures
herself within 1he happy or tormented rhythm, anxious to fuse it.
And the music, now trembling, now firm, now strong, devours her
and frees her, spoils her and flatters her, expanding and
contracting, in order to capture in its nets, such an efastic jewel of
flesh.

Does this dance express something confused and beterogenous of
instincts and ideals? Are mechanical movements capable of
translating simple joy and simple pain? Mo, no; there is a vital
intuition -- the mystery that comes and goes from the Origin of
Time to Eternity, comparabie to the deepest idea in this symbaolic
whiriwind of movements.

The "flamenco continues dancing still .. tomorrow is at hand --
untii exhaostion, ontil the spasm, an immense flower that
perfumed the wind while casting all its petals.

[ * *

The morning is fiercely while with the transparency of mother-of-
pearl. The sun, enormous, pierces strongly. 1 feel -- wine, "jaleo,”
"oles," "paimas” -- a mixed world, diving and diabolic, that fought
in my mind and confused me. The tourists, Kodaks on their
shoulders, seem t0 me to speak an absurd language. The will
never know of the enchanting penfundity of Sevilla, I think.
Because I have lived its deepest secrets, the deepest secrets of life,
in a trip through the mystie barrio of Santa Cruz, all the soul, and
in the "juerga,” all the instinct. I had experienced in a few hours,
intensely, from pole to pnle, the extension of the limited world
thal we are, leaving aside the other boastful world thal tries to
make us forget thar of which Sevilla, with its recondite secrets has
reminded us: that we are nothing more than a piece of flesh
vibrating with a smal} hit of soul that dreams.

- " »

( from JUERGA EN SEVIELA, Buenos Aires, 1941)
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SUR EXPRESS (March 1988)

Translated by Eric Patterson

Debate Maclrid 1988

Participants:

JTUAN VERDU. Director of a radic program called "Madrid
Flamence." Organizer of the first "Cumbre Flamenco” and
flamenco advisor for the company "Grabaciones Accidentales” for
wbom he has edited recordings by Vicente Soto. Gerardo Nunez
and Carmen Linares,

JOSE MANUEL GAMBOA. Guitarst of the Luis Maravilla
School. He has worked on varicus radic shows dealing with
flamence. Today he is associate director of Lthe program "Madrid
Flamenco.”

EMILIO DE DIEGQ. Guitarist and composer of flamenco music
for movies and theater works such as "El Amor Brujo” of Rovira
Beleta. "Bodas de Sangre” of Saura, etc. For many years, guitarist
for Antonic Gades.

JOSE LUIS DE CARLOS. Musical producer of Los Chorbos. Las
Grecas, Manzanita and Diego Carrasco, smong many others.

EUGENIO COBOS. Ramenco scholar, flamenco critic of the
daily newspaper " Ya," author of The Passion and Death of Gabriel
Macande and other books, today writing a hiograpby of Pepe
Marchena.

MARIO FACHECO. Photegrapher and director of the recording
label "Nuevos Medios,” producer for Pepe Habichuela, Martiric,
Rafaei, Pata Negra and Rafael Rigueni.

DIEGO MANRIQUE. Writer and music critic, eurrently director
of programming for teievision FM-2.

ENRIQUE MORENTE. Flamenco singer.

SANTIAGO AUSERON. Singer<omposer and leader of the
group Radic Futura. Writer,

QUICO RIVAS. Writer and art-critic, moderator of the debate.
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QUICO RIVAS. How do you see the situation today in flamenen
and what de you see for its future?

ENRIQUE MORENTE: 1 see it as better than gver. There is a
very great "aficion™ both within Spain and abroad. I did not think
we would ever see so many flamence addiets.

QUICO RIVAS: For exampie, I saw you the other day hidden in
a little corner of San Juan Evangelista with the guys from Pala
Negra. This is not cxactly flamenco. What do you think is
happening with the younger generation?

ENRIQUE MORENTE: They are flamencos, ¢h?, and their
rhythms have a flamenco basis. They may play a "pasodoble™ but

itis not the pasodebie of Juanita Reina; the "swing" that they give
it is flamenco.

The situation today is better than ever, but stili there are
tremendous probiems, I suppose like in any era. The situation is
not all reses, either; there are many imperiant people in the world
of music whe are ashamed of flamenco. This is an art of
professionals and it should not have to be done in ghetos. This is
s0. The same as rock or any other music, no more or less. What
do you prefer? (1o Quico) I know. It is for this that you are out

every night....

QUICO RIVAS: The ball is passed to Diege. The other day you
told me on the phene "I don’t know what it is, but I like it." If you
don't understand it, no one does.

DIEGO MANRIQUE: The question concerns those of us in the
midst of things, above all those who work in Madrid, for we will
always have, I recognize this at least, an enormous difficulty; we
will [eel a certain shock each time a product of this ype arrives,
For example, I heard the record of Pata Negra and I did not
understand where they were coming from, I didn’t understand why
they had come to record "How High is the Moon.” 1 didnt
understand where they got these words.... I sce that there are
some flashes of genius, but I lack the means to distinguish them
from the forms you know from rock, because they are taking
themes from the seventies.... Nevertheless, Pata Negra, which is a
very ecceptric group, has released a record on which there is
reggae, therc is a lot of jazz, there are trapical aires, there is
practically everything. This ease with which they pass from one
thing 10 another can overwhelm thnse people who are not close
10 the thing. When this arrives abroad, which it seems te me is
one object of the music, will it be understocod or will it be seen as
a kind of unintelligible madness? What are these gypsies doing
playing a jazz theme?

