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March to a different strummer—
The 1988 Marching

Guitar Orchestra

Cedarfest wouldn’t be complete without the
West Bank School of Music's Second Annual
Marching Guitar Orchestra. Last year 225 gui-
tarists braved sunny weather to march, play and
sing in almost perfect unison. This year join the
festival that celebrates the cultural vitality of
Minneapolis' West Bank area. All vou need is a
guitar and a strap, an acquaintance with the keys
of D and G. You're welcome no matter what
your picking, strumming or marching styvle,
whether acoustic, electric (with portable ampli-
fication), or dobro.,

On August 21, Marching Guitar Orchestra
members assemble &t Augsburg's Murphy Park
by 1 p.m. for orientation, T-shirt pickup, section
assignments and rehearsal. The orchestra will be
directed by staff members of the West Bank
School of Music, We'll march the streich of
Cedar Avenue from 6th Street o Seven Corners.
It's a chance to meet other guitarists and perform
with some of the area’s best guitar players, so

dust off your Harmony, tune up vour Gibson,
strap on your Martin and join us August 2 1st!

Registration:

By mail to West Bank School of Music, 1816 6th
St. 5., Mpls., MIN 55454; 333-6651.

In person, at West Bank School of Music by 8
p.m. August I8, or at Augsburg College on
August 21, 11 a.m.-1 p.m.

Fee:

%5 in advance or for WBSM members, 36 on
day of event; includes T-shirt. §2 registration for
those wearing an MGO T-shirt. All proceeds
benefit programs of the West Bank School of
Music,

Benelits:

Participants receive a 3-color Marching Guitar
Ovchestra T-shirt. Guitar case check-in provid-
ed at Augsburg (label case with your name). Str-
ings, straps and repair available at registration
ared. Parking at Augsburg, Fairview/5t. Mary's
Hospital lots.

« « « AND DON'T FORGET . . . The MGS Picric [see arti-
che below) will follow this event to round out the after-
noon of fun!

New and improved ... MGS Pienic Aug. 21 4 p.m.

Last wyear, as 225 puitarists marched down
Cedar Avenue in the West Bank School of
Music's Marching Guitar Orchestra, a few miles
away &iX or seven guitarists attended the Minne-
sofa Cruitar Society's 2nd annual *““Picker's Pic-
nic,”" This year, in a stroke of genius, the picnic
will be held at 4:00 p.m., August 21 in Murphy
Park on Augsburg Campus, just in time for the
hundreds of hungry guitarists finishing the
parade. Hot Dogs, pop, chips and dip will be
served and we ask members and parade partici-
pants to bring potato salad, baked beans or any-
thing good to eat to add to the festivities. We'll
keep the energy of the parade going by encour-

Last year's picnickers were outwardly hostile MMMMIMMMI

aging continued puitar playing. This probably
won't be difficult considering last year's parad-
ers jammed on V'Louie, Louie™ for about 45
minutes. Perhaps we'll break into stylistic
groups, le’s say: jazz, folk and classical. Im-
agine 37 choruses of *“All of Me,”” endless ver:
sions of “*Freight Train™ or 33 guitarists simul-
taniously plaving Etwde No. 1 by Villa-Lobaos.
The possibilities are endless. The picnic will
conclude when peoples fingers begin to bleed or
when the food runs out, which ever comes first.

If you would like to help as a member of the pic-
nic committee please call 333-0169,

- ]

had missed the Marching Guffar Orchestra by attending the MGS picnic. Some attendees were

reported to be in therapy for months afterward coping with the tragedy of poor picnic planning.
“Never again,” a board member promised, “1 won't go through another year of hell because of

ouwr thoughtlessness. "

1988 Jazz Composer Series

The West Bank School of Music’s Jazz Com-
poser Series continues in October and Novem-
ber with five weekly concerts at the University
of Minnesoa. Mow in its fifth year, the series
enables emerging jazz composers to perform
original works in concert. Each chosen com-
poser receives $125 and performs either solo or
as leader of a group. This year's catagories:
Soloist—any instrument, will play a 35-minute
set of original music. Vocal Ensemble—any
combination of voices and instruments up to five
performers. Instrumental Ensemble—any com-
bination of instruments up to five performers.
An ensemble will perform an entire one-and-a-
half-hour concert of original music. Composers
of all types of jazz and related new music may
apply. Application/information sheets will be
available after May 20 through WBSM. Apyli-
cation deadline is July 15, Funding for this
year’s Jazz Composer Series has been received
from the Jerome Foundation. FFL: Warren
Park: T29-0711.

Previous Jazz Composer Series are running
through spring and summer on cable community
access channel 55 on Minneapolis cable TV
(Rogers). Each show is Thursday at 8 p.m.,
repeated Friday at 9 p.m. from April 21 through
August 12. Hope you can tune in,
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Live Blues and Roots Rock & Roll
AN INTERVIEW with CHARLIE BINGHAM

Charlie Bingham, recent winner of the Minnesora Music Academy Best Blues Ehiarnst g
Best Rock guitarist awards, is the guitarist for the Hoopsnakes, a local gquarter {other
members include Bruce McCabe, Jim Novak and Sieve York), At an carly ape Binghamn
became a member of whar he called the "Blues Club' of the Twin Cities. The fallowing inter-
view was gleaned from his conversations with our Blues/Roots reporier in early May, 1988,

by CHARLIE LAWSON

Guitarist: How long have you been at it?
CB: 17 years.
Guitarist: How did you begin playing guitar?

CB: Professionally, I've been playing for 17
vears. | got my first when [ was 12 or 13. [ was
the rhythm guitar player and lead singer in this
hand in Detroit, It was in 6th grade, we did all
Yardbirds. Animals and all that kind of souff.
How 1 started playing was that my brother Bob
started playing first, and T saw his electric guitar
and thoughe: I have o have ong,”” It was that
sort o routine.

Guitarist: Were you of that peneration that hear-
ing the British blues plavers turmed you on to the
American blues players that they were emulat-
ing? Did Bob help in that process?

CB: Yeah, I found that out for myself because |
bought all those John Mayall albums. Then my
brother pointed me in the direction of the black
Blues players and | then started listening 1o Louis
Meyvers, Robert Jr. Lockwood. Albert Collins.
Albert King, B.B. King. Freddie King. . . I've
always had a strong thing for Freddie King.

Guitarist: Describe your style of playing.

CB: Well. the rock players think I'm a blues
player and the blues players think I'm a rock
player. 've gor real strong roots in blues bt
then, om the other hand there™s a lot of rock that 1
hke w listen w. .1 don’t get into oo much of
that elitist astitude aboul purism because, you
kmow . you know I was born in the suburbs and
so | jusi relate to what T was listening to as T grew
up. 've Tound it"s real imporant not to close my
mind off 1o other kinds of music,

Guitarist: Do you comsider vourself a bloes
player?

CB: I really don’t know how 1o answer that, I'm
not a blues player in the sense as far as the ati-
wde and mentality of somebody like a2 Cun
Obeda {guitarist for the Butanes), and T don't
mean that [to be] derogatory, vou know Cur,
that's his whole life, [ don't discern that much. |
prefer playing live Blues and roots Rock & Roll:
it’s fun. There is something abow Blues and
Rock & Roll, real Rock & Roll. that is timeless.
It will always be there when all the DX 7s are in
the garbage can, the Blues will still be there.
However, there is alot of contemporary music 1
like. You know, if yvou listen 1o David Gilmore
of Pink Floyd he just reeks of blees guitar all
over. He sounds like Albert King. It's all Blues

0 me.

Guitarist: Who are some of your current influ-
ences or favorite guitar players?

CB: My favorite guitar player 've been listening
to lately is probably Hollywood Fats.

Guitarist: God rest his soul. (Michsie]l Mann a/k/a
Hollywood Fats, 8 West Coast blues guitaris,
died of a heart attack on December B, 1987 a1 the
age of 32.)

CB: He could cover every style of blues from
defta 1o Chicago to Texas swing. He's great.
Listening to his albums is a potpourri of guitar
licks. I've been listening w Robert Jr. Lock-
wood & lot more. | bought a 12 «aring. We
bearned one of his tunes but it didn 't work out oo
well on the gig because it was oo jazzy,
Lockwood I really like because of his chording
ahility and what he docs with the Blues. Alber
Collins, I never get tired of listening 1w him.
Also lately 've been listening o Duke
Robillard, T think he s really good. And of
course there’s Robert Cray. Ron Thompson's
preuy wild.

Guitarist: Who are your favorite pliyers in town
and why?

