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EDITORIAL

As you read through the pages of this
month's JALEO, you will notice something
different -- many new names appearing as
authors of articles., The input from readers
has been tremendous this month. This surge
of new blood is what we have been waiting
for, and we sincerely hope that it continues,
for it is this sort of mass participation
that can really help JALEQO to continue
improving its quality and usefulness. Our
correspondents are doing a better job each
month and the announcement section is now
much more reliable and interesting. We need
many more correspondents in all parts of the
country (and world), so consider donating
a few minutes of your time; all you need to
do is send us a short note every couple of
months and update the flamenco scene in your
area -- performances (amateur as well as
professional), teachers and any special
events. We would also like to have more
reviews or reports on performances or fiestas.
And we are waiting for some of you to do
interviews with local flamenco celebrities.

As a result of our new cover, we now have
a need for quality black and white photos.
If the photo can tie in with a featured
article, great, but often there is no such
photo and we need something for the cover.
Therefore, if you have any interesting
flamenco pictures in the size range of 5"X 7"
to 8" X 10" and would like to share them (or
it), we can return them to you undamaged.

Let's all get together and try to make
each month's issue better than the previous
one.

——1ETTERS™

Dear Jaleo:

My daughter Vilma and I flew to Vancouver,
British Columbia on August 4th and had our
first dinner at the Chateau Madrid, where we
enjoyed a fine paella, We then went down-
stairs to the Bodega and, when Angel Monzon
came in, we introduced ourselves as relatives
of the castaﬁuela maker in San Diego. I
showed him Ernesto's very first pair and he
took them and danced his first session with
them. I was a little surprised that there
was no female dancer and amazed at the small
size of the stage. Angel introduced the
other members of the group to us, and we
really enjoyed the evening.

Hillma Lenshaw
San Diego, CA.

Dear Jaleo:

I recently attended the flamenco workshop
given by Teo Morca in Bellingham.

I was particularly impressed by the
quality of the great maestro's teaching. He
would find the weak points of a student very
quickly and work on them for the whole semi-
nar...something that is really hard to find
in a flamenco teacher, even in Spain.

The night discussions on flamenco were
very relaxed and informative. I don't know
how Teo could find the energy to teach all
day, very intensive classes, and still be
available for us at night. The students
really appreciated that.

It was a good group and I met interesting
dancers from all over the States, dancers
with different points of view. It was a good
exchange.

Among the flamenco films shown were 'Los
Tarantos'" and "Flamenco', which I enjoyed. 1
also liked, very much a trip in the country
to Gil's place (one of Teo's student's) which
became a very exciting juerga with lots of
happiness and fuego. Thank you Gil for the
good vino and tapas.

Teo finished the seminar with a juerga
open to the public, which was also a success,
but at that point I was feeling sad to leave
this beautiful way of living and all the mar-
velous people 1I'd worked with, so I could not
take part in it as intensely.

Gracias Isabel for bringing serenity to
the classes and for your good hospitality.
Merci Teo for giving me a better under-
standing of flamenco,

I sure hope this seminar is held every
year at least!

Con mucho carifio,
Huguette Cacourse

Vancouver, B. C.
Dear Jaleo:

In the July issue of Jaleo, the "Announce-
ments" told of flamenco in Cleveland, Ohio
at the Colony Restaurant. I took a shot up
there a couple of weeks ago and had an enjoy-
able time. The flamenco group consists of
one female dancer (Debra MacLaren), two male
dancers (Jose Rocha and Carlos Colon), and a
guitarist (Bruce Catalano). They appear twice
nightly on Fridays and Saturdays.

After their program, I spent some time
talking with them. They are very congenial
and also are very busy on the flamenco scene.
I hope to get up there again soon.

The Colony Restaurant is a good place for
fine meals at the '"right price,'" The menu
includes Spanish foods also.

Sincerely,
Joe Bubas
Pittsburg, P.A.
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PUNTO DE VISTA

by Jerry Lobdill

(From the Austin Guitar Society News, Vol. 4,
No. 8, Aug. 1979) '

WHO SHOULD DO IT?

Flamenco has one interesting aspect that no
other folk art seems to share, a controversy
over who should or should not actively parti-
cipate in the art. When I first began to
study flamenco in 1957 the story was that no
one but a gypsy could even hope to express
the true emotion inherent in flamenco even if
they studied the guitar for a lifetime. Now-
adays one more frequently is told that no one
but a gypsy or an Andaluz should play, or
sing, or dance. The statement is usually
made with a great deal of conviction and even
some hostility. The idea has evolved to fit
the undeniable fact that others can play,sing,
and dance. Generally it is the Spanish
aficionado who registers the complaint --
after all, the artists make a considerable
fraction of their living teaching foreigners
some of the basics.

A classic example occurred in the summer
of 1974 when I spent a few days in Madrid on
the way home from a job in the Middle East.

I was wandering through the narrow streets
near the Puerta del Sol one evening at dusk.
The Madrileflos fill the little bars of the
area each day at this time to have a small
glass of wine or beer with some hors d'oeuvres
and casual conversation. It is a tradition
there called 'Chateando." 1In Calle Echegaray
I went into an ancient bar, the walls of
which are covered from floor to ceiling with
hand painted ceramic tile murals. The bar is
called "Los Grabieles.'" It is said that
Ramon Montoya used to play there.