MARIO PACHECC: 1t is not the style that is understood by the
public cutside of Spain, but the level of musical quality. Their
upderstanding will not be based on whether it is Ramenco or
exotic, but rather on whether it is well done and well recorded. If,
now, Spanish rock is pot understood, it is because it is badly done,
but they will like something tbat is well interpreted.

QUICO RIVAS. There could still be good material and
incredible artists but a lack of supportive producers. 1 remember
what happened between Phil Speetor and the Blacks.

SANTIAGO AUSERON: With the Blacks it has always been the
same, their energies have been taken te serve whatever is current
with the Whites.

MARIO PACHECO: Yes, but Tina Turner has regained twenty
times the energies of Phil Spector....

SANTIAGO AUSERON: Yes, becoming wbite like Michael
Jackson. They are made to jump through hoops.

JOSE LUILS DE CARLOS: 1 think we will have to clarify some
concepls in order to understand them. I consider, for example,
that flamenco is folklore, a very closed folklore, and because of
this it is very weill preserved. The exceptions to flamenco being a
closed and pure folkiore are manifestations like the cafe-cantante
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era, the Spanish "cancion” of the 40s and 50s and this most reeent
trend beginning in the 19708 in which gypsies are showing a new
way 1o interpret this folklore. T have always much enjoyed
flamenco as an art, as a world, and as a cultural tradition, in the
same way that [ enjoy alt popular musics of the world. More,
though, flamenea is nf my country and language. And the facet of
flamenco I have worked most on has been the contrihution of the
gypsies. The gypsies are a race gified for music and they have
contrihuted 4 vital dimension to flamenen, as much in the rhythm
as in the expressing of it. Today, as with any people living in 1988
ina country in which there is communication, they are listening to
rock, to reggae, to soul, €1€., and the young are neot only doing
flamenco, hut are being influenced by the sounds of the times in
which they live,

FEUGENIO COB(QS: 1 disagree with what you have said. When
we speak of Pata Negra, for example, we are not saying that they
play flamenco, hut that they ARE flamenca.

In the 1950s Mannlo Caracol sang “pasodohles. This doesnt
bother me. For me, it was as flamenco as when the sang Solea,
and the same could be said of Pepe Pinto, Marchena, etc. In our
own day, it does not bother me that Mario Maya sings "Adagio
flamenco” or that Enrique Morente sings "Si lo encontrara la
estrella que mi guiara." They are flamences. 1t is the singer that
gives personality to the style, the purists can say what they like.

SANTIAGO AUSERON. 1 think it will be essential here to
determine what is held in common between the flameneos wha,
for the moment, adopt finm other styles and the musicians of
those cther styles who supply these influences, I think that what
we lack here and now is a definition nf a fixed or rooted music.
Such a definition would allow us to express ideas. It is this whieh
is lacking in rock. Isn’t Miles Davis, for example, authentic? Isn
Miles Davis flamenca to the flamencos? (Here there was a general
disturbance at the table, with agreements and disagreements.) I
am speaking of flamenco within quotaticn marks, as one could
speak of "feelings.” How does a gypsy make music? In a very
different way from a non-gypsy. The "payo” is dispossessed of his
country, he is lost, he is sedentary hut without roots, even though
he believes otherwise, while the gypsy is a nomad who knows how
to live anywhere.... I need music in order ta live, not just (o make
a living, but to live cmotionally. The gypsy has an inborn
knowledge of the rhythms, of "compas." The music of the "payos,”
of the "pale-faces,” is a music of peses and slogans....

ENRIQUE MORENTE: ! enjoy what you are saying, but I think
too much has been made of comparing flamenca with hiues and
jazz. I think that even though they have histories which resemble
eagh other, each form has travelled a different road. I like tn say
that flameneo and folkiore are in step, Folklore is something that
my mother sang, for exampie -- beaurtiful things that were sung on
Christmas night and that I teach my daughter. But if you are
speaking of flamenco, it is an art of pecple dedicated to study.
The marvelous importance of the Spanish gypsies, of whom we are
extremely proud, cannot make us lose sight of the fact that the
history of flameneo presents us with a series of aothentic
"monsters” that were nnt gypstes.... This is the last 1ime in this
conversation about flamenco that I am going ta speak of gypsies
and "payos," because it seems like a lack of sense.

EMILIG DE DIEGQ: 1 agree 1otally with what Earique says,

because even though in this music the gypsies have found a
perfect mode of expressing themselves, we are entering intn
ancther topic althcugh an interesting one) of gypsy flamenco and
"payc" flamenca....