CB: Curt Obeda, 1 just like Cunt's feeling and his
sound. T think he’s a real soulful guitar player.
I'm not good af deseribing technically why [ like
someone. | just like what 1 hear. James Smith,
(guttar with R-Section} he’s rcally hot. Tha
night at the Blues Guitarathon (Minnessta Blucs
Guitarathon, December 1987) | hadn’t heard
him for a long time and he was just killing. 1°d
like to say something abous Dun Schwalbe (pui-
tarist for Blues Deluxe) but T haven't heard oo
much. 1 like what I've heard of his playing bu
I've only heard them { Blues Deluxe) one nigh. |
wenl down and heard those guys and they sound-
ed good. He knows, he plays in thin syle 1 like.
He's different than Curt in that he plays maore of
the Robert Jr. Lockwood harmonica bascd siyle
while Curt pliavs a little more of the R & B, (Ed.
mite—Charlie also mentioned Kent  Duchane
and Roy Alstad as other favorite local Blues pui-
tarists. singling out Duchane for his slide work )
| don’t know really who else because 1 don't pet
ol andd listen all that much, which | should da.

Guitarist: What, you don't take your nights off
and go o a bar?

CB: ilaughs) Yeah, if I was drinking | probubiy
would but T don’t drink anymore.

Guitarist: What do you think of Steve Tibbess
Maving?

CB: 1 really huven't hewed that much to comment
on thad s all. Our siund man works with him
abod . he's poing o Rome with him next week, It
soumds interesting what Cody™s wold me where
he punches hodes in the master tape and does
weird stulft. I'd like w bear some of i,

Guitarist: Have you heard. say. Run Westy Run,
Husker Du. Seul Asylum. the Replicements?

GB: 1 like some of the Replacements 1've heard.
When | heard Husker Du's **Warchouse™™ al-
bum (Warchouse Sonps & Storics, Warner
Bros., "B7) 1 hked than. 1 was shocked when |
heard it. 1 hid only heard them once before and
that was yeuars before, The playing wasn't as
gownd then and when T heard that album © though
M WiEs e

Guitarist: How many guitisrs do you have?

CB: Oh posh. . .1 don’t know, abot 5 or 6,
think.

Guitarist: Which one is your favorite?

CB: Well. right now I'm using a Telecaster with
Tele replacement EMG pickups in it T went
hack 1o wsimg a simpler set-up. 'm using Fender
Super Reverh ampes.

Guitarist: | was poing w wsk you about that.
When you were in Lamont Cranston you played
aStrul through Peavey solid state specials. What
cffects were you wsing then? Why did you
chamge from solid state o wbes at that poin?

CB: All sons of processing:, flangers, a big
churus echo and @ thing that’s called a Roland
Dimention-D, kind of a psycho-accoustic
defect, all sons of nonsense, but | had w use all
that stufl to make the amps sound pood cause
those amps are just so dry sounding, no warmth.
Adier Fehi the Cranstons | used them a while in
the Bingham-McCabe Band [Bruce McCabe,
whir plays with Charlic currently in the
Hoopsnakes|. but decided 1 wanted something
with a warmer, natural sound so 1 went to the old
Fenders with Telecuster. | found the stock Tele
prckups had a litle wo much bite so 1 tried the
EMGx and they were quicter and a lot smoother.
When Bruce and 1 stamed the thing at the Five
Corners Bar 1 was wsing a little Fender tweed
twin pre-amp with a single 15" in it with the
Teles but then | needed more punch so T went 1o
the Super Reverbs,

BINGHAM ! 4
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Guitarist: Do vou use delay?

CB: Yes, I use a linle delay pedal and a tube
screamer . . . for that Rock and Roll sound that
the kids love so much (laughs).

Guitarist: Can you talk about performing live
with vintage verses modemn cquipment? Was
there a difference in those two bands that
necessitated you change?

CB: Yes, the solid state stuff you can get the real
Heavy Metal sound out of it and it has the long
sustain. It sounds like a thousand pound bumble-
bee. Vintage is cleaner sounding. Even if T went
back to another rock band 1 would use what I'm
using now. Those amps can be kind of temper-
mental cause they're old amplifiers, 20 vears
old, Tube amps, you've got to be on top of them.

Guitarist: Do you know the trick of partially dis-
connecting a tube?

CB: People do that with Marshalls. Marshalls
will have 4 wbes, EL-34s, vou disconnect the 2
on the ends. It gives you a distortion sound.

Guitarist: Were you playing a Charlie Orr guitar
for a while?

CB: Yes, Greg Nelson made that for me. T still
have it. It"s down in the basement collecting
dust, it's a sad story, just like Kenny Rogers
savs, I's a nice puitar and I still use . [ have a
d-track down in the basement, a porta-studio, ef-
fects and drum machines. T use it with those.

Guitarist: What other guitars do vou have?

CB: I have another guitar that Greg Nelson made
for me which is a beautiful 12 string/6 siring
double neck, all maple and African zebra wood
and gold hardware; bt I don't use it on the gig. 1
Just recently acquired a really cool Bellzouki 12
string from Pete's Guitars (a St. Paol puitar
shop, specializing in vintage instruments). It's a
Spock guitar. It's killing and it sounds preat and
it plays great and I'm going to try it periodically
on the gig. Then I have my Strat which is kinda
hacked up and I have 3 Danclectro lipstick tbe
pickups that I'm going to put in it. I need a de-
cent slide guitar. I've been using that Sears Sil-
wvertone for it and I reallv like the sound out of
those lipstick pickups but 1 need a better guitar to
put them in 5o I'm going to use the Strat for that.
I also recently acquired an old "58 Fender lap
steel which I've been tryving to figure out how to
play. It's a & string Hawaiian steel. It came with
a tripod and all the original slide bars in the
tweed case. It's pretty neat.

Guitarist: Are you working with different munings
on it?

CB: I've just been working with the D tuning.
I'm going 1o get Joe Savage to give me some
lessons.

Guitarist: Let's talk national guitarists. How do
you feel about Robert Cray? What is he doing
that is special?

CB: I love Robert Cray. We opened up for him

when we first had the Hoopsnakes together at the
Cabooze. He blew me away. When [ saw his

show It was s0 laid back and his singing is so
good. His playing is real soulful, he doesn't have
o play bowd, his phrasing is good and he has a
great band, a great thythm section and that"s the
battle there. He's slick but smooth. He doesn't
have o come out like gangbusters. He comes out
lard back and he had me hooked.

Guitarist: On the other end of the spectrum, what
about Prince?

CB: I think he is a very creative person. I think he
is @ pood puitarist. T don't particularly like his
sound. I's a little woo fuzzy for my tasies, but [
like his playing. The grooves are real close o
James Brown.

Guitarist: What do you think of Los Lobos?

CB: Love 'em. They are one of my favorite
groups around. Those guys are good. They
cover all different styles but it sounds like they
are all in their realm. They can do anything.
They have the variety and still sound like them-
selves.

Buitarist: You have backed quite a few Blues
legends and roots Rock legends, could you rell
us who and how those expeniences went?

CB: Bo Diddley was great. He was singing a
bunch of dirty songs when I was playing with
him. He had to stop doing them after a while. He
had one called: *“You'd Better Stop Her Before
She Bites My Whopper.™ Oh, he got some peo-
ple ticked off. Well then there was Big Walter
Horton. That I would sooner forget. That was
real difficult for me. He jumps time and had all
this liftle sign language going on but 1 didnt
understand what the hell he wanted. Some of
those guys you have to play with for a while o
know what they wamt.

Guitarist: The late Lazy Bill Lucas [local long-
time Blees pianist] was influential in town 1o
many musicians and he jumped time. Do you
think that is an older stylistic trait?

CB: You anticipate. Mojo would jumgp time., It's
funny, I don't think it is intentional . 1 don’t think
it was with Mojo because it would vary from
night to night where the time would jump,
nothing against Mojo, you know those guys just
pMay what they feel at the time. John Lee Hooker
jumps time. You listen to some of his records
and there will be, you know, 11 bar Blues
(laughs).

Guitarigt: What combos have you been in?

CB: Lamont Cranston. Live Bait with my
brother Bob, Chuck Emick, Kent Duchane and
Slim {Lynwodod).

Guitarist: Was Kim Wilson in that at all? [Kim
Wilson, lead singer and harmonica for The Fab-
ulous Thunderbirds)

CB: No, that was Aces, Straights and Shuffles
(that Bob played in). | played with Mojo Buford
for a period [local harmonica player|, When I've
stayed with bands, 've stayved with them for a
fairly long time. [Then the Bingham-McoCabe
Band and now the Hoopsnakes] The Cransions.
I was with for maybe 10 years.