The bar was busy. At the counter many
workers stood drinking their refreshments.
Across the room there was a table at which
sat a middle aged flamenco guitarist and a
small, thin gypsy in a black suit. Presently
the guitarist began to play soleares. The
gypsy rose and began to sing. The people in
the bar paid little attention to this duo,
but of course, I was intensely interested and
moved close so I could see and hear well.

The guitarist noted my interest, and when
they were finished he asked if I knew fla-
menco. I responded that I played guitar,
whereupon he offered me his guitar and asked
me to play soleares. I was unprepared for
what followed.

As I played an introduction the conver-
sation at the bar died slowly, and several
men began to watch. The gypsy began to sing
and I became focused on his song hoping to
avoid missing a chord change. Suddenly I
became aware that there was a hot argument in
progress at the bar. The gypsy and I stopped
our impromptu performance and began to listen.
One of the men was from Andalucia. He was
incensed that a foreigner should dare to play
flamenco and was arguing with several more
tolerant Madrilenos about the impropriety of
it all. The gypsy was amused and winked at
me as the argument got hotter. The Andaluz
gestured wildly and ranted on for nearly a
minute. Finally he got so angry that he
stormed out of the bar. I returned the
guitar to its owner and bought him and the
singer a drink. A few minutes later I
slipped quietly out of the bar and made my
way back to my hotel in the gathering
twilight.

Reflecting on the incident I realized what
had caused the argument., The internationa-
lization of flamenco destroys the essence and
meaning of the art in the eyes of the Andaluz,
It threatens to dilute and ultimately obli-
terate the culture of his ancestors, and he
rightly and understandably is frustrated at
the prospect.

I sympathize greatly with this attitude.
However, in my opinion it is not wide-spread
knowledge of the art form that threatens its
existence; it is tampering with traditional
harmonies, melodies, and rhythms that poses
the danger. It takes many, many years to
internalize these aspects of flamenco. The
non-Spanish student of flamenco all too
frequently emphasizes technique and 'origi-
nality" and neglects to thoroughly ground
himself in the basics that ultimately define
flamenco. There are plenty of this type of
player around. The reaction to my soleares
accompaniment was somewhat hostile; however,
when one of these turkeys begins to play -=
well, suffice it to say that the gypsy
wouldn't wink.!
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JALEE

By Paco Sevilla

There are four meanings for the word
""jaleo" (five, if you count this magazine):
Jaleo is used in Spain to refer to a lot of
noise making and hell-raising. Jaleos are
also an old form of dance from Jerez, a type
of bulerfas. The word can be used to refer
to a flamenco number, usually done by a
cuadro, which consists of palmas and reci-
tation to the rhythm of rumba, tangos, or
bulerias. The final and most common use of
the word "jaleo" in flamenco is to refer to
the handclapping and spoken or yelled
expressions that are used to encourage per-
forming artists and express enthusiasism.

Jaleo is seldom mentioned in print and
never in depth; it is often neglected by
teachers of flamenco and even performers will
sometimes neglect this part of their art.

The least discussed aspect of jaleo, and the
subject of this article, is the vocal element.
Flamenco without jaleo is like potato chips
or popcorn without salt =-- pretty dreary.

But good jaleo does not come naturally unless
you have grown up listening to it; most of us
need to be taught or learn by observing.
Jaleo is an art and really skilled jaleadores
are a rarity. The real artist will know what
to say, how to say it, and when it should be
said; often he will add to the overall effect
of a dance by marking compds with jaleo and
by creating excitement at important high
points or climaxes.

The information in this article comes not
only from personal experience, but is also
the result of listening to jaleo on hundreds
of records and tapes of cuadros and private
juergas (try listening to jaleo sometime —--
it's not easy to stay focused only on that).
Hopefully, the results will help to provide
some guidelines for those who are unsure
about how to approach the subject or are
looking for some new ideas to add variety to
their jaleo.

FUNCTIONS OF JALEO

Jaleo serves a number of functions in fla-
menco. Keep in mind that jaleo will not have
exactly the same function nor be done the
same way in an intimate juerga or fiesta as
it will in a tablao or stage production.

Here are some of the ways that jaleo contri-
butes to the performance of flamenco:

Jaleo is a means of participation for the
audience -- the spectators or the cuadro be-
come part of the total experience. This
becomes very important in the cuadro, where a
row of people doing nothing does not give a
good appearance to the audience.

Sincere jaleo is a means of feedback for
the performing artist, letting him know when
he is reaching and moving his audience. It
can serve as a source of inspiration and spur
him to greater effort. A listless artist
performing before an indifferent audience will
often be transformed into an inspired fire-
ball by a bit of unexpected, knowledgeable
jaleo.

Jaleo has an effect on the audience. It
is part of the total performance, aften
unnoticed consciously, but playing an impor-
tant role in creating a mood., When done
properly, the jaleo can help to orchestrate a
dance, to build its crescendos and climaxes.

TYPES OF JALEO

Jaleo normally consists of short bursts of
sound, words such as "old" that are said in
tones varying from deep whispers to high-
pitched, very loud shouts. There are four
general types of jaleo expressions: 1)
animal-like grunts and yells; 2) words that
are used without meaning; 3) words and short
phrases that are used with meaning; 4) longer
phrases and sentences.

The first group, the animal grunts and
yells, are a bit difficult to describe on
paper. Provided they are not too grotesque,
they can be an effective spontaneous contri-
bution to jaleo, but, in general, they play
a relatively minor role and are probably best
avoided by all except the very experienced.