SANTIAGO AUSERON: Obvicusly I am saying that there are
whites equa!l to hlacks and blacks equal to whites,

EMILIC DE DIEG(: There are gypsy singers so incompetent it
would nct be warth it ta buy guitar strings and, on the other hand,
"payc" monsters like Enrique, whe is not onty a pradigious singer
hut also a creator, 4 man <apabie of inventing this magic, this
miracle that makes the worid’s greatest musicians accept the art.
De Faila, for exampie, made himself universal when he made
flamenco music, when he made guitarist music, even though this
cauid seem to be difficult. Today we can understand the influences
at work; they are in the climate, in the atmosphere, in what we
hear. Those of us wha have dedicated ourselves to flamenco are
heirs ta this richness that he has made symphonic, but we mustn’t
lose sight of the fact that the theme of "Noches en {os Jardines de
Espana® is a "copla” of a Malaguena which is best known as a solo
done by Pompoff and Teddy in the Price Amphitheater with a
saxophone, He knew that this copla was strong enough to be
heard in Russia and he because Manuel de Falia. Otherwise he
would have been a mediocre Debussy because he studied in Paris,
Today, pegple focus on this point and Iock for the music of the
"pueble StiHL it is the music of the land that survives afier all
these centuries, there are those who capture it....

MARIO PACHECO: This is an impartant thing here: using terms
like "gypsy," "marginal groups,” BtC., is economically tll-advised. As
soon as a radio or televisioo executive hears it he is reluctant to
use the people so described. Why? Because they don’t want
gypsies on the television. (Commotion) There is a parallel with
jazz: Lester Bowie has said: "They don’t want jazz because jazz is
the music of the ill-repute.” Flamenco doesn’t have a very good
name....

JOSE LUIS DE CARLOS Do you know why it lacks a good
name? Beeause nobody has treated it as a music, and it is this that
we have to get across to people. Flamence is a music of this land,
nf Andalucia, and we are gning to stop talking of gypsies, of
"payos,” of rich and poor. Each one has his own €cho in the music
and this is what we should emphasize.

MARICG PACHECO: Here is the danger that we give the theme
an anthropalogical or sociological focus. What we are talking
about is the creative artist. In spite of tradition, in spite of the
oppression of the gypsies, in spite of folkiore, lamenco would naot
have survived the centuries without pecple like Ramon Maontoya,
Manue! Torre.... We must look at the work of a concrete artist.
What is interesting about flamenco is that it has become
professionatized, and it is this that we are discussing. A curious
feature of flamencn is how modern it is, 2 music of the 20th
century, and how professionalized. Because of this it has
progressed and is today what if is.

JOSE LUIS DE CARLOS: 1 would like to point out something
about the flamenco-payo controversy. Flamenco is a musical
tradition and we are considering it as such. Social entities manifest
flamenco in a different way than individeals do. There exists a
race which makes of flamence its own thing. On the other hand,
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there is the muysic apart. Manuel de Falia is nat flamenco but be
is tied tn the flamenco tradition.

ENRIQUE MORENTE: For me, the music is the interesting
thing, and T think tbat we bave all come here t0 taltk about music
and nnt race problems...and you know thal I like the gypsy race...

QUICO RIVAS: Marin hrought up an idea that [ find very
interesting. He spoke of the professionalization of flamenco. Do
you all feel that it has been commerciatized well, and well
developed? Dn you think that the possibilities inberent in its
energy have been utitized or is this sometbing far the future?

DIEGO MANRIQUE: When | spoke eartier about how strange
I felt was the case of Pata Negra, it was because I could see,
easily, how they were beginning tc connect with the gypsies of
centrat Europe, like Dijango Reinbardt, for example, who plays
iazz with a special color. What I want to took at is the question of
mixing, the questinn af the "bastard” part of the matter. Annther
thing that intrigues me, and thal I await, is the emergence of a
"Prince" in flamenco arl.

Prnce is the first black artist to have put together a large
company and ta have the power to produce his own ventures.
Something that has always caught my attention about the rumba
is that the majority of the musicians wha de it are aot thinking in
lerms of the sound, they are thinking in terms of the songs, and
they sing what an arranger nr producer has made for them. The
results are spiendid in many cases, and I dont have a complaint.
But what I'm waiting for is the emergence of an artist, whether
E¥pSy or not, wha has a complele vision nf what product he wants
to create, an artist who thinks nct only in terms of his tradition,
but of how things work in the market-place.

ENRIQUE MORENTE: Ynu are speaking nf one person who
does it ali, no? Sells the tickels, opens the door of the theater,
puts make-up on the artists...? (Laughter)

JUAN VERDU: Serinusly, now. Ynu were speaking of initiative
on the part of the artist. [ have never seen more than Las Grecas
have. From the moment 1 saw them, [ imagine them with a fusion
of eariier musie — wel, okay, this seems tc me Ic be a small
problem and in any case, for this you bave the producer, to help
in the sketching out of things, to connect things and enable things
to be done in the manner which he thinks is best. I think it is a
questicn of time, We are beginning, little by little, to reach this
point. The hiacks have been there for a long time, already. This
has led to the origin of rock music....

QUICO RIVAS: Mario, you have recently had the experience of
spending a manth in Londen with a gypsy group. Tell us about it.

MARIO PACHEC(Q. Look, on the one hand you benefit from
the curiosity there is there for other eultures, for other musical
forms...hut I'll tell you thal flamenco doesn’t fit in there. I think
that nne of the diffieulties is that flamenco can’t be mixed with
anything else. There are several reasons for this: flamenco is very
cvalved in the lyrc aspeet; lamenco is very "closed".... There is
another difficulty and that is that it simply sounds "Spanish." They
dan’t iike the sound nf holidays, of Manoln Escobar...or it couid
be thal il is just nol 50 easy o go everywhere.