Guitarist: How would yvou describe the Cranstons

mmusic?

CB: An R&B Show band, Rock & Roll routine.
It was fun. I did have a good time.

Guitarist: That level of touring and professional-
ism must have taught you a bot.

CB: It really helps wo tighten a band up and
teaches you how to be consistent when vou're on
the road. It helped me. You know, we went
through a lot in that band with a friend dying,
record deals and just all the stuff that every other
musician has probably been through who has
been around for a while. It just aught me one
thing: don’t get your hopes up too high about
anything "cause they are going to be let down the
next day. Now, just enjoy what you are doing for
the moment and if you don't get that big record
deal or whatever and if you don’t put all your
happiness into that stuff, then big deal, you're
still happy and you still have your gig. You're
still playing.

Guitarist: Let's talk abour some technical things.
How do you play slide?

CB: With a glass or a steel slide. Glass ones have
a tendency not to make as much string noise. |
usually tune to 2 D tuning,

Guitarist: Do you mute with your fingers or with
vour hamd?

CB: I mute behind. I dampen the strings with the
finger behind the slide, but when you're using an
open tuning I've found that it's not as critical,

Guitarist: Bending”
CB: I bend up. Sometimes I'll pull down, very
rarely.

Guitarist: Do you do a lot of pull-away?

CB: Sometimes ves, finger taps, irills yeah, I'l
do trills and pull-aways. Once in a while I'll do
finger taps but I don't like to get into that wo
much because there are kids who are 16 years
old that can just smoke on that stuff and it doesn 't
redlly fit in the blues. (laughs)

Guitarist: What string gauge do you use?

CB: Right now I'm using the 9s through the 42
but I'm going to start using heavier strings. I'm
finding now when [ do more of the shuffles [ like
to have heavier strings. 9s are fine for bending,
We're doing a Gatemouth Brown tune called the
“Okey Dokey Stomp.*" That one I find I need o
use heavier ones on.

Guitarist: Do you do any finger picking?

CB: Hardly. I can do a linle Travis picking but
I've never sit down with somebody to show me.
It*s something 1'd like to learn.

Guitarist: How do you practice? Do you prac-
tice?

CB: (laughs) I've been guilty for a long time of
not doing much practicing. "Cause playing an
awiul lot, 4 or 5 nights a week, you don't feel
like practicing. But I've been getting a bug in me
Lately and sirting down and practicing for hours.
I put on a tape and start learning licks but also
I've been spending time with my 4-track on
BIMGHAM I &
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ideas, put on a basic idea with the drum ma-
chine. A drum machine is a great tool to have for
when you're by yourself. The Alesis [4-track
tape recorder] is an invaluable tool for guitar
players to have, It saves you time and allows vou
b0 Communicate your ideas.

Guitarist: Do vou run hand exercises for speed?

CB: When I warm up I'll do modal runs and my
sciles. I have a basic understanding of my
modes. I'1l mn diminished scales. People have
asked me o give them guitar lessons and 1 well
them no because I'm basically a street playver and
I don't know what [ play. 1 just start off with the
minor peatatonic scale which is pretty much the
basis of Blues guitar and work off it. I've got a
lot of bad study habits that | am now trying o
break. It's coming along.

Guitarist: Do you let your thumb overlap on the
neck?

CB: Usually I try not to and then [ use my pinky,
You know that’s a real common thing. I ry
keep it on the back. That's one thing that has
been pounded into me. When I was 17 or 181
was living with this friend of my brother’s in
Ann Arbor, an incredible bass player and it was
really funny, he'd make me siay, he taught me
all the modes and wouldn’t let me leave the
house sometimes. 1'd go ‘come on let’s go down
to the bar” and he'd say “no, I think we'll prac-
tice our modes and then we'll go over a few
changes’ (laughs). He was a big help with me.

Guitarist: How do you compose?

CB: It depends. I get an idea when I'm driving in
the truck, or before 1 go to sleep, when vou're in
that alpha state (laughs). All of a sudden vou
start getting wleas. I have a guitar by the bed
now, I"ve got to play it immediately or else |
won't remember it the mext day. If it’s more
complicated, T'll put it down on the casscitc
player. [ don’t like to pat a rule on it. If I don’t
have an idea I don’t pick up the guitar. [ dontiry
to force anything because it doesn’t work.

Guitarist: Why don’t you sing?
CB: Because [ can'r.

Guitarist: The Twin Cities has had a strong blues
scene since the "50s and earlier. Because you've
grown up on this scene, what is your perspective
on local Blues and Rock guitarists?

CB: I think it’s a healthy scene. As far as any-
where else in the country, you can make more
money playing bars in the midwest, especially
Minnesota. The only trouble with Minneapolis is
that its like a lindle oasis in the middle of no-
where. The west bank has opened up again, it
seems. It was dead for a while. Iis like in the
summer time you walk down Cedar and there's
music coming out of the bars and its great.
Tou've got the Five Corners, the 400 and a guy |
know may buy the Triangle, tum that into a
Blues club. Iis neat what is happening down
there. Its like the scene that was going on there
quite a few years ago. Everything was kind of
closed up for a while and now its happening.
Again.

Guitarisl: Do you think the caliber of guitarisis
here is of a national standard? Do you feel that
the audiences here take for granted whar they
have?

CB: I don’t think the audiences take anything for
granted here. I think its a real appreciative audi-
ence. The Blues in this town has been really
overiooked, By any national standard [ think this
town has a great Blues scene.

Guitarist: What were your favorite best and
worst performances?

CB: 1 guess my favorite performance, 1 hate to
use that word, the favorite time [ had playing . ..
it is something that happens once in a while that
can't really be explained when you're playing,
Its like you are on a roll, you're not thinking
about what vou are playing. you feel good,
MUSIC 8 coming out, you're nol anticipating
what you are going o be playing next, it just
comes out. You get this feeling inside, a nice
feeling like ‘wow where's this suff coming

: ;ﬁ'é
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from?” and then once you stan thinking about it
you lose it. (laughs)

Guitarist: Where does it come from?

CB: I can't explain it. Its a feeling, and the music
is just coming out and it’s not planned. Tts like
everything is hippening in the moment and its a
great feeling. It's just a rarity. Maybe some peo-
ple can relate to it. It 15 just one of those things
that happens. For me, it hasn't happened that
often. You're playing and you're smiling and
you've got your eyes closed and you open your
eyes and everybody in the place is smiling. Its
honest. Tts honest at that point, there's nothing
pre-meditated about it

Probably one of the worst gigs we had was play-
ing with Molly Hatchet. [ got hit in the head with
a beer bottle, They didn't like us. We came out
and they were waving the stars and bars flag and
drinking Jack Daniels. We come out and Pat's
{Hayes) got his baggy suit on and greased back
hair. .. they didn't care for us a hell of a jot.

Charlie was a judge at
the Knut Koupe Best
Rock Guitarist contest
held at the Cabooze Bar
April 25th. The other
judges included Dean
McGraw, Dez Dicker-
son, Scott Yoho and
John Domagall. We
asked him what he ex-
pected, what he heard
and what it was like. ..

Guitarist: What do you expect to hear tonight?

CB: I don’t want 1o say; (laughs) when they ask-
ed me to do it, | asked, ""Am I going to hear
10,000 Eddie Van Halen clones?” and they said
this nme no, it"s 8 lat different this tme.”"
Don’t get me wrong, [ like some Heavy Metal.

Guitarist: (2 weeks later) Well, what was it like?

CB: Fun! Good, louder than Hell. They used 12
Marshall stacks.

Guitarist: How does the voting work?

CB: There were over 25 players. You vote on a
scile of 1o 100 You vote on stuff like composi-
tion, stage presence.

Guiltarigt: Who did you like?

CB: The guy who won was named Greg Herz-

niach. One guy [ liked was a guy named Dave

Wing. He was a Rock player. He used no distor-
BIRGHAM i £
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tion and played more of that country swif, He
was good, tasty. He had some roots, he laid
down a feel. There was a guy (Rick Marcel) who
was really good too.

Gultarist: How many recordings have you done?

CB: How muny albums? We did some songs on
that “*Bar Wars'" (compliation on the Warer-
house label) LP. There was ““Up From The
Alley™ the Cranstons, Waterhouse, “*Shake-
down'" was Waterhouse and then that went to
RCA and then we recorded an album with RCA
which never got released, thank God.

Guitarist: You've got & new album out. What is it
citlled?

CB: Hoopsnakes.
Guitarist: What label is it on?

GUITARJAM

by SHARON ISBIN
Guitarjam . . . an historic affering. .. the firss

public radio series to concentrale on the musical
influences of this country 's most popular musical
instrument!  Guitariam will be broadeast on
Mondiays in August ar 7:00 pom, on KSIN.