Group two is made up of words that may or
may not have meaning, but are used more for
their sound than their meaning. The best
example of this group is the classic '"olé".
Here are some others:

agua mira

anda ole
arriba quiero
arsa salero

asa si, si

asi si sefor
azdcar toma

bién vamo
chiquillo (a) vamo alld
el arte vaya

eso venga alla’
fuerza *¥za, za, za...
mi arma
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The "ol&" is the most commonly used jaleo
expression, making up the major part of all
jaleo in both commercial and private perfor-
mances. Some jaleadores use only that word,
saying it over and over, sometimes almost non-
stop. It is usually pronounced with the
emphasis on the first syllable, so that it is
"Sle" rather than "olé". There are a number
of ways to say it, such as "dleee...",
"dlee...", "oléh", or "dla...'". It can be
yelled loudly or pronounced low and drawn-
out.

These single words are the best choice for
most situations and are especially useful for
the person who is just starting to do jaleo.
They are easy to pronounce and there is
little danger of using them with inappropri-
ate meaning. It is a good idea to select
just a few and concentrate on using them
properly.

The third type of jaleo term is the single
word or short phrase that is used with mean-
ing. The leader by far in this group is the
"name'" of the person performing; calling out
a name is an important and especially inspir-
ing form of jaleo and is second only to 'ole"
in frequency of usage. While much jaleo may
go unnoticed by a performer, the sound of his
or her name cuts right through and sinks in.

Here are the common expressions:

Asi se toca (baila, canta) = that's the way
it is played (danced, sung)

Bién = well done

Bién dicho = well said (done)

Bonito = beautiful (referring to an action)

Canta bién = you are singing well

El cante (baile, toque) bueno = that's the
good cante (dance, playing)

Eso € (often pronounced '"soe") = that's it

Eso quiero = I like that

Guapa (o) = beautiful (handsome)

Lo quiero = I like it

Morena = ole dark one

"name' = person's name

0lé "name"

Que gracia = what wit or style

Si Sefior = yes sir, that's the way it's done

Vamo = let's go

Viva Cai (or Huelva, Grana, Malaga -- which-
ever region is related to the cante being
sung) = long live Cadiz

Viva Espafia = hooray for Spain

Viva lo gitano = hooray for the gypsy. (There
are many ways to refer to gypsies, but
most are inappropriate unless one is doing
jaleo for a gypsy. One useful one is "Asi
se bailan los- gitanos = that's the way it
is danced by the gypsies"

These expressions are usually used for the
purpose of communicating something to the
performers (or at least seeming to do so) and
consequently must be said at the proper mo-
ment and in the proper context. The jaleador
must, therefore, be well informed about what
is going on.

The final group of jaleo expressions is
made up of longer phrases and whole sentences.
This type of jaleo is not done very often and
there are few standard ones, since most of
them are improvised at the moment. Here are
some typical ones:

Sabe tocar bién = you know how to play well

Esa guitarra buena = that good guitar playing

Los buenos tocaores = what good guitar players

Que canta bién, de verda = you are singing
well

Va a cantar bién = you are going to sing well

Asi se escribe = that's the way to write (to
describe rapid heelwork

Y no tiene novio = and she doesn't have a
boyfriend

Esa cosa tuya buena = that good thing of yours

Here are some unusual ones:

Es un organo = it is an organ (describing a
guitar)

Con esa guitarra monstrua = with that monster
of a guitar

El avidon de Nueva York = the airplane of New
York (describing Carlos Montoya)

The complex and humerous jaleo expressions
are more at home in the private fiesta than
on the stage, where they usually go unappre-
ciated (especially by English-speaking
audiences), and should be attempted only by
those who are fluent in Spanish and very
experienced in flamenco.

Surprisingly, the words and expressions
listed in these four groups (plus their
various combinations) comprise most of the
jaleo commonly done today. These expressions
have been used for years and have not changed
as much as the other aspects of flamenco --
except for occasional references on records
to "marijuana''. As mentioned earlier, most
jaleo consists of '"ole" and 'names'.

PERFORMING JALEO

Now that you know what is said, you need
to know how and when to say it. In looking
at how jaleo is usually done, we have to dis-
tinguish between jondo flamenco (serious,
profound) and flamenco "por fiesta" (festive),
since jaleo will be a little different in
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each case.

During the actual singing of cante jondo,
there is usually little jaleo. When the
singer pauses between tercios, occasional
jaleo is heard, but the major outbursts ’
follow the completion of the letra. This is
a natural consequence of the fact that the
high point, the punchline, of the song occurs
at the end of the letra, but timing can also
be important in creating a good effect in a
commercial performance. For example, with
the fandangos grandes (including malaguenas,
granainas, tarantas, etc.), the best effect is
produced when the jaleo builds as the singer
begins to taper off from the high point of
the last tercio or climax of the copla.

In giving jaleo for the dance or guitar,
it is important to be aware of what is
happening with the singing. Jaleo for the
dance is normally most prominent at moments
when there is no cante (still referring to
jondo flamenco), and then it is heard most
often when the dancer does some particularly
fine or climactic movement. The guitarist
(unless playing solo) usually receives jaleo
only during his introduction or between
letras of cante if there is no dancing.