SANTIAGO AUSERCON: This is exactly why T toid you I Felt
terrihly hurt, not in a racial manoer, but as a person. I earlier used
a reference to race in arder tn hring up a problem that later you
raised. Tn me, what is important is "duende” -~ a spatial, local
magic.... | raised this question with the magic that was in some
folklores, that is always in a smal! way in rock’n'roll and that is in
flamenco in a very special manner. [ think that in order to go
forward, it is absolutely necessary tn hring in the pnint-of-view of
the public, of the customers of music; this point at which the
puhlic has access to the same levet of magic of "duende," of
sensatinns, of physical enrichment, to fee! itself capahie of
connecting with the coltective beauty that is transmitted through
the actions of an artist.

EUGENIO COBOS: [would like to return to the questinon of the
evolution of flamenco, where it’s gaing. If I could say which is the
way that flamenco advances, I wouid say it is the way of Ennique
(Morenlte) and Carmen Linares. Later, cther additions have been
made, for example jazz. In principle, I view these additinns in a
positive way, but [ think that more time is needed, a larger
perspeetive, in order to evaluate what is happening now.

JUAN VERDU. There is something that may be nutside nf our
present scope which seems to me a very important question. The
trealment that has been given and is given to flamenco is horrible,
and I'm not referring to the treatment nf the artists but rather lo
that given to producers and record companies. The situalion
today, in flamenco, is total confusion thanks (o the way it has been
treated by everyene, from the Ministry of Cuiture down 1o the
least record company. Flamence has always been used, first by the
dictatorship, now by the others....

SANTIAGO AUSERON:
carncature.

It has been employed as a cultural

JUAN VERDU. 95 nut of 100 flamenco productinns are harrible
and the "aficionados” and the artists, themselves, are paying for
this. The success nf flamenco, today, is the success of its looks, (he
critics of flamencn performances are actually happening on stage,
One wants to say: "Mister critic of flamenco, listen to what is going
cn around you." (General agreement) Why did "Flamencn Puro”
triumph in New York? Because nf its Io0k. They were ail gypsy
artists. Where does this leave the music?

SANTIAGO AUSERON: There is one thing very elear: in 99 cut
of 100 cases nobody talks abou: the musie, only the appearance,
because it is this which can be manipulated.

MARJO PACHEC(: Tht only path that tbere is is that of
culture, because that is the most evident lack. Ynu were speaking
of jazz..well, in ali of North America there is not nne illiterate
biack, and here there are thousands of illiterate gypsies. We are
speaking af Lester Bowie and he is the result of three generations
of musical studies.... (General outery)

DIEGO MANRIQUE: Jazz has remained for the educated;
excuse me for saying so, hul the illiterate hlacks have nther music.

MARIO PACHECGO: 1 don’t agree. However ane looks at i,
what is clear is that here there is a great deficiency of culture, We
were speaking nf the future of flamenco. Flamenco evidently is
eutture and musical knowledge. Whal cannot be olerated is that
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the next generation of flamenco musicians does not have musical
studies; this is really a mistake. Even Paco de Lucia has lacks in
this regard. The proof of this is that he has set himself on the road
to jazz and has nothing to do because he is not an improviser. It
is clear that if what you want is to raise illiterates, for their
"feeling," we should create an indian reservation and put everyone
on it. (Great outcry)

EMILIO DE DIEGO: Returning a bit to the theme of gypsyism,
there is a gypsy who has sold more records than anyone else in
history -- it is discouraging to say this: a guy who is called Manitas
de Plata. It is better to hear an airplane going overhead than to
hear him play. (Laughter) Not only is this gypsyism, but the
exploitation of gypsyism. He rides around in a cart and his playing
is worth less than what a crocodile has eaten. (Laughter) Here we
have a very clear case of the power of image. On the other hand
we can talk about Antonio Gades, who without being a "bailaor” -
- because he is a "bailaran” -- masters flamenco through his great
discipline. Gades first became known due to the movie "Los
Tarantos" when he danced like a "bailaor." Regarding the theme
of what is flamenco and what is not, he says: "l don’t think it
makes something more flamenco just because the singer spits.”
(Laughter) Certainly, if he spits it should be in a spittoon. I say
this because there are some people sick with the obsession of
purity. Well, to be pure would be Lo spit right here on this table,
"ole!" (Laughter) I think that theatrical flamenco sometimes has
an interesting dimension, even if it is not pure flamenco. Does
Gades lack duende just becavse an andience applauds his strength
and enthusiasm? And what is this duende? I now carry a standard
that I wave around my head, exactly about this question, about
these people who are always imagining duende. There should be
a committee to investigate these people who suppose themselves
to have this duende.... They should catch a guy and hook him up
to a marvelous cybernetic machine to see where this duende is and
to capture it. (Laughter) So, after many sessions of this, the
duende never appears...and the "tio" on whom the experiment was
made leaves, with his black suit and white handkerchief, and goes
to the tavern on the corner where he meets a friend of his, and
says: "I have just been with some doctors who caused me a lot of
grief, filled me full of needies, and 1 don’t know why..." Then the
"tio" begins to sing in a corner, a "medio fandango," and he gets
drunk, tears his clothes and hits his head on the wall a few times.
This is duende.