What does a flamenco guitarist playing in a
sixteenth-century  Spanish courtyard have in
common with a lutenist playing Bach in a Ger-
man roecoco palace? Or an electric s guitarist
with a fifteenth-century oud player? These and
many other questions have long fascinated me
since | began touring in different paris of the
world and observing how the guitar has figured
in varied cultures. Within the context of a com-
pelling musical and historical journey, Cuitar-
Jjerm unlocks these mysteries.

You can imagine what an exciting challenge it
wis 1o capture the stylistic diversity and unity of
the guitar world when creating American Public
Radio's Guedtarfam series. My first experience in
formally presenting a mixture of eclectic styles
happened in 1985 when 1 directed Camegie
Hall's Guitarstreamn International Festival, Fifty
performers from all over the warld participated,
and we heard many varieties of guitars, lutes,
ouds, banjos, dulcimers, and dobros, as well as
accompanying singers, bowed strings, and per-
cussion mstruments. But it was not until taping
the radio series Ghitarjam that it became clear to
mic how the guitar’s rich history and adventurous
present, and the performers” abilities o impro-
vise spontanecusly and imaginatively could cre-
ate wnigque collaborations that would fll the
studio with a genuine spirit of discovery, pas-
sion, and jov,

Something new was born in each show. 1'
never forget, for example, the day that Carlos
Barbosa-Lima and I recorded the First Guirar-
Jam program, *“Joumney Through Brazil,"* with
d percussionist from the Amazon, Thiago de

CB: The Hoopsnakes label. We just did it all
ourse]ves.

Guitarist: What do you think of guitarists who
don’t do ensemble work but play solo guitar such
s classical guitarists?

LB: Classical guitarists? I have a lot of respect
for thern. That's a different thing to do. For me it
would be hard 1o go out there. You have to have
a lot of guts to do something like that, T have
respect for that because it tells that the person
can sit down and work his craft for hours and
hours and come owt by himself and do something
and not have anyone else o lean on. The only
PErson you can count on in that situation is your-
self. That's hard because you've got 1o be on all
the time.

Guitarist: What advice would you give young
guitarists who are serious about playing the kind
of music that you play?

Mello, Thiago had brought along an assoriment
of instruments which looked like they belonged
in 4 menagerie or an amory—from toroise-
bodied drums to the bow-and-armow-like berim-
ban. We were recording Antonio Carlos Jobim s
O Boto, a haunting piece which evokes the dense
tropical jungle of the Amazon, and the myriad
strange, colorful birds and four-legeed creatures
which inhabit it. Wizard that he is, Thiago man-
aged at least three or four of those instruments at
once (imagine several whistles in his mouth and
a drum at each palm), but that was still not
enough for the whole jungle. So we suggested
over-tdubbing. Having laid down our initial
track, Carlos and T stepped into the recording
booth with the engineers, our producer Shirley
Ford, and host Alvin Epstein, The tape started.
Our skin began to crawl—Thisgo was pos-
sessed, a demon in a trance flailing about from
one gourd to another, If was as if this music
reached far back into the primordial origins of
consciousness. We stood transfixed, pierced by
these magnificent primitive, almost unearthly,
“ur” sounds of life—the sounds of & culture
which had given birth to Nazareth, Villa-Lobos,
and ather great composers.

Another beautiful memory lingers from the tap-
ing of the next show, “Spain and the Gypsy.™
Flamenco guitarist Paco Pena had walked in just
as the Sephardic trio Alhambra finished playing
a song from fifteenth-century Spain. Since this
richly embelished Spanish music with its Moor-
ish roots served as a precursor to flamenco, we
asked Paco if he had ever improvised with an
oud (Persian lute) player. He hadn't, and bath he
and George Mgrdichian, Alhambra's oud play-
er, thoutht it was a great idea. What emerged —
an cxtraordinary, virtuosic fusion of musical
styles and cultures—is indescribable. After this
music feast and an appearance by flamenco
singer El Chaparro, the strumming techniques
and Spanish passion heard in Andres Sepovia's
solo arrangements of Turina and Albeniz fol-
lowed naturally, as did the Andalucian, gypsy
spirit of Manuel de Falla when violinist Nadja
Silerno-Sonnenberg joined me for the fiery
finale.

CB: I don't really feel like I could give advice to
anybody . Listen to where it staned, even if you
don’t want (o play that way. It gives you the basis
of learning and thats the foundation if you want
tor gov off into playing Rock, That gives you that
foundation. It gives you that feel. But I can't say
what works for other people.

Guitarist: How do you feel being interviewed by
a magazine hike The Cuitaris?

CB: Intimidated. I like your publication. It shows
that this town is actively involved with musi-
CLans.

Charles Lawsor s @ member of the Board of
Lhrectors of the Minnesora Guitar Society for
whont he produced the Blues Guitarathon in
December, 1987, Mr. Lawson is a freelance
writer, bues booster and guirarist with a very
strange band colled " "The Naturals.™

In Cuirarjam #3, Paul O'Dere carried us hack
o an ancient Venetian court with the delicate
strains of his renaissance lute. As he negotisted
the intricate ormementation which flowed effort-
lessly from his instrument, the spirit of improvi-
sation one finds in jazz was very much alive.
When Paul played the baroque lute, we heard the
same dark and subtle timbres which inspired
I. 8. Bach to write his four famous *‘Tute suites.*"
These suites, like the Brazilian samba and many
American jazz wnes, draw upon dance rthythms
of the time. Kevboard anist Rosalyn Tureck
joined me w discuss the complexitics of embel-
lishment, fingering, and interpretation involved
in transcribing this music for guitar, and the dis-
coveries our work together has produced over
the years. And when Michael Lorimer played
the baroque guitar, we were not 50 far from the
crowded, smokey jazz clubs of New Orleans.
He likened the Folias and Variations that he per-
formed 10 a kind of eighteenth-century blues
whose repeated chord patterns create the foun-
dation for all the variations, each of which ex-
presses a different emotion.

That reminds me of Odetia’s unforgentable jam
in the next Cuitariam show. When she entered
the studio, Doc Watson and Jean Redpath had
already performed, and Cynthia Sayer’s Crazy
Rhythm Trio was in the middle of Memphis
Blues. Utterly taken with the group, she began to
dance about humming with the trio. [ asked if
she wanted to sing something with them; they
settled on three songs, including two gorgeous
Southern hymns. In one of them, Odenia’s voice
ook on a celestial, cther-wordly quality 1 had
never heard before, Apgain, we were all trans-
ported—this time, to a hat, sprawling plantation
in Greargia, 150 years ago. Life was brutal then,
but the slaves still proclaimed 1o the heavens a
beauty, hope and dignity which transcended the
pain and suffering of their daily world. Moved
by this music, 1 felt panticularly inspired while
playing one of the ballads of the Black Decam-
eron, which was written for me by Cuban com-
poser Leo Brouwer and is flled with African
raythmic, melodic and antiphonal influences. It
GUITARJAM I &
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Everything is in for Jeffrey Van

by JACK EL-HAI

Jeffrey Van has no idea how many people have
studied classical guitar with him. *'Oh my
od! ™ is his response when asked to estimate
the 23-vear figure. Of one thing, though, Van is
certain: “*Not only do very few of those people,
if any of them, play like me—they don't play like
gach other, They all play like themselves, What [
seem to be able to do is get people to play the best
they can play—the way they're supposed to
play. using their natural talents and how they
approach the mstrument and the music.™

The distinct plaving styles of Van's former
students—who include Sharon Ishin and John
Holmquist—are no accident. A member of the
affiliated music faculty of the University of Min
nesota since 1966, Van has developed a teaching
method that can only be described as an ani-
method. ““As far as I'm concerned,”” he says,
“*‘nothing is ever ouwt, everything is in. The only
thing that's out is what doesn’t work for a given
individieal "

Throughout it all, Van maintains a busy career
as @ performer and composer. In addition to solo
appearances with the Saint Paul Chamber Or-
chestra, the Minnesota Orchestra, the Pro
Musica Chamber Orchestra of Columbus and
the National Gallery Orchestra in 'Washingion,
he has performed recitals at Carnegie Hall, at
Wigmore Hall in London and all over the U.S.
Since 1967 he has premiered no fewer than 36
s0lo and chamber works. His cataloguee as com-
poser includes works for guitar, chorus, solo
volce, chamber ensembles and a suite for solo
vinla.