The tone of voice will vary according to
‘circumstances. In an intimate atmosphere,
the jaleo will, naturally, be subdued in tone
and volume. On a stage, or with amplified
music, the jaleo will, or necessity, be done
in a louder, even shouting, voice.

The picture is somewhat different durlng
festive, uptempo flamenco, where noise can
be an important part of the overall effect
and the sounds are often more important than
what is actually said; this is especially
true in a commercial presentation. There is
still respect for the cante, but with more
freedom to insert jaleo. Again, emphasis is
placed on climactic moments or moments of
special effort by the performer. The
"finales" of rumba, tangos, and bulerias can
be given extra intensity when accompanied by
a build-up of jaleo.

JALEO IN COMPAS

In flamenco "por fiesta" there is also the
opportunity to try one of the more interest-
ing methods of doing jaleo, using it as a
means of creating or accentuating compas. One
was is to do jaleo on the major beats or
accents of the compds. In the bulerias, for
example, the words would fall primarily on
beats 6, 10, and 12; beats 3 and 8 are not as
good because they are not beats of resolution,
This sort of thing can also be effective in
the castellana of the alegrias, marking 12, 3,
6, 8, or 10, again being careful not to intex-

fere with the cante.

The more sophisticated are not content to
mark only the major accents, but instead, do
complex accompaniments and countertimes.
Here are some of the classic ones:

one full compas
/"——\_/\__’\
& 1 &2 & 3 & 4 & 1 &2&3 &4

RUMBA

que to-ma due to-ma que toma
llamada
P S NS
1 2 3 4 1 2 3 4
za za za za za
BULERIAS

1 2 3 456 7 8 9 10 11 12
Za 24 24 Z2a  ZAeoeosoo

123456&7&8&9&10&11&12
toma quetoma que toma-=

llamada
P e N N

1234567& 8& 9& 10 & 11 & 12
mira mira mira mi--rd

6 beat emphasis

e
6 1 2 3 4 5. repeat
toma =-==e==- d
or
6&1&2&3&46&5&
za za za za za
JALEO JINTS

If you would like to dress up your fla-
menco performances with jaleo and aren't
exactly sure how to go about it, here are a
few suggestions. These are not rules, but
just guidelines based on what is usually
done:

-To start,
"01 ’"

-Use these words over and over.

-Speak loudly; you have to shout to be heard
in a stage performance, and it doesn't do
much good if you are the only one to hear
your jaleo.

~-Look for climax points in the song, dance,
or music. ,

-Try to hit some accents in the compas
occasionally.

-Keep jaleo to a minimum during profound
flamenco and during quieter moments in the
lighter numbers.

pick just a few words, including
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and, sitting cross-legged on the divan, began
warming up for the concert. This was a quiet
time. Paco talked about his recent tour with
the jazz guitarists. Then, in gypsy tradition
Paco and Rene exchanged gifts. Casilda gave
Rene a Paco T-shirt and a stack of recent
magazine publicity on Paco from Spain. For
his concert Paco wore all black shirt and
pants. Casilda asked Rene if Paco might wear-
his turquoise necklace for the performance.
Rene said of course and gave it to him as a
remembrance of the American Southwest.

The concert was held in Albuquerque's new
Kiva Auditorium. Paco's fans were filling the
hall to 3/4 (approximately 2,800) and
flamencos were strolling up and down the
aisles greeting each other and showing off
their flamenco finery. The women wore fancy
Spanish shawls (some were flamenco dance stu-
dents) and the men (many guitarists) were call
ing out to friends and exchangingsalutations.
This was an exciting social event for the
local flamencos as well as their first Paco
concert. Many had flown in from San Franciscaq,
Kentucky, etc., and were getting acquainted.

There was a high degree of excitement and
nervous tension in the air as Paco played
familiar favorites the first half of the con-
cert. Most of the program was from his record
FUENTE Y CAUDAL., The crowd would anticipate
his endings and would jump to their feet clap-
ping and shouting jaleos before he'd hit the
last chord.

During his final number before inter-
mission Paco's false fingernail flew off
across the stage. As soon as he walked off
the stage people scurried to the front to see
if they could locate the nail.

Paco's brother Ramon joined him for the
second half which excited the crowd even
more. Paco's fingers were running over the
strings like a super-speed butterfly. He mes-
merized the audience with his intense eyes,
expressing his high degree of intelligence
and sensitivity. Paco's charismatic abilities
make each listener feel he is playing to him
alone. There is a great intimacy about his
playing. His concerts touch your emotions as
well as your intellect.

It was not a concert to miss,
historical event,

It was an

PACO’S MUSIC INSPIRES

(Excerpt from Albuquerque Newspaper, April
7, 1979); Sent by Candace Bevier

by Richard Conway

We waited until Thanksgiving and David
Moss' percussion concerts in Albuquerque,

Santa Fe and Taos to hear the best solo music
performance of 1978. But Paco de Lucia may
already have provided Albuquerque with the
same honor this year.

The flamenco guitarist played an un-
announced program Friday evening that filled
Kiva Auditorium with all the passion of an
El Greco sky and the collective spirit of
Andalucia, from whence the music came.

Dressed in black from head to toe, he was
striking presence, larger and younger than I
had imagined. The hands could have been of
stone, were they not to move over his guitar
by leaps and bounds. The head would raise up
and the neck strain with impossibly fast,
single-note passages destined to invoke the
heavens.