QUICO RIVAS: Enrique, why don’t you talk to us a little about
duende...you who know it well?

SANTIAGO AUSERON: Or better, Quico, about the maximum
effect of the critical moment in music....

JUAN VERDU: What happens with duende is that it is
something you cannot grasp, it is something you cannot practice.

EMILIO DE DIEGO: That reminds me of an anecdote. I
remember that I was in Tokyo once and we were in a "tablag” of
some sort that had a guitarist and a singer, both Japanese. At one
point the singer turned and said to the guitarist: "Hala, Aurelio."
This was just mimicry. Anyway, with respect to duende, not even
he who has it controls ii; you cannot control it or it fades to
insignificance. Duende is something that is there in spite of one.
It is very subtle.

ENRIQUE MORENTE: Duende is in flamenco and bull fighting
because those are the two places where you have "ole."

JUAN VERDU: Duende is exactly that which cannot be spoken
of; it is that which has no name....

SPANISH - MANTONCILLAS - $24 & $26.
CASTANETS - wood student $20. PROFESSIONAL
GRANADILLO $46 & $56. Victor Galliano P.O.R.
Earrings, hats & mantons available. Send stamped self-
addressed envelope for price list and ordering details to
THE SEA, 305 N. Harbor Blvd,, San Pedro, CA 90731
or telephone 310/831-1694.

Mariano

GUTRARRA
W FLAMEW A

B TR ADICARAL
A voi. if

Volume I Volume II Volume I11
Sevillanas #1 Sevillanas #1 Tanquillo
Sevillanas #2 Sevillanas #2 Bahia de Manterey
Verdiales Malaguefia Cldsica Para Baile {Rumba Flamenca)
Fandanpos De Huelva Zapateado Tientos
a’\legn‘.as Colombianas Recuerdo a Madrid
Campanas de Granada Garrotin {Caracoles)
(Zambra) Fandangos de Almeria Seranas
Bulerias Fevitica Darisa Alma Flamenca
Canaveral Peteneras {SOit?a.resl
(Rumba Flamenca) Siguiriyas
Tango Andaluz Fiesta G_ilana
Mi Favorita b (Bulerias)
y

Mariano Cordoba

Home Study Courses with Cassettes
Instructions, Exercises, Musical Selections, Techniques
Written in Conventional Music Notations and Tablature

$25.00 each plus $2.00 shipping

Send Cashier’s Check or Money Ortder ta:
Mariano Cérdoba
647 E. Garland Terrace
Sunnyuvale, California 94086, U.5.A.
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Questions and Answers
Contributed by Paco Sevila

I receive so many interesting questions in the mail that I thought
I would share some of them with Jaleg's readers and invite you to
send questions of your won via the Jaleo address. [ am best at
technical and historical matters, hut I can prohahly find
information on most subjects except for current events in Spain.
Here are a few questions for starters:

Q: I know thar the rumba and the guajira come from Cuba and
that the milonga is said to be based on the milonga of Argenting,
but what is the background of the colombianas?

A: You are ohservaol in singling out the colomhiana as a mystery.
Carmen Amaya helped to popularize this cante outside of Spain
wheo she recorded it with Sahicas, but did she learn it in
Columhia? Apparently not. Here are two stories about the origin
of the colomhianas.

The guitarist Sahicas tells us that, before the Spanish Civil War,
ne used to hang out with Pepe Marchena, the most famous and
influgntial cantaor of the first half of this century. Marchena
created the opera flamenco period and reigned as its king from
the 1920's into the 195("s. He created the fandango grande from
the fandanguillo de Huelva and left his mark on ali of the cantes
libres (without compas) aod the Latin American influcnced cantes
"de ida ¥ vuelta.” Sahicas tells us that Marchena was obsesscd with
changing the cante, with creating new styles and new ways of
singing. Marchena "used to go from har to har hurmming music,
trying to develop new ideas and give them his own stamp." On one
occasion, Sahicas heard something new and asked, "What is that?”
Marchena thought for a moment and then replied, "They are
colombianas,” And that is what they remained.

The guitarist Rafael Nogales (known to many as the revered
maestro of San Francisco guitar teacher Mariano Cordoba) adds
further clarification. Nogales be gan to play for Marchena in 1932,
He says that just before that, in 1931, Marchena created the
colombianas from a Basque song called "El pajaro carpimerg" (the
woodpecker). The original even included the ending commonly
heard today: "Oye mi voz, oye mi voz, Colomhiana...."

When Marchena recorded this song it was a huge hit and the
colombiana was boro. He used te sing it in harmony (on records
and on stage) with the cantaor El Nino de la Flor and the guitar
of Ramon Mootoya.

We oow know that Carmen Amaya would have learned this cante
before leaving Spain in the mid 1930's and she brought it with her
to the Americas.

Q: Who is Vicente Amigo?