It comes as a surprise, then, to hear him wish he
coulld do more. **I wish [ could do everything at
once like some people seem to be able wdo. . ..
When I'm writing a piece, that's all T do—I
might not pick up the guitar for teo weeks. IF1
have concerts to play, then I'm not writing any-
thing—I'm just concentrating on that.,”” His
duties with stedents also claim his time. “‘If
they're all busy and working on various pro-
jects, vou get involved with therr lives, in their
careers, in their next steps, in their repertoire,”’
he says.

One challenge in teaching gives him the greatest
satisfaction: appraising the student’s playing and
pinpointing ways to fine-tune it. "“For me to
make a radical suggestion about somebody's
technigque, I have to watch them play a lot to be
convinced, so 1 can convince them that this
change is going 1o be in their best interest. After
all, they've been playing their way a while—it
seems OK to them, right?™

His poal as instructor is o help students find
their own unique solutions 0 performance prob-
lems. His approach, then, is **if it works, do it.
If it doesn't, let's keep looking."” Once students
with a solid technique have embraced that ar-
tude, he says, “‘they're in the position to evilu-

ate new keas, iry new approaches without los-
ing their own technique. "

Teaching forces Van to examine his own playing
in a way he's not accustomed to. **One of the
hardest pars of teaching for me 18 going over
things that I know instinctively from so many
vears and don't think about anymore. And sud-
denly you have to think about them in order to
get them across, . .. When you have to constantly
analyze what you do 5o you can explain it, that’s
difficult.*"

It was instinct that led Van to the guitar when he
was nine vears old. Without any exposure o the
mnstrument, he says, “'T just decided | wanted to
play the guitar. . .. My first instrument was pret-
tv unmanageable—steel strings very high off the
fingerboard. I strummed with a pick and ok
lessons from somebody about where some of the
notes were, And I was very unhappy with
that....1 realized this wasn’t what I had in
rruind. "

A music shop on S¢. Peter Street in downtown
5t. Paul, il window filled with freted mstru-
ments of all kinds, caught his eve, He began tak-
ing classical guitar lessons from its proprietor,
Albert Bellzon, whose mstruction stressed
results and musicality over method—which later
shaped Van's own teaching philosophy.

At that time, classical guitarists were rare. When
# chamber group needed a guitarist to fill a part,
"l was the obvious and sometimes the only
choice,” Van says. **So very early on, I got into
that part of music making, which was terrific
and ope area that classical puitarists tend often
not to get into."”

Van earned a B.A. from Macalester College and
received the first Master of Fine Arts degree in
guitar awarded by the University of Minnesota.
Along the way he atiended master classes of

Andres Segovia and Julian Bream. Always
interested in guitar societies, he became a
charter member of the Guitar Foundation of
America, where he recently completed a three
yedr term on the board of directors.

Van believes that groups like the Minnesota
Guitar Society must reach out to a broad range of
guitarists, "“The narrower a society gets, if
seems, the surer is its demise,”” he notes. Socie-
ties should actively commission new works for
puitar “‘because it puts the interest in several
arcas—it gets composers interested, it provides
new music for guitar playvers, and it gets the
society to link with other organizations like the
Minnesota Composers Forum. ... That's been
the biggest problem with guitar—the image it
has of isolation."”

More than any other arca guitarist, ¥an has
worked extensively with composers, many of
whom initially have trouble writing for guitar.
“You show them a Villa-Lobos etude, and the
page is black, for heaven’s sake. They say, “You
can do anything on the guitar! Look at all those
notes, look at all those accidentals!”"” Compared
with other instruments, composing for guitar **is
a lide more difficult, less predictable—what
looks possible often isn't. And what looks im-
possible is often a piece of cake. It's hard for a
composer to realize why that's so and what to do
about it."’

JEFFREY VAN o B
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Flamenco

by GREG WOLFE

When Creirarist invited me to write an article
abowt flamenco, I thought I would write some-
thing humorous about flamenco myths. How-
ever, [ soon realized that it could be pointless,
due to the lack of knowledge people have about
flamenco in general. So, I've decided to talk a
bit abowt flamenco, specifically flamenco
Euitar,

Flamenco is the folk music, dance, and song of
southern Spain. It is often compared to jazz and
blues, and with good reason. Flamenco was
more or less born owt of the oppression of
Arabs, Jews, gypsies, and other such types of
people that didn’t **fit in"" with the guidelines
of the Spanish Inquisition. These undesirables
mixed together and sang their blues (flamenco
style) and this was, of course, quite emotional.

Each rhythm in flamenco expresses a particular
emotion. Some of these are obvious; loneli-
ness, death, lost love. Others are more subtle,
as emotions can often be,

While there are some songs that are sung in a
free form, usually flamenco is rhythmical and
percussive. There is a siructure for each
riythm and cues that the singer and dancer give
to let their colleagues know what they intend to
do; such as, starting, stopping, changing
rhythm, etc. It is quite possible to have a singer
from Madrid, a dancer from Tokyo, another
from Berlin, and a guitarist from Tulsa, put on
a decent show without rehearsing—providing
that they all know their craft.

Now, one may wonder why there is all this talk
of singers and dancers. It is impossible to talk
about flamenco guitar without mentioning
these two other elements. Flamenco began
(roughly) in the 16th century, with the song,
then dance, then guitar. More imponantly, fla-
menco guitar was only used as accompaniment

to these other elements until the 1940's! The
cante (or song) is considered the most impor-
tant element in flamenco. Outside of Spain its
effect is usually lessened since people may not
understand the language and relate more to the
visual of the dance or the music of the guitar.

A large part of the beauty of flamenco is in
these three elements working (jamming) to-
gether. In all sincerity and objectively, I
believe that the guitarist has the most difficult
job of all, accompaniment. There is a grear dif-
ference in the Madrid style and the Sevilla
style. Furthermore, each village and town in
Andalucia (southern Spain) has its own style,
and then each singer and dancer has their own
personal style or “‘thing"" that makes it their
own. It is the duty of the guitarist to accomma-
date and accompany each one of these people (o
the best of histher ability, There are times
when one may not feel like doing that or styles
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Van keeps the fingerboard in mind as he ap-
proaches new music. “"As [ look through a
scores, [ see a lot of fingering—how would I play
that?—and evenmally vou have a theory how
you would. ... You're going to sec spots that
right away you know cannot be played: it just
won't work, you can’t reach it, or whatever.
You come to the point where the decision has to
be made about the practicality as opposed to the
plavability, the possibility. Sometimes, espe-
cially in guitar, less is more.”’

The spirit of a new piece is often not what Van
expected. Even composers known for bold and
bombastic writing, he savs, tend o write for
puitar "'a real introspective sort of piece that’s
out of step with what you thoughr their style was
and what they would be apt to write for the in-
strument. They often step out of character when
they write for guitar—they step into its char-
acter,”

Wan’'s future includes more of his own compos-
ing. ““And it’s not really a change of direction—
it's a direction that's grown,”” he says. Although
he's been writing music for 20 years, his outpat
has soared during the past five. Upcoming pro-
jects include a string quartet without guitar,
choral works and a **Vivaldi-length’” guitar con-
ceno, It just secms to increase in spite of me—
I never though of myself as a composer. ...1
don't have a huge pile of works, but almost
everything has been performed, some of it re-
corded and a number of them published. 1 feel
real lucky in that sense.”’

Writing for guitar presents its own challenges
for the master puitarist. "“It"s hard to divorce
yourself from the fingerboard and not just write
what fecls good for the hand and fall into cliches
that your fingers know too well.”* As for the big
solo guitar piece he someday hopes o wrile—
**it probably will take a kick in the pants from
someone who says, "OK, I°'m going to pay you
o write this piece and it has to be done six
months from now.™"" Such deadlines, he says,

“used to frighten me, but now [ know that that
will produce the piece: that’s the way things get
done. You might be writing it all in the last week
but, by golly, you're going to write it

Van says he has learned one important lesson as
a composer, performer and teacher: “*Find your
system and then explore other things, add some
things to it if it's helpful, use whatever you can
use, discard what you can’t, but don’t leave
whatever you do well."’

GUITARJAM .

was striking to me how music somehow unifed
all these compositions” tempestuous origing and
disparate cultures.

In the final show, Joe Pass, Larry Coryell, and
singer Janet Lawson heralded old jazz, as well as
the new jazz which continues to develop in our
time. And the boundaries of classical, Brazilian
hossa-nova and jazz all dissolve in the fusion of
Gueitarjam—a trio in which 1 am joined by Larry
Coryell and Lawrindo Almeida. Born in 1984 @
the Pepsico Summerfare Festival, this trio has
inspired me to explore the great diversity of the
guitar world, t expand my own horizons as a
performer, and o bring together artists who will
celebrate the diversity of an instrumemt which
has served for centuries as a voice of the people.