TO TALK of "his guitar" is not to tell the
full story of Paco's music. More than merely
keeping with the conventions of flamenco, he
carries the sound of two, and at times three,
guitars' at once. If you were to listen to
his playing with your eyes closed, you'd
swear you were hearing one guitar twice
overdubbed.

His approach is like that of a two-fisted
pianist of, say, Roland Hanna's persuasion.
Technique is impeccably abundant, but at no
cost to the emotive measure of the music.
Embellishments are always directed to a larger
musical end.

SELDOM WILL WE HEAR single guitar notes
articulated so rapidly, yet so clearly, so
strongly. And seldom will any music garner
the impassioned response Paco received after
every number he played. There were jubilant
cries of "!Viva la tierra!" between numbers
and an immediate standing ovation at the last
note of the guitarist's program. An encore
was a foregone conclusion.

Paco's brother, in black dress slacks,
white shirt and ascot, joined him with a
second guitar after intermission. Though he
kept to an accompanying role, the added har-
monic and rhythmic support freed Paco to play
even stronger, and longer sketches of Spain.

BOTH MUSICIANS clearly delighted in the
collaboration, Paco's brother introducing a
theme in 6/8 time and Paco soaring over it
with quicksilver improvisations while his
left foot accented each first, third, fourth-
fifth-sixth beat of the measure.

The allusion to the now famous Gil Evans-
Miles Davis collaboration, "Sketches of Spain"
is meant as no idle scrap of journalistique.
Imagine a second volume of Gil's orchestra-
tions with a healthy Miles and Paco as
featured soloists. Then imagine a live per-
formance of the work with Maria Benitez and
Luis Rivera dancing it. '
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ing bata de cola.

To sum the workshop up in one sentence is
to say that it was a great success, a success
of energy, joy, hard work, and visible
results, For only two weeks, it is very
obvious that T had to select what I felt were
important priorities to hit in flamenco. Any
crash course of a subject this vast has to be
met with humility as to what can be achieved
in so short of a time. We worked in two
levels, the absolute beginners and what was
left; I dislike categories, so the classes
over-lapped in places. Mornings were given
over to technique classes and learning the
basic techniques as they apply to various
compases. These sessions were very intense,
as I hoped to build a bit of electricity and
energy for the afternoon classes, when we
actually worked on the various compases and
set variations. I gave a blend of tangos,
soleares, rumbas and sevillanas for the
beginning technique classes as, for that
level, these would be the best compases to
get familiar moving to and it was a good
balance.

The interesting thing was to see the levels
of concentration develop over the days, as
most people are not used to working with
their bodies in a very intense energy, and it
was pleasant to see the people hanging in
there and pushing themselves to that impor-
tant limit of "finding themselves.”

At the more advanced level, we worked on
soleares and farruca, and the afternoon class
turned into two weeks of really intense
bulerias; I use the word intense a lot here
because that is what was happening.

In the evenings, we had group discussions
on many details that were of interest, but we
did not have time for in class. People were
a bit shy at these group discussions, but I
feel that even a drop of understanding is
important. The priority of the workshop was
to find their flamenco bodies and understand-
ing the "feel'" of moving in flamenco, a blend
of total movement, not just footwork or arms,
but a taste of the total -- plus understand-
ing the movement used in different compases.
I purposely stayed away from castanets, as
two weeks is just too short a time to zero in
on such a vast instrument; I am happy that I
did.

Obviously there were imbalances and I felt
that we should have had more time in certain
areas, such as plain study and understanding
and listening to the different compases, but
all in all, for the first workshop, I feel
that the absorbtion level was at a peak. For
each of the students that came, I felt that
the workshop answered many questions, because
I stressed a parallel line of technique with

the feeling and interpretation of the various
compases, the "how-and-why'", and stayed away
from the "routine" in order to give a fuller
involvement and understanding.

We had a great group of people and there
was a magic ambiente immediately between all;
that was a special high point of the gather-
ing. No big ego trips and all involved were
into sharing and a mutual joy of the whole
experience. My greatest joy was to see the
people who had never moved in flamenco get-
ting up at the final party and moving, and
seeing their faces light up with both joy of
achievement and the frustration of more to
come. Also for the people who were already
dancers, I felt great joy that the workshop
answered some of their questions, especially
in bulerias, and showed them other ways to
move and improve their own styles. I learned
a lot too, working with this fine group, and
I know a lot more for the next time. This
will definitely be a yearly or twice yearly
happening and, hopefully, we will add a
singer next time and other guitarist
activities.

I did not go into all of the highlights of
the workshop as it would take too much space
but to sum it all up is to say that our first
all flamenco gathering was very much alive
and we are looking forward to the next one.

‘Morca as Maestro

by Bob Clifton

At 38, in the undistinguished physical and
spiritual shape most common to that age, hav-
ing no previous dance training and limited
funds, you do not take two weeks off a
straight job, flabbergasting your boss, and
invest $200 in a crash course in flamenco
dance taught by a Hungarian-American in
Bellingham, Washington, without certain mis-
givings and a degree of self-consciousness.