A Most guitar aficionados koow that Vicente Amigo is perhaps
the hottest of the ultra.modern guitarists. His name has been
linked with that of another risiag star, the gypsy cantaor El Pele,
from Cordoba. Although he has not studied formal! music nor
learned to read music, Vicente has a sophisticated knowledge of
musi¢ and the guitar. He cao play more abstractly and yet more

Aamenco than mest of todday’s virtuosos, and he is amazing in his
unique accompaniment of the cante. On top of all that he has the
charisma and good looks capable of making him a popular figure.
So where did he come from? Here is a little about his
background: Vicente was born in Guadalcana! (northern Sevilla
Province) on March 25, 1967. There had been no other artists in
his family. When he was five, the family moved to Cordoba and at
cight he began guilar lessons with Juan el Tomate. Later, in the
studio of El Merengue, he learned to accompany and began
performing. While working with a dance company in a small town,
Vicenle met Manolo Sanlucar’s hrother and was given Manolo’s
phone number. That encounter encouraged him to contact Manoio
about the guitar course he was giving in Sanlucar, which, in turn,
led to a scholarship to study with the maestro. A shart while later,
Manolo asked Vicente to work with him and the next six years
were spent working with and leaming from the great guitarist.
Vicente won first place in three contests, the last being the
"Ramon Montoya" award in the National Contest in Cordoba.
Alter that win, he says his agent’s phone did oot stop ringing. But
it was his innovative dehut with El Pele on the album "La fuente
de 1o jondo" that really launched him into the limelight. The two
enjoy their collaboration (the new Camaron and Paco?) and have
a second afbum out, hut Vicente admits that he feels best suited
to playing solo. Toward that end he claims 1o spend four to eight
hours a day practicing. Aside from his newly released recording
"Dec mi corazon al aire,” he has also recorded with Luis de
Cordoha and Camaron de la 1sla, for whom he composed one of
the recorded songs (Vicente composed most of the songs for the
second album with El Pele),

Q: What is the story on the new tanguitio that is a cross beiween
tanga and tanguiilo?

A: 1 have to admit that I haven't spoken with people in Spain
about the origin of this "new" form, but 1 can make some
observations and hazard some guesses. For those who are
unfamiliar with it, this is a8 tanguilin rhythm (6/8 time) with tones
of the tango (Phrygian mode) and a new syneopated phrasing on
1he guitar. It was popularized by Juana la de! Revuelo in 1986.
Ooe of her guitarists at that time was Raimuendo Amador. But
back in 1983 this rhythm was first recorded by Camaron de la Isla
as the tango "Romance de la juna.” Guess who else was involved
in that recording? If you sald Raimundo, you are right. I suspect
that Raimundo was involved in the creation of this rhythm. The
new syncopated rhythm is being used both for the tanguillos (6/8)
of Cadiz and the tangos (2/4) of Sevilla and eisewhere. 1t is in
these latter that it sounds really new, But js this something new?
I think net, If you go back to recerdings from the beginning of the
century, you find that about half of the tangos are recorded with
a tanguillo rhythm and haif with somethiog closer to our modern
fourcount (2/4) tango. 1 believe that if recordings existed form an
earlier time, we would find that all tangos were played in what we
now call "tanguillo™ rhythm. It was this rhythm that led to the
development of the tientos. It is hard to imagine how the tientcs
could have evolved from a fourcount rhythm (tange), hut if you
play a traditional tanguillg in the major mode (E*-A), then change
to Phrygian mode (B®-A), and theo play siower and slower, you
will find yourself playing tientos. Tientos is nothing more than a
slow tanguillo in tango tones. The confusion between the two
tango rhythms and the tientos continued well into the 1960’s. We
used to have to deal with aif sorts of classifications of the cante:
tientos, lientos clasicos, tienos por tango, tientos por zamhra,
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tangos, tangos canasteros... Finally, with wider recording and books
being written, we settled on three distinct forms -- the tango,
tientos, and tanguilin -- each with its own rhythm. Now, with the
"new"” tanguitin-tango we have gone full circle, back to the roots of
the tango, and once again confused the picture.

| L |

ester DeVoe
Flamenco and Classical Guilars

Played by: Joaguin Amador
Juan Martin
Sabicas

Free Brochure
2436 Renfield Way

San Jose, CA 95148 USA
(4083 238-7451

Roberto Amaral

Classes in Flamenco and Spanish
Classical Dance

Group and Private Instruction
All Levels

14643 Hamlin Street
VYan Nuys, CA 91411

Marcos Carmona
Rubina Carmona

| Carmopa flamgneo !

3634 48ih Ave. SW
Seattle, WA 93116
(208) 932-4067

LOS CAMARONEROS QUERIAN MAS

Il Festival Flamenco por Tarantos a Almeria

Cante: Luis el de la Venta, Juan Gomez, Jos¢ Sorroche, Camaron
de 1a Isla. Toque: Juan Habichuela, Tomatito. elub de Musica y
Jazz San Juan Evangelista, 25 de enero.

ANGEL ALVAREZ CABALLERO Oimos la gran pitada para
Camaron, un ensordecedor tronar de silbidos que casi daban
miedo. No porque el de la Isla cantar amal, sino por todo lo
contrario, porque hizo una despedida a su estilo, metiendose de
pronto para adentro sin volver a salir ni a saludar. Y [a gente
queria mas.

La gente que lenaba a rebosar la sala, pese a las 4,000 pesetas
que costaba la entrada. Uno ne quiere ni pensar lo que aili puede
ocurrir €n una ocasion de €stas si se produce alguna emergencia.
No faltan, ademas, los irresponsables que fuman aunque este
prohihido.