Stephen Kakos
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FLAMENCO

may clash somewhat—it can get rather compli-
cated; yet, it still works if everyone knows
what they are doing. One must, first of all,
know all the rhythms, forms, and the emotional
content of them, and numerous nuances and
subtitles that each rhythm has. Also, at some
point one has to learn Spanish and go o Spain,
to know what the singer is singing about and 1o
acquire knowledge first hand.

The point I want to stress is—that to be a fla-
mence guitarist one st know how to accom-
pany the song and dance. The renowned fla-
menco puitarist Sabicas once said that one
should accompany the dance for twenty years,
singing for twenty years, and then play solo. A
bit exaggerated perhaps, but quite truc in the
sense that, of the dozens of excellent solo fla-
menco guitarists playing today | there is not one
that 15 not proficient at accompanying dance
and singing; they have paid their dues, so to
speak. It is, in fact, impossible to play flamen-
co guitar without this knowledge, becawse the
clements are so inertwined. Being a forcigner,
the best way to have the rhythms ingrained (or
beat into your head) is to accompany the dance
for hundreds of hours until they become second
nature thus alleviating the burden of counting
beats in your head. Many people try o learn
Mamenco from sheet music or records, which is
really a waste of time (**No way Jose™"); unless
you re trying to cop a riff. | was extremely for-
tunate o have a knowledgable tescher, and also
the opportunity to play for dance cliasses, right
here in Minncapolis, of all places. Learning
accompany the singing presents a problem, as
there are few singers in the ULS. that know how
o sing properly. Again, a trip to Spain is @ must
and allowing yourscll to be put into uncomfor-
table situations in order w learn the crafi—
singers don't scem to have a lot of paticnce,
especially with forcigners.,

Musically, Ramenco guitar was fairly uncom-
plicated until recently. Being used solely for
accompaniment, guilarists used primarily ma-
Jor, minor, and phrygian modes. Techmically,

they used rather simple strumming, thumb and
index finger, and picado. As guitarists began to
play solo they adopted classical guitar tech-
niques, arpeggios, tremelos, etc., and further
developed thumb and strumming technigues.
Musically, flamenco has evolved “._ o go
where no man has gone before,”” especially in
the last fifteen years. This is largely due to the
death of the dictator Franco. Spain has explod-
ed out of the Dark Ages and has become ex-
posed to jazz, rock, South American, etc., and
naturally this resulted in a significant culteral
experience and evolution for all of Spain. This
happencd to coincide with the advent of Paco
de Lucia—truly a guitarist’s guitarist; a phe-
nomenon who [ would venture to say almost
single handedly (he does play with both hands)
turncd flamenco around. He names Jimi Hen-
drix as a large influence, and wherever he
travelled on tour he soaked up all that he heard,
culminating in a collaboration with Al di Meola
and John McGlaughlin, {1 might mention that
a% i result of the musical changes the song and
dance have changed considerably too).

Instruments like congas, clectric bass and
guitar, piano, svathesizer, accordian, flute,
oud, cte., have been added with excellent and
disastrous results, depending on the artists in-
volved. Some of it is quite good, exciting—on
the other hand there now exists “‘pop’ fla-
menco, commercial crap, Not to worry. There
still exists the primitive, traditional, folk ar;
yet there now exists experimental, modern,
and at times, “"fine art.”” Guitarists now have
access w modes and ways of playing that no
one would have dared to even think of, a mere
twenty years ago. At this point anything goes,
Az alwavs, it's a matter of taste. One muest still
know the basics, the tradition, where it comes
Trom.

The rhythm, emotion, and your basic, **What
is it you have o say?’ should always be
ilhered w0 and of greatest importance.

Now o address some of the myths, misconcep-
tions, and specifics of flamenco guitar. Many
people often confuse flamenco with Mexican
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music or classical guitar. (People have often
asked me o play *"La Bamba™ or asked, "'Did
I study with Segovia?'’). Mexican music has
practically nothing o do with flamenco, al-
though there is some Spanish influence, which
is a totally different thing. As far as classical
guitar, aside from =six nylon strings and some
similar technigues, I see nothing more in com-
meon than I would with any other style of guitar.

Many guitarists diversify and play various
styles, while others prefer to specialize and
concentrate their efforts in one particular area.
Personally. I find myself in the latter group,
althowgh 1 enjoy listening and dabbling in other
styles. At one time I put together a flamenco/!
fusion band that also played salsa, boleros, reg-
gae, and various other bizzare things. [ learned
a lot and enjoved working with other musicians
and their instruments, and would like to at-
tempt something like that again. However,
playing flamenco guitar well is incredibly time
consuming, learning to play for singers, danc-
ing, and solo.

There 15 usually a comment about flamenco
guitarists excessive use of the capo. Initially
this came about 0 accomodate singers and
mainiain a certain quality of wne. In other
words, if a singer wants to sing in C phrygian,
ong would put the capo on the third fret and
play in A phrygian, to produce a more “‘fla-
menco™" sound, and avoid plaving in positions
where there aren't a lot of open strings o be
used. My guess is that as guitarists began to
play solo they were reluctant 1o throw away
their capos and/or vsed them o achieve that
tonal quality that they found desirable.
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+ Professional musis instruction—guitar,
piand, bass, vocal

+ Amps, harmonicas, strings and things.

1312 5.E. 5TH ST in DINKYTOWN '
331-8893 Calf Us! l

' WE SPECIAL ORDER SHEET MLUISIC DALY

e i — —
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People that “do” flamenco are into rhythm in a
big way. Especially with the dance, it is most
percussive, with hand clapping, finger snap-
ping, and feet, of course. Unbeknownst o
many people, two of the more well known fla-
mence guitarists, (C.M. and M.deP.) are
frowned upon by “flamencoes’ simply because
they play out of rhythm—that is inexcusable, a
mortal sin.

speaking of rhythm somehow brings up finger-
nails, Some people assume that flamenco gui-
tarists have fingernails one inch long, Nails
vary according to preference. Those puitarists
that play for dancers tend to have their nails
fonger o allow them o wear down, be heard,
and add & dazh of percussiveness (o their sound

In this case one usually has 1o resort o using
SO CONCOCTion 1o prevent nail loss and avoid
severe blisters and bleeding. Krazy Glue, Lee
Mails, baking soda. tissue paper, airplane glue.
—it"s really incredible the lengths a guitarist
will go 10 1o preserve the all mighty nail.

What is really hard on nails is the strumming or
rasgucado, particularly when playing for danc-
ers, Itis also a technigue that is used when play-
ing for singers or solo. Usually this is done to
oain a crescendo, establish rhythm, or could
be another way of expressing emotion. Again,
each rhythm in flamenco has a certain feeling
or ““aire’" (air) about it that is difficult to learn
amd must be found, Good Namenco has this; so-
'~ %0 flamenco doesn’t. But they atill have
rhvthm

Another comment 1've received throughout the
years is about the tendency for people 1o think
that flamencoe guitarists know about ten chords,
It may seem %0 depending on the situation.
CUnce again, this has o do with accompanying
and tradition, which has kept the chordal struc-
wre rather simple. thus allowing the singer
more freedom of expression. Likewise in the
dance there are traditional musical phrases that
repeat themselves. All of this has changed to
some extent because of the modern school of
Rlamenco.

It is often problematic to write about a subject
where there is so much o say, and which con-
tains contradictions, unknowns, and many
‘rules’ that can be bemt and are undefinablc.
When one strives to do something the best they
possibly can, it is easy 1o become consumed,
obsessed., at times possessed. On the positive
side, this can create higher standards and an
mmmense amount af st for whatever me-
divm one chooses o work with, as well as
respect tor other genres, be it painting, writing.,
music, etc. | sincerely hope this anticle has pro
vided some understanding of flamenco and Ha-
IENCD guitar.

Crreg Walfe ix cnrremly residing in Minnedpe
s awnad U5 geairerrisg for Zorongo Flamenco. Peo-
e inrerested in further ﬁrl__?}ln.'r.la.'.'ur| cirrelerr
fenkearts oo el 87 7R A0

5th Intemt’l Guitar Week

From July Sth through the | 3th, the Guitar Divi-
sion of the University of Denver’s Lamont
School of Music will be hosting for the 5th con-
secunive year, the © Internstional Cuitar Week,™
Founded and directed by celebrated anis Ricar-
do Yznaola, this year™s event will foces on **The
Art of Writing for the Guitar,” with special
gucsts guiarisi-composer Jorge Morel and
Jarz-great Bucky Pizzarelli, who. wgether with
Iznuola, will be offering master-clusses and con-
CETTS.