I did just that and apparently survived the
self-consciousness. (My boss tactfully re-
frained from asking how it was, perhaps
secretly convinced that the trip was a cover
for something more manly -- like running off
with a stripper from Atlantic City) What I
would like to report here is how ungrounded
the misgivings were. I believe I probably
speak for most of the dozen and a half stu-
dents from all over the country, representing
the most diverse backgrounds and various
relationships to flamenco, in saying that Teo
Morca's workshop was a rich and rewarding
experience -- well worth the time and money
expended. Hopefully, he will report what
kind of experience it was for him elsewhere
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he is making such a point of something -- like
beginning a turn with your upper body, not
your feet (which seemed to me an unreasonable
and even risky way of going about the thing);
in the second week, you say ah! there it is,
that's why. When that happens time after
time, when you realize that what you took as
an onerous obligation to keep teacher happy
is now helping you, making things easier, not
harder, you know that the teacher has done
his homework. He knows what he is doing, and
where he is taking you. As a person I know
Teo very superficially; as a teacher I came
to trust him deeply.

One thing I would hope to see in future
workshops are some sessions devoted specifi-
cally to developing and correcting the
dancer's ear for the guitar. Since I play, I
had little or no difficulty understanding the
relation of the dance to the music, only with
my body itself, which I felt to be in a more
or less constant state of mismanagement. A
number of students, however, far more advanced
than I, even though they more or less knew
compas from their own point of view, had had
little experience working with a live
guitarist. To Teo's credit he had one, and
Greg did very well, but I still felt that
students were shakier than they might have
been in hearing the mesh of guitar and dance,
and that some sessions devoted exclusively to
that would have been valuable.

Finally, I want to venture my OwWn answers
to two questions that bothered me before the
workshop, and on which I frankly changed my
mind. The first -- and simplest -- is
whether a beginner, in view of the huge gap
between them, is wise to choose as a first
teacher anyone of Morca's stature. The
answer is yes, provided the person's skill
extends to teaching as well as performing.

It may cost more initially than the lady down
the block who knows a few steps, but perhaps
not in the long run. If you have to unlearn
anything it costs you at least twice as much,
after all, while techniques which are sound
from the very first will form habits that
make later learning much faster and easier.
The second ~- which I almost dread to bring
up -- is whether the rather formal, schoolish
setting of a workshop in off all places
Bellingham (with "Academy' on the front door)
can teach ''genuine'" flamenco. Wouldn't you
be better off hanging out in Sevilla with an
accomodating gypsy? Well, I did that too,
years ago, and my answer is that if you can
contrive to be born (or at least raised) in a
flamenco ambiente in the homeland, do it.
Most of us can't. For us, who must therefore
learn to dance, I think that intense formal
instruction the quality of Morca's will pro-

bably get you farther faster (and cheaper)
than other routes =-- including hanging out in
Spain waiting for something to happen. I
spent a lot of time in the company of a gypsy
who happened to be a fair and unquestionably
authentic dancer (and would not trade a
minute of it) but I did not learn to dance
from him, and don't think I could have even
had I pressed him. He simply did what he
did; he did not understand it, and I don't
think he could have taught it to an American
without much grief on both sides; besides we
were far too busy enjoying the ambiente to
get down to nuts and bolts. My advice -- if
it is genuinely this art that draws you, and
not the local color that surrounds it -- is
to learn the nuts and bolts first. Then
hang out in Spain. ﬁ

MORCA COUPLE CREATES PURE, HOLY DANCE OF LOVE

(Daily News, Wed., July 11, 1979, Springfield,
Mass. By Richard Conway)

As long as I live, I shall never forget
the indescribable beauty of Isabel and
Teodoro Morca dancing the most pure and holy
of love songs to the strains of Pachelbel's
lyrically tender '"Canon in D."

If the Jacob's Pillow Dance Festival pro-
gram this week had nothing else of worth,
that alone would be sufficient reason for
making the trek to Becket.

Teo Morca's duo is simply one of the most
moving moments I have ever experienced in the
arts. OQut of the most simple of movements,
they have created a tone poem of love that
becomes a mystical, spiritual act of worship.
The adagio movements and gestures are liquid
lyric lines that sing and exult of their
mutual affection.

At one point, they simply walk around the
stage together. Oh, yes, the walk is done
with more style and grace and carriage than
you or I would walk; but it is a walk none-
theless. And there is such an emotion pass-
ing between the dancers and thence to us that
one wants to join them, to share in their joy
and discovery.

Such holy beauty cannot last, and the
close of the dance finds the lovers at oppo-
site diagonals on the stage and facing away
from each other. The program note quotation
from Gilbran explains it all: "Sing and
dance together and be joyous, but let each
one of you be alone."

The dance is a masterpiece.
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There are four other Morca-created dances
on the program, including '"Freedom," a pre-
miere piece dedicated to outgoing Pillow
director Norman Walker, all of them the handi-
work of an impeccable craftsman whose artis-
tic sensitivities are second to none, in my
opinion..,.

(a0l on Cante

MAIRENA'S CONFESIONES

A REVIEW

Copyright C 1979 by Carol Whitney
All rights reserved

Mairena, Antonio. Las Confesiones de

Antonio Mairena. Edicién preparada por
Alberto Garcia Ulecia. Publicaciones de
la Universidad de Sevilla, Coleccidn de
bolsillo, Nimero 53, 1976. (See end of
review for publisher's address.)

Antonio Mairena's book Las Confesiones de
Antonio Mairena is a self-portrait by a man
who has dedicated his life to the preser-
vation, resurrection, and sometimes artistic
elaboration of the cante. Reading the book
has three effects on me.