La primera parte apenas tuvo historia. Cantaron tos almerienses
venidos a proposito, Luis el de la Venta y Juan Gomez, que en
realidad son solo unos dignos aficionados. Mas profesional es
Sorroche, aunque esta noche solo cumpliera.

Salio Camaron, inexpresivo, como ausente, ajenc a cuanto le
rodeaba, al publico, a las ovaciones, al delirio que su presencia
desata indefectiblemente. Su aspecto transmitia la inquietud de
que las cosas no iban a ir bien. Impresion equivocada,
afortunadament. Camaron se seént0’, comenzo’ a cantar
acompanade por el toque de Tomatito--en tode momento
esplendido, dandole al cantaor la musica que necesitaba oon
exquisito acierto, en una de las actuaciones mas perfectas que
hemos oido al joven puitarrista almeriense--y la fiesta ya fue
constante hasta el fin. Desde el temple incial por soleares hasta el
ultimo grito fandangueril, pasando por tarante y cartagenera, una
larguisima serie por bulerias y los tangos.

Alrededor de tres cuartos de hora, no mas, pere suficientes para
que los camaroneros s¢ emborracharan a muerte con ¢l cante de
su idoto. Camaroneros debiamos sertodos 1os que componiamos
la audiencia, porque pocos, muy pocos, guardaron und cierta
compostura. Los demas jaleahao eada tercio, lanzaban
exclamaciones, enloqueeian literalment. Mas de uo orgasmo
mental s¢ observaba en el ambiente.

Camaren, imperturbable. Hizo sus ¢aotes, se levante’ y se fue sin
despedirse. Tras el dejo’ el diluvio, y nada hizo que saliera siquiera
a saludar. 1a pitada dei siglo. La tormenta de silbidos echo para
atras varias veces al presentador, Luis Criado, sin poder hablar. La
verdad es que ¢! de ia Isla habia cantado de maraviila,
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RETRATOS

SABICAS RECORDINGS WANTED:

"Flamenco Concert” (Keynote, 1961); "Flamencan
Guitar Solos" (Decca, 1969); "Queen of Gypsies"
(Decca, 1969); "Flamenco" (Decca, 1969); "The
Greatest Flamenco Guitarist (Elektra, 1952); "The
Greatest...Vol. 2" (Elektra, 1952); "Serenata Andaluza"
(Montilla, 1958); "Furioso" (Decca, 1959); "Soul of
Flamenco" (ABC, 1960); "Festival Gitana" (Elcktra,
1960); "Flamenco Puro" (Hispavox, 1959); "Flamenco
Virtuoso" (Hispavox, 1961); "Concerto Flamenco"
(Hispavox, 1961); "Tres Guitarras Tiene" (Hispavox,
1962): "Sabicas" (Polydor, 1966); "La Guitarra de
Sabicas" (RCA, 1969); "The Soul of Flamenco and the
Essence" (Cultural Development Corp.); "This is
Sabicas" (Elektra); "The Best of Sabicas" (MCA);
"Flamenco la Guitarra" (Polydor, 1972); "Viva Espana”
(Polydor, 1973); "Sabicas" (Marfer, 1973); "Sabicas"
(Parlophon/Gramophon, 1930/1937).

Please contact Emmanuel GAYET at:
1, rue Alphonse de Neuville
75017 PARIS
FRANCE

Jo de Romano, "La Chispa," is a regular in the New
York scene as well as with the Jose Greco Company
as a soloist. La Chispa’s credits include appearances
with Chuni Amaya; "Festival de Verano," Marbella,
Spain with Matilde Coral and Chica Tete; "Fantasia
Espanol” Jose Granero Spanish Dance Show, Palma
de Mallorca, Spain; and "Raul" Spanish Dance
Company, Casino de Ibiza, Ibiza, Spain. She has
studied in Spain with Nana Lorca, La Tati, Farruco,
Paco Fernandez, Matilde Coral, Mario Maya, and
Manolete.

FLAMENCO. The music of Diego del Gastor in
tablature. 450 falsettas. Bulerias, Soleares, Alegrias,
Siguiriyas, Granadinas, ‘Tarantas, Sevillanas.
Tapes included. $110.00.
Evan Harrar, 665 Vernon St., Oakfand, CA 94610.
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ALABAMA
Dance Instruction

Adler, Robert L.
Berecek, Kathleen
Knox, Laurz B.

ARIZONA
Dance Instruction

Mazhan, Patricia
Moya, Laura
Rojo, Olivia
Torea, Lydia

Guitsr

Sadhana
Santiago, Eduardo

CAIIFORNIA
Dance Instruction

Apuina-Meacham, Socorro
Amaral, Roberio
Arroyo, Yolanda
Ayala, Sarita
Bermudez, Maria
Franco, Juanita
Inez, Patricia
Gomez, Ma, Teresa
Lopez, Raquel
Macias, Anpelita
Mazese, Lorena
Montes, Lola
Montoya, Rosa
Mura, Isa

Reed, Dolores
dos Reis Jones
Russek, Carolina
Ruyter, Nancy
Talaverz, Juan
Vega, Linda
Vergara, Adela
Vernier, Fib}
Yaelisa