Enrollment for performers and auditors is open
to all guitar enthusiasts. For more information
COntact:

I’ Guitar Week™

Lamont School of Music

T Montvies Blvd,

Denver, Colorido 30220

Phuwme: (3007 8T 1-6950, B7 1 -0400,
(- H e

YN AT IS DS AN

EvansMusic

2182 Third Street, Downtown White Bear Lake (612) 429-0236

Pickups &
Instruments + Signal Processing + Amplification = Your

| C.F. Martin Barcus-Berry
Guild L.A. Baggs
L Arrivea Martin (Thinling)
Taylor Passac
Kramear Shadow
Fender T.C. Electronics
Yamaha Roland
sigma Boss

Alsa: Keyboards and electronic drums by Roland, guitar amps by Fender,
Roland, Randall, GAK, AMP, Session

— Certified 5String Instrument Repair and Customization —

Prvate and Group Instruction in Guitar, Bass, Keyboards, Drums, Banjo, Mandolin, Fiddle
Rental « Sheet Music

EV acoustic
Renkus-Heinz message
Eden conveyed
Sunn 1o dozens,
Fender hundreds,
SCS ar

AB International  thousands.
Hartke

THE

HOUSE OF TRADITIOMAL MUSIC

MINNESOTA'S ONLY FOLK MUSIC STORE

GUITAR REPAIR

STEVIE BECK

G874 FENH AVE S0 mPFLS, M 55423

PICI0) PARLORY

Featuring

by

i812] B81-3308




12 JULYALUGUST 1956 M Minnesota Guitarist

Chord-scale Relationships
Dominant Sevenths
(for purpose of improvisation)

by MICHAEL BROWN

It is very rare when a song remains completely diatonic harmonically, from beginning to end.
S0, what I'm going to talk about 15 how (o find the correct scale, for improvisational purposes,
for non-diatonic dominant seventh chords. Specifically, secondary dominants.

Secondary Dominanis

When dominant resolution implies that a diatonic chord 15 a temporary key center, the implied
center is called a “*secondary kev."” The V7 in the secondary key iz called a **secondary domi-
nant.” In short, any chord may be preceded by “its own dominant Tth*',

Chords ey &7 C may

T = 5

L

Diatome -7

T,
gy YA ST TS T
p-v 07 e comai T
e - - = =

| |
(Dom. Resolution) C.ﬂnm Ea&thﬁﬂ‘)
EEmn&aﬁ Dominant PrI ey Dom i aonE

The arrow signifies Dominant Besolutions (Cadential or not). **The Secondary Dominant of
any of the above examples'” is abbreviated in the analysis by V7/ , the “Primary Dominant* by
VL.

Chord-scale relationships
=Secondary Dominants

The basic idea: Chord-scale relationships are the result of alterations forced on the preceding
scale by the actual construction of the chord itself.

In the example below the notes in the E’ chord arc E, G#, B and D. The remaining notes (F, A,
Cy are “filled in" from the previous © major scale. Thus, the resulting scale for secondary
dominant E" is E, F, G#, A, B, C, and D. Which incidentally is an “* A" harmonic minor scale.
So it could be said that a secondary dominant chord analyzed as V' /V1 takes a harmonic minor
seale from its intended tomc.

Follow the same procedure for the A’ chord and you will find the notestobe A, B, C#, D, E, F
and G, In this instance the resulting scale is a D real melodic minor scale. 5o it could be said that
a secondary dominant chord, analyzed as V7 /11, takes a real melodic minor scale from its in-
tended tonic.

MNow practice improvising over this chord progression,

—~—4 T Tlar o= M-T
c £ g O
L 1 i I :
e
LS ma) | 1A _Hars. minor W il i
g = ogpr 7 ATt
y A7 0-7 o7 e
i i = h I : - r_-F"FqI ‘EH’E"E‘EE“I.E
— ——* » —— 10 page. 13

TONY HAUSER

Classical - Flamenco - Latin
Guitarist

612-331-7788

118 Arthur Av. SE
Minneapaolis, MN 55414

Concerts, Engagements, Lessons

INTERWORLD TRAVEL

To Spain—London—Brazil—
Anywhere

Manuel Ramirez-Lassepas owner
1865 Old Hudson Road
5t. Paul, MN 55119
(612) 731-3486

Devenport
Guitars

Handmade
Classic, Flamenco,
Folk

(612) 757-1105
After 6:00 pm
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CHORD-SCALE :cn 12

Fill in the blanks to the following exercise.

sz of Bb
I? ”F—_H“_‘_-l ¥ r'—'-.:}_
D ? . Y = T Y
L7 g A cuer A =
b i
Y a4 ¥ r R

4) 5)

Michae! Brown is a graduate of the Berklee College of Music in Boston and presently teaches

guitar at The Studio Grand in 5¢, Paul,

M.G.S. CALENDAR

MUSICIANS: Call Scott Davies, 722-5526 to
submil calendar dates.

JULY

1 Jiom Ouska & Joan Grilfith widordu, Bobbes ne Pak,
WEL &30 pm, Taste of MN; Mike & Tony Hasrser al Fujts, Tpm

2 Jim Ouska & Joam Griffith Bobbies in e Park, WEL,
3o, Tase of K8 Milke & Toay Hauser 3 Fuji v, Tom

3 Jordu, ['Garzs, 5P, 8 o Tim Sparks wi/Mandala 2|
Dk, Teste of MY, & pm.

d Wevim Daley wiFrank Hooks & Broader Spectrum,
Taste of MAL 2 g B 7 p; Shangoya, Nic (5, Tpm, Taste of MM,

S Jim Ouska & Josan Grilfith widorde, 5750 oon

6 Dean Magraw wiTravel Agent (popfusion), Foe Line
om; Kevin Daley wiFrank Hooks & Broader Spoctrum, Arfists 011
Soim; Stewe Haskin, Flverside Cafe, Tom

B Garth (ogressve nand) L Hamet Bandshell, 730 pm
Miike & Tany Haiser, [, 7pm

9 Wevin Daley wiFrank Hooks & Broader Spectrum,
Riveriesd, 7o Milke & Tony Hauser, Fuiva, 7pm

10 Mike & Tony Rauser in corceil, Cokanial Crunch, Fding,
1130 Kevin Dabey wiFrank Hoaks, Fierks, 7 pm: Jordu o
('Gara's, 5 P, B pm; Thm Sparis wiMandata 2 Dakolz, 3pm; Clams,
iz 1sl, Tom

11 Red Gallagher Bloeshumoransty @ Grandvies Lndge,
Braimwend, this July Z2; Desan Mabraw wilstin Jazz Combs & N s,
Tpm; Wallets, Loring Fark, Tpm.

13 Cordon Bleus Band, Hic 14, 7o
14 Tim Sparks witandala 3 Fwdest 1 pm

15 Tim Sparks wiMandala 3 Fiveriesd, 1 e Mike & Tony
Hauser, Fuj-¥a, 7 pm

16 mike & Tony Hauser, Fuj-1a, om

17 Dean MaBraw wiPeter Ostroushko, Napnleon's
Ressairatl, 5 P, 5 7ore; Jorde, 07530, Bom; Tim Sparks wian.
idaka A Daunta, Bpm.

18  Tim Sparks w/Mandata = Nodhip M, nooe

19 Sharon Ishin, K5IN, Sctwanirer Concets, Bom

21 Jim Ouska & Joan Grifiith widordu, Fiversice Cafe, 7o
22 Mike & Teny Hauser, Fuji¥a, Tom

23 Dean MaGraw wilacobeates, Mic s, Dhoic Fist Milke
& Tomy Hausar, Fuji'fa, Tom

24 Jordu, O'Gara's, Ao Tim Sparks wiMandala 2 Dakola,
&am, MBS Forum w/Bly McGlaughlim & Paul Berget, Gulz: Cr,
agm

P Dean MaGraw wilngan Grinder Review, Moo Mal,
win, Ebeedric Arab Orchestra, Lonng P Tpm,

26 Red Gallagher in Concert, Becker P Crstel, Tpm

29 Rincon del Flamenco wiScott Davies & Mike Ziegahn
o Resarmie Cale, Spm; Mike & Tony Wauser, Fuj-va fpm.

J0 Mike & Tony Hamses, Fui'vz, Tpm.