(1) I see flamenco's history as if through
Mairena's eyes, and find the experience
interesting, sometimes jolting, and some-
times beautiful.

(2) As I see through Mairena's eyes, I
begin to sense the man's personal qualities,
so that even his recorded cante suddenly
comes alive for me in a new way.

(3) I'm deeply impressed by the way Mairena
sees his life in relation to Gypsy life.

His dedication to the cante is no more nor
less than his personal struggle for survi-
val, and he makes clear in his chapter

"La Razdn Incorpdrea'" that his own survi-
val depends on survival of Gypsy tradition.

"La Razdn Incorpdrea (pp. 79-83) is the
essential chapter of the book, because it
explains Mairena's tenacity and passion in
maintaining his dedication in spite of
difficulties. His hope that the cante's
value would one day be recognized supported
him in the face of '"the incomprehension,

ignorance, and humiliation that singers in
the flamenco ambiente of that time suf-
fered" (p. 80).

Mairena expresses his personal faith--
his joy-—in his awareness of and love for
his Gypsy tradition in all its aspects. It
is this tradition that nourishes and sus-
tains him. Without it, he says in effect,
the cante is drained of substance. And he
asks who can respect the cante gitano with-
out respecting the Gypsy way of being that
underlies it. 1In short, he means that the
cante gitano and the Gypsy Way are insep-
arable. He finishes the chapter saying that
many of today's singers have deserted the
Gypsy Way, though he doesn't say how.

The book begins with a history of the
cante which I find interesting because it's
unusual. The chapter concludes with the
Concurso of Granada of 1922; from then on,
Mairena incorporates any history into his
account of his own life.

Even though the book holds the atten-
tion and its tone is relaxed, reading
steadily through it is neither easy nor
relaxing. Alberto Garcia Ulecia's choice
of words evokes Mairena's presence so
strongly that I had a recurring sensation
of seeing, literally, through Mairena's
eyes. The effect was disconcerting. I
suspect some of my susceptibility results
from my intensive writing efforts over the
past year, some from the fact that I'm not
Spanish, and some, of course, from Alberto
Garcia Ulecia's skill and Mairena's open
approach.

When I finished reading the book I set
it aside. Now, gathering my impressions
from memory, I notice several features. The
book is unique, for I know of no other per-
sonal portrait in words of such a famous
flamenco singer (that's easy to say!); the
book is significant, for the portrait of the
artist and his artistic life is utterly sin-
cere and open. This fact permits the book
to serve effectively as original source
material for flamenco's history. I know of
no way to record the major events and
visions of a man's life other than through
published words. Here the events are laid
out, and the visions captured sometimes
directly, sometimes by implication; the im-
plications are, of course, as crucial as the
direct statements.

I have classified this book as a portrait
of a person who has inextricable ties with
the Gypsy tradition and its art of flamenco.
Now I ask myself questions: 1s there some
other story about flamenco that such a per-
sonal view as this one cannot tell? Of

-
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course there is--there are hundreds, maybe
thousands, for each person, town, city,
region, has a different view. (How odd--
even Spaniards and foreigners sometimes
think differently.) Flamenco's agreed-on
body of knowledge (if there is such a
thing) is well represented in books which
either have some academic objectivity or
attain some detachment by their very
expanse. This book's goal is different--
this book is a confession.

It was after arriving at these ideas that
I read the review by Francisco Almazan that
he wrote for Triunfo (reprinted in Flamenco
No. 1, April 1979). I noticed with great
interest that Almazan seemed disappointed in
Mairena for giving us flamenco history as
seen "from under his encyclopedic hat," and
for wielding his Golden Key (Llave de Oro)
of the Cante like a scepter. In short, Al-
mazan bemoans Mairena's subjectivity, which
he apparently finds unbecoming in the singer
who is at the top of the heap. Almazan
appears to have hoped that Mairena would
give us a more objective view, one which
could acknowledge the contribution of the
many fine artists Mairena doesn't mention.

I believe that had Mairena tried to
attain objectivity, he could not possibly
have succeded in giving us his personal
portrait. If he sees from under his hat and
wields his scepter, that's his way of being,
and I'm eager to know about it. I imagine
Spaniards, living so much closer to flamenco
that I do, might find such behavior irri-
tating. To me, so far removed, it's only
revealing—-it even becomes touching. And
Mairena gives me exactly the view I wanted--
the view from under his hat.

It's perfectly true that I abhor such
posturing from my fellow foreigners—--but I
abhor it because they're not flamencos of
Mairena's stature. I'm delighted to have my
fellows posture that way when they are giv-
ing us, straight, their views from under
their own hats, particularly if they are
writing their confessions. (And I believe
that the view given from under the hat has
something in common with the delivery of
the cante.)

I don't know how academically objective
Mairena became in his work with Molina in
Mundo y formas del cante flamenco, because
I can't tell which part of the book is
whose. But Mundo y formas is as objective
as any book on flamenco I've read. Assum-
ing Mairena made at least a small contri-
bution to that book, I believe he is
capable of attaining some objectivity at
times-—-or at least of permitting it to be

set forth in his name. Sometimes his re-
corded cante sounds a bit objective to me--
but that's a normal failing under the cir-
cumstances one often meets in recording
situations.

The only way I could go along with Al-
mazan's criticisms would be to classify
Mairena's book as if it were intended to be
objective, and I see no sign of such an
intention.