Zamora, Roberto

Cante Instruction
de Jerez, Antonin

Mura, Isa
Sevilla, Pepita

DIRECTORY OF ARTISTS

(205) 933-8673
(205) 934-2411
(205) 933.0372

(602) 325-8006
(602) 995-4334
(602) 323-6094
(602) 869-9018

(602) 246-0506
(602) 955-4559

(213)

(818) 785-2359
(213) 398-7707
(415) 644-2960
(213) 650-9522
(619)

(415) 3878403
(619) 450-1020
(415} 530-5609
(213) 941-3925
(310) 830-5721
(213) 664-3288
(415) 239-7510
(415) 435-3021
(707) 448-3347
(707) 545-2073
(213) 254-0600
(714) 856-7284
(310) 699-7595
(714) 643-0683
(408) 732-5051
(415) 255-2408
(619) 281-8605
(415) 5250561

(213) 6618737
(415) 435-3021
(818)

Vergara, Adela
Zamnra, Roberto

Guitar Instruction

Arroyo, Paco
Bescancon, Henry
Brewer, David
Cordoba, Mariano
de Almar, Alberto
de Alva, David
Duran, Antonio
Gutierrez, David
Lee, Philip John
Palacios, Benito
Patterson, Bruce
Rios, Guillermo
Sevilla, Paco
Simpson, John

Eatertainment

Casa Rafael, (LA)

El Cid Restaurant (LA)

El Nortefio (SF)

La Masia (LA)

La Gran Tapa (5D}

La Pefa Cultural Center (SF)

(408) 732-5051
(415) 5250561

(213) 398-7707
(714) 6500216
(415) 453-5424
{408) 733-1115
(213) 826-1530
(619) 670-4887
(714) 6430812
(415} 841-7196
(310} 435-2463
(213) 665-3022
(619) 281-8605
(408) 475-9751
(619)

(310) 434-6382

(213)
(213) 668-0318
(415) 647-2207
(213)
(619) 234-8272
(415)

Oid Town, Bazaar del Mundo (8D) {619)

Soly Luna (SF)
Cafe Sevilla (SD)

Costumes

Hughcs, Bebe
Fuentes-Villa, Maria Luisa

CONNECTICUT
Cuitar

Ramos, Valeriano
FLORIDA
Dance Instruction

Jacobo, Chela
Bosal, Hisa

ILLINOIS
Dance Instruction

Stelling-Farina, Karen

(415) 2968191
(619) 2322334

(415) 2829753
(714) 774-3071

(203) 624-5229

(407) 678-7542
() 6720552

(312) 728-0667
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MONTANA
Dapce

Brown, Elenita
Guilar
Cranford, Len
MICHIGAN
Dance

Pappas, Tisha
MISSOURI
GFuitar

Radford, Ronald
NEVADA
Dapce

Triana, Luisa
NEW JERSEY
Dance
Fernandez, Yolanda
Canle

Caro, Domicico
NEW MEXICO
Dapce

Benitez, Maria
Del Castillo, Lili
Encinias, Eva
Lujan, Isabel
Rodarte, Pablo
Guiitar

Campos, Luis
Lomas, Chippi
Patterson, Ernc

Cente

El Pelete

(406) 777-5956

(406) 2730619

(313) 649-6696

(314) 391-3891

{702) 873-1738

(201) 6410451

(2017 866-7484

(505) 9838477
(505) 881-1979
(505) 3446894
(505) 247-3096
(505) 265-8980

(505) 881-1979
(505)
(505) 889-9614

(505) 2473096

NEW YORK
Dance

Del Conte, Andrea
Hankoff, Shauna
La Chana

Michel, Jerane
McDonald, Gloria
Montero, Margarita
Reyes, Aurora
Guitar

Georpes, Basilio
Ramos, Jose

Cante

La Concha
Costumes
La Chana
QOHIC
Dance

Lubinger, Libby
Pontones, Maria

OREGON
Dance

Orbeck, Viviana
Solano, Diana

Guitar
Solano, Jose

TEXAS

Dance

de Loyo, Conte
Guitar

Antnnio, Miguel
WASHINGTON
Dance

Carmona, Rubina
Del Rey, Josela
de Luis, Sara

Morca, Ten
La Romera

(212) 674-6725
(212) 826-5889
(212) 826-5889
(212) 222-4973
Staten Island

(914) 679-7515
(718) 626-3185

(718) 626-3185
(212) 294-1484

(212) 826-5889

(2161 729-9701
(614) 299-0486

(503) 636-5940
(503) 647-5202

(503) 647-5202

(214} 559-4643

(214) 699-9143

(206) 932-4067
{206) 325-2967
(206) 324-5034
(206) 676-1864
(206) 243-7443
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{ Washington, cont.}

Rouzer, Mary (206) 672-3009
Vargas, Christina (206}

Guitar

Alcala, Gerardo (604) 688-3118
Carmona, Marcos (206) 932-4067
Mitchell, Paco (206) 385-0333
WASHINGTON.

Dance

Keet, Dame Marina (202} 364-0700
WISCONSIN

Guitar/Dance

Montes, Ricardo (608) 274-2734
VAN BC

Guitar

Alcala, Gerardo (604) 688-3118

THE ALLOMPANISTS ARG HERE TD
REHEMQIE  BUT TUE SINSER SAYS
KC 15 AFZAW TO COME OuT... §
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