31 Jordw, OGas's By Tim Sparks wiMandala a Daiota,
Bpm; Sharon kshin's Gypsy Fires ieoonded a Ond Mus Toir, Aol 26,
‘Y, bom, K5

1 Shalita {alvo-pop) Larng P, Tom: Guitarjam, K500, Thm,
sBe arficke pg &

3  Steve Maskin, Fivside Cale. Tom.
& Dean MaGraw wiTravel Agent, Nic =, Tpm.

D Dean Maliraw wilatin Jazz Combe 2 Northeu Ml
noort Nevin Dabey wiMichael Moneoe, | Hamist Bsndehal Tom,
Mike & Tony Hauser, Fui o, 7o

B Mike & Tony Hauser, Fuj 3, Tom

T Jordu, OGazs Hom Shamgoya, Lk Harmist Bandshel,
5:30om; Trio Elektrico, Mc l=l, Tpm.

8 Lynweod Slim, Lk Hamet Barcishell, 7300 Guitarjam,
HEM, Tpm, see aricie pg G, Tanglewoods ok, Lonng P, Tom
Scott Davles  Bigelows, Sheralon Madwey, Hom

9 scott Bavies 4l Bigskows, Sherator Midway, B
105cott Davies 2 Bigeiows, Shermon Midey, Som

11 Kevin Daley wiMichael Monroe, 5. &-thory Main Cour-
e, T iom; Jeseph Baind, fac i, Tpm

r 12 Stickmas, Ni: 13l Tpm: Mike & Tony hawses, Fuj ¥,
m

13 Mike & Tony Bawser, Fuiiva, Tom
14 Jordu, DG, Boee Citizen’s Band, Ne: 15l Tom

15 Terrence Mughes, Lk Hirme: Bancshal, 7:300m, Guitar-
jamm, K5 Tpm, see aice pg & Rbea Valentine (Bohemian RAE)
Loring PR, Tpm

16  Steve Haskin, 5FSC levace, noon
18  Jah Petato, tic & Tom.
19 Mike & Tony Hauser, Fui vz Tom

20  Soul of the *BOs, [rdway Mus Theave 5pm. Mike & Tony
Hamser, Fug-va fpm

21 Dean MaGraw wiPeter Ostroushke, Hniey Fok Fe
1pm & 485 Jardy, DT %, Roa Brows wiExiession,
Gedk Fest. Scott Davies wiRincon Flamenca Band, Codsr Fes
MES Pickers' Picaic, 4pm, Muphy Pk

22 Guitaram, K504 Tom, ses wice pg 6

23 Tim Sparks wiMandala, Fecker Pr Crystd, Tpm; Scott
Diavies, Holdzay bnn, 494 & 100, B:30pm thiu July 27

24 Tim Sparks w/Mandala, b f=l, Tom
25 samoa, Lk Hamel Bandsret, 7:30pm.

26  Novin Dadey wiMichael Monroe, Nic 15, Tom; Milke &
Tony Hawser, Fui'v2, Tpm

2T Wik & Tony Hawser, Fujva 7om
28 Jordu 2t 0'Ger's, B,

29  Guitarjam, K50, Tpm, e atice pg B
30 MPRG Jazz Warkshop, Ni 1=, 7o,

31 Brazi Muts, Ls Harviel Bandshel, 7 30pm; Grag Wodfe &
Flameneo friends, Heow Fivmside Cale, Tpm

CLASSIFIEDS

Classifieds are free to members. To place or
cancel ads call 333-0169. Ads run till can-
eelled.

FOR SALE: 7oorse Ressssance e by Hams Jondas dSemen)
51000 [enid Exem 833200

PICHIN® WML CARE: Prosemsorcd sk veass (o Srengfies e s of
1 senous putaed. Susan Wil S04A168 ca B am-l pr

FOR SALE: Washbum “Wonierey.” Sobd Cadk of. Thindee wilh cul-
away. Siocs ok, e avp & vibume & fone coniiol. Eacelank pond-
bon SO0 S 3334070,

FOR SALE: Epgphone EX30TD slecisc Dasnmand pick-up. (ibegn B
Rk 124wing, TC Rengssancd WE, wo 177 geder sndosums
Focky S4E-2548

FOR SALE: 1575 Famiar Sudent Gusr, Bich e roles. 050 o
sl e Karl Dalager. £44.0031

IFOR SALE; THi] Fender Posinn bass. Al case lor 135 syie quits.
Bl czen for WirsaBonge Amp. P B45-4E68

PR SALE- s accosic 04 with culsesy. Wiling W Dangan. Sine
561 81T

Bl SRLE: Parssy Clriat g 3 E8gnreds, lowr mgold Meca renerh
Some realy (o0 GoaElE Do MAEDN Fosrakan ach4op ACDUSIC
wlh pechup. Equally hovey Mika, E2520957.

ARE VOU FREGHTENEDT O of (he mos ool espects of puiar
¥ 5 e pollC partonmonea Wiany houes of prRCRCE oo Lnnseand
i the b e O pleei) or 3 e ECRNCE. Whan are brally oes
[eines up e Grage 0 00 00 SE00. T parinTancd i olen memed
ty ghaieng hngers @) svealy esheass makng the performance
awiowad Tor both e aotence nd sl A8 3 ke vely Ipaisag:
il sludint of e clssesl Uity Wil B e v one yeat nd 2 ol ol
[raciice} Under My ek | @M COnmgen loming an opnisin
dakcaed in geancosng B fears of playng: ke a bve qubmce. | hawe
a ol of ieas ke e organEaion & well 25 some witen mateil b
deeTiung o procrss. goals and some etk mats b what oould
be an maaiabie Enng expeimos. Dtviossly, what | 2ok ane peopks
il you o7 anpene you ki would be inlesested in S a0 copanitakon,
peaga sl Mhks OPreln A GH-350 and M alerl B 3van(e B
mesdng of thasa vigiERal i | kiies 1 SanTale el

AT LAST . . . free pick up 34 Coboary SEvce o vaiebla ol Habars
Gokats 1 sy bl |3 ey Mound, £T247TR0

FOR SHLE: Mew Dl Veochen Cinamin wishod sce, new Warin
SO, new Sadn A, new Gisson J100, 1HSS Mare 023,
Dakoty Dowe bl 7224447

POR BALE: Cosbon Clrsi abeciric model 57134 3 band graphee £
in [, mind Gingiion eh hendshall cxse Jone Roth 588520

B4-J505, 3200083,

FOR SALE: 1067 Micebte Burhia chssesl aneen quidi, good
G s B0O0, 50T wiiess, John EBEATEH een
i eeeamets.
colclsic 1000080, Sl Dewes 7275526

FOR SALE: Epsotong Enireda 34 00 fok gular, minl ondiion, wib
cER Jrarnene 4T3 SR

FOM BALE: i 20 Brankan Arsenod, Sprcr Goog codion

00 4724712
FOR EALE: Nt D125 12 sty Fosswnod, Dsstom bnger-beand
vy, AT2ATRE

POR SALE- hew Hessmm chesacal guts. Cetr fp, Rared Mapks
eck B 506s Sourdd grest & 3 Sighi 10 beokd, 5300 wilth push case.
Badoor BoD Hedcyom 33E4628

FOR SALE; Frawy Muscan Anp, 300 s, oflects, BO reves,
remote swich, 2 15" spegers, 380 a bast o, 4804
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"GO TO SCHOOL

PROFESSIONAL GUITAR SCHOOL

& Divigkan gl Juiler Cariwr ol Wisranpsis
A OfE=wear program lor guitar and bass players
Wanling a Carear i music
* Licengad protessional insiiecions
= Modern curniculum 1or 1W0day’s Mg
* Maw faculily wilh:
Recording Studsd, concert stage
mMausic and lape library, and more
Pl

= Lgansad by the
Sinle ol Binngsols
Dgariveinl ol Educsinn

= Sludy progiams n

100, il -
clagd e, fudian LR L E AT I
OF WikkL&FU 15

EH P e Akl ke
LD R LLE R Lt

338-0175

Join the Minnesota Guitar Society

An organization of professional and amaleur guilansis

NAME e R
ADDRESS I _—
CITY = = -
sl — i —
I don’t want to miss a single i1ssue. Enclosed is my check for $

SUSTAINING: s5gee

REGULAR: #1200 FATROMN: 510000

FAMILY, 2[00 REMEWING
With the Sustaining membership, you will receive 2 pairs of free tickets for
upcoming events. With the Patron membership, you will receive 4 pairs of
free tickefs fo upcoming events. All members will receve discounts on

hickels to all evenls, a copy of each newsletter, and the opportunity to place
classifed ads free of charge.

Mail to. Minnesota Guitar Society, P.0. Box 14986, Mpls., MN 55414

STUDENT: $1pee

Guitarist

THE MINNESOTA GUITAR SOCIETY
P.O. Box 14986 Minneapolis, MN 55414
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Minneapolis, MN
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