It's true, though, that the book as a
whole becomes unified as a self-portrait
only if you take Mairena's confession
seriously, accepting his statements as his
real view, therefore as a view that exists—-
a view that is basic to flamenco's life
today because Mairena is basic to it. To go
along with our current society's all-too-
frequent view that subjective statements are
automatically of doubtful reality is to
classify subjectivity as useless or danger-
ous or both. A reader who does this rules
out the possibility of using the example
that illustrates the point; if he pursues
his fear of subjectivity too far, he is
unable ever to know anything, ever to make
up his mind--and may pass the rest of his
life sitting on a fence.

As for me, I suspect the validity of all
statements I read, subjective and objective,
until I receive evidence of their accuracy.
From the little I know of Mairena, his
confesiones ring true to me. So I believe
the book is as honest as it can possibly be
-—therein lies its usefulness and signifi-
cance. Any distraction I felt while reading
was far outweighed by the constant excite-
ment of discovery I felt. I hope Jaleo's
readers will be interested in the book,
and I think anyone who loves flamenco and
reads Spanish (it's easy Spanish) ought to
read these Confesiones. Perhaps Jaleo would
sponsor a bulk order. Or you can obtain
copies direct from the publisher (Secre-
tariado de Publicaciones, Universidad de
Sevilla, San Fernando 4, Sevilla, Espana).
Price per copy is 175 pesetas (unless it's
gone up). I sent 400 pesetas in all, and
asked to have the book sent by air--it
arrived certified as well.

,
..
/

(Monzon, continued from page 3)

"Carmen'" was performed at Sadlers Wells, with
Angel in the role of Capitdn. Angel com-
pleted his contract with Jose€ Greco in Parls,
and the performers went various ways - Angel
to Copenhagen. He spent a year and a half in
Denmark as instructor to dancers of the
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ANNOUNCEMENTS

Announcements are free of charge and will be
placed for two months; they must be received
by us by the 15th of the month previous to

their appearance, earlier if possible. Send
to: JALEO, P.0. BOX 4706, SAN DIEGO, CA.RI:4

JALEO CORRESPONDENTS

If you would like to assist Jaleo by act-
ing as a correspondent for your city, please
contact our P.0. Box number and let us know.
We need to have an update at least every two
months. Correspondents are listed as staff
members.

|LATE ANNOUNCEMENT:

Dancer Maruja Vargas seeks a professional-
ly qualified flamenco or classical guitarist
to accompany her for educational Hispanic
programs and artist-in-residence activities
in Los Angeles area schools. Bookings are
in period February 18 - March 14, 1980.
Interviews and rehearsals in Los Angeles
lbetween November 5-16, 1979,

Send resume to:
M. Vargas, 509 West 15th Street,
Tempe, AZ 85281, or call:
(602) 968-4049

canada

EL CHATEAU MADRID, VANCOUVER, B.C. is pres
enting Fiestg Flamenca with Angel and
Gabriel Monzon, singer José Luis Lara, and
guitarists Enrique and David. Weekends
only; 1277 Howe.

DANCE INSTRUCTION, TORONTO
Maximiliano (Academy of Dance Arts) 2347
Yonge Street, 483-4046.

new york. -

CHATEAU MADRID:
ad)
LA VERBENA: Luis Vargas, singer; Mara and
George Navarro, dancers; Diego Castellon on
guitar.
DANCE INSTRUCTION:
Jerry LeRoy Studio:
Sebastian Castro (flamenco) 212-489-3587
Estrella Morena (flamenco) 212-489-8649
Mariano Parra (escuela bolera and
flamenco) 212-866-8520

Paco Ortiz & group (see old

Ballet Arts:
Mariquita Flores

(Long Island)
Alicia Laura 516-928-3244

DON QUIXOTE Restaurant is featuring the danc-

ing of Maximiliano and Suzanne Hauser with

guitarist Victor Kolstee. (Rochester)

GUITAR INSTRUCTION:

Michael Fisher (Ithaca, N.Y. 607-257-6615

washington d.c. ...

TIO PEPE features dancer Raquel Pena and
guitarist Fernando Sirvent.

EL BODEGOM features dancer Ana Martinez and
guitarist Carlos Ramos who just celebrated
fifteen years of playing in this place.
1637 R St.

GUITAR INSTRUCTION:
Mariquita Martorell

212-582-3350

301-992-4792

Tom Krauzburg (Crofton Md.) 301-261-0261
DANCE INSTRUCTION:
Raquel Pefia (Virginia) 703-537-3454

flamenco, Jota and 18th century Bolero

georgia
DANCE INSTRUCTION:
Marta Cid (Atlanta)

florida

CENTRO ESPANOL RESTAURANT features Los
Chavales de Espana with dancers Orlando
Romero and Micaela. Shows at 1:00pm daily,
9:00pm Fri. & Sat. 3615 N.W. South River Dr,
Miami.

1A ALHAMBRA RESTAURANT presents Leo Heredia,
guitarrista/cantaor; two shows nightly. Coral
Way at S.W. 88 Ave., Miami.

EL CID RESTAURANT & LOUNGE now features
dancers Ernesto Hernandez, La Chiquitina, and
Rosa Martha Baez; guitarist is Chucho Vidal
and cantaor is Miguel Herrero. Two shows
nightly on Le Jeune Rd. one block from W.
Flagler St., N.W. Miami.

404-993-3062










