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MGS FORUM SERIES 1991
Third Sunday, every month, 2 pm at either
MacPhad Center for the Arts (Mac), 1128
LaSalle Ave. in downtown Mpls. —or—The
Hagtime Tavern (RT) (formery Willam's
Tavern), 712 Washington Ave. SE near the
Univ. West Bank Campus.

SEP 15...FLATPICKING (RT)
OCT 20...STUDENTS (Mac)
NOV 17...BLUES (RT)

Call 62:3-3862 for further info.
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BY CHARLES LAWSON

Famine or feast

June's Jazz/Blues Forum featured guitarists
Jim Ouska with upright bassist Jim Cheno-
weth. Aristically it was wonderful, atten-
dance-wise it was pitiful. Four people were
i the audience and two more showed up
nalf-way throwgh. This prompted jokes from
the performers about doubling the size of
the house. It was a tough day to bill and fill
because it fell on Father's Day and the
weather was beautiful. Too bad too, those
who made it were treated to a great vanety
of jazz and blues tunes that had Ouska
switching from his fat, semi-acoustic
Ephiphone Broadway to his Stratocaster.
Bath he and Chenoeth showed great versa-
tility and chops improvising in many idioms,
As Eddie Berger would say "It was SWING-
NG

On the other foot

July's Slide Forum had an SRO awdience
and stage! The day was unbelievably HOT
with a bizllion percent humidity. The Rag-
time Tavern was packed with slide guitar
fans as well as some perplexed Special
Olympic folks who enjoyved favorable inno-
cent bystander status.

Joe ““Wally” Chandler performed great
blues and Kottke-type stuff on his magic
Dobro. Cal Hand tumed in tasty old fime
Dobro tunes and blues. And, Lee Tedrow
who played some tough slide blues, stole
the show with his slide interpretations of
‘When & Man Loves A Woman' and some
self-penned song that made the entire room
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Bluegrass DJ’s help define the musical community

in the Twin Cities

By Steve Howard

This article reprinted From faside Blreeriss with
permission of (he author.

Just who are those people offering the fine
traditional music programming on Twin
Cities airwaves on Saturday anyway? In the
case of KFAI's 1-3 p.m. Saturday program
“‘Bluegrass and Company,”’ it is rotating
hosts Sherry Minnick, George Rothenberger,
Art Blackburn, Jerry Flynn, and Andy
kKozak. Along with Karl Almo's KBEM pro-
gram “‘Bluegrass Saturday Morning™* from 9
a.m.-1 p.m, and Gordie Abel’s WCAL “The
Folk Show noon-2 p.m., these shows of
mellow bluegrass, old-time, and world-folk
music have provided listeners in the Citics
with marvelous sounds, relaxing and educa-
tional repartee, and a definite reference point
for a specific, counter-cultural, music com-
mumnity.

George Rothenberger, otherwise just your
everyday mechanical engineer in his late thie-
ties, is a thinking man’s bluegrass disc jockey.
He came to " Bluegrass and Company*®’ from
another KFAI show, “*‘Man-made world," in
1987. George feels that the reason listeners
tune in can often depend on a particular DJ.
For example, he likes to play at least fifty per-
cent new CDs, but not just because of the new
bands or recent recordings. **1 like to play the
compilations, like the “Mac Wiseman Story’
or the great new Jimmy Rodgers CD we have,
which we all play a lot. My original copy (on
LP)is so scratchy that it 's a pleasure to be able
to reach back and play these older but amaz-
ingly clean reproductions.

The value of our bluegrass show lies in the
manner in which we serve our bluegrass com-
munity here in the Twin Cities,”" says George.
And that community is somewhat definable
by virtue of its intrinsic traditions and values.
The bluegrass radio programs provide a way
for thal community to have a reference point
for its values.*"

Between twenty-five and fifiy thousand peo-
ple are listening to at least the KBEM and
KFAI shows at any given time. And bluegrass
may be new to a portion of the people who
tune in. They may think “‘well, maybe blue-
grass Is not what | think it 15" because of what
they hear. Consequently, bluegrass is being
exposed to the larger audience. Some of these
new members end up being aficionados as a
result. George feels **Bluegrass and Com-
pany’’ promotes bluegrass within the broader
context of what we call folk music in its truest
sense.” Bluegrass is basically a series of songs
transmitted between people in a community
way. It is not just about pristine folk tunes
that people learn from listening to records by
themselves, alone.

Jerry Flynn, part-titne bassist with the Middle

Spunk Creek Boys sinee 1974 and full-time
controfler of a janitorial company, feels that
the existence of the bluegrass community is
palpable. “They're out there—I can’t see
them, but they call on the phone. They're
mostly people that may not have a [bluegrass]
record collection, perhaps have an instrument
al home—but then they might go to a festival,
not because it's bluegrass but because it's a
good time."" Flynn also has a feeling about
local bluegrass musicians who were fewer in
number fifteen vears ago, when he started
playing out, but there were many more venues
then that were willing to showcase the occa-
sional bluegrass band.

Flynn thinks there exists in bluegrass fol-
lowers as a group a much higher proportion
of radio listeners who play instruments thas
just about any other brand of music. There
are few people who listen to jazz who actually
play. One of the appeals of bluegrass is thag if
the audience members play on some elemen-
tary level it increases the enjovment of the
music,

Karl Almo, who has been the only announcer
for “*Bluegrass Saturday Morning®' since its
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1991 GFA Competition Winner

Joseph Hagedorn

By Cathy Nixon and Paul Berget

Local classical guitarist Joseph Hagedorn has
established a growing reputation as a solo and
ensemble player of the highest caliber. His
most recent major achievement was to win
first place at the 19%) Guitar Foundation of
America’s International Solo Competition.
Hagedorn has also been a winner of the Schu-
bert Club Competition, and a top prize win-
ner of the Augusta Symphony Competition.

Originally from lowa, Hagedorn earned his
Bachelor of Music degree at Cornell College
and completed his Masters degree at the Uni-
versity of Minnesota, where he studied with
Jeffrey Van. His recent solo recording, X X7h
Century Music for Guirar, features works by
Alberto Ginastera and William Walton.
Hagedorn is currently the guitar instructor at
the University of Wisconsin-River Falls and at
the Rymer School of Music in 5t. Paul. He
alzo teaches at the Podium music store in
Minneapolis.

As a major part of his prize for winning the
GFA competition, Hagedorn will perform
close to fifty solo recitals throughout the
United States and Canada this season. His
schedule this season also includes a perfor-
mance of the Schoenberg Serenade with the
Saint Paul Chamber Orchestra, an appear-
ance at the Crested Butte Chamber Music
Festival, and numerous concerts with the
Minnecapolis Guitar Quartet, This summer,
Hagedorn took time out from his busy sched-
ule to talk with the Guirarist about his ex-
perience with the 1990 GFA competition. At
that time, Hagedorn had already completed
about one third of his GFA recitals.

This was the third time Hagedorn had enterad
the GFA competition. He first entered in 1985
and won second place. In 1986, he placed
fourth, Hagedorn had decided to put compe-
titions behind him when he left graduate
school, concentrating his efforts on earning a
living. However, after a while he began to
think about entering the GFA competition
again. About the same time, he found out
that someone he had met at another compe-
tition many vears ago had become the GFA's
1989 first prize winner. It then occurred to
Hagedorn that he was not “too old" to enter
the competition, which has no age limit,

Hagedorn advises guitarists interested in
competing 1o prepare by learning picces at
least a vear before entering. In this particular
competition and most others, many of the
picces performed are of the guitarist's own
choosing. If these picces are learned in ad-
vance, the guitarist can more fully concen-
trate on the required pieces.

The competition is advertised nationally in
The Soundboard magazine, published by the
GFA and distributed to its members four
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times a year. The rules and entry deadline for
the competition are published early in the
vear, shortly after the winter holidays.

The first round of the 1990 competition in-
cluded about 100 entrants, who were required
to submit a tape in June. On each tape were
recordings of two required pieces of five to
ten minutes in total length and an additional
five minutes of the entrant’s choosing. The
tapes were judged anonymously by other
guitarists and teachers who chose the sixteen
semi-Ninalists. With their letters of norifica-
tion, the semi-finalists received a **set piece,™
which they were required to learn within the
five to six weeks left before the competition.
The set piece was usually a newly-composed
work, approximately five to ten minutes in
length, intentionally chosen because it is
unknown. Memorization was not reqguired,
although most of the semi-finalists played it
Froam memory.

The semi-final and final rounds took place at
the GFA Festival in Pasadena, California.
The festival was held in August, and in addi-
tion to the competition, also featured a
week's worth of master classes and concerts.
As always, the competition was live and open
to the public, as it is a popular event, Hage-

dom recalls that the 50-75 people watching
him perform were the most well-informed
guitar audience one could expect to see. He
agrees that this can be quite intimidating, but
after all the time and effort put inte the com-
petition before the final rounds one either be-
comes used to it or has a nervous breakdown.

The semi-finalists were required to prepare a
program of thirty minutes of music in addi-
tion to the set piece. In the semi-final round,
the guitarists played the set piece first and
then a piece of their own choosing. From their
program list and their tape, one more pieci?
was chosen by the judges for each semi-
finalist to play. The semi-final round began in
the late morning of the second day of the
festival. The four finalists were announced by
late evening, and the final round took place
on the last day of the festival. Each of the four
finalists played a program of thirty to thirty-
five minutes of music.

In response to a question about competitions
with reference 1o Bela Bartok's statement that
“‘competition is for horses, not for men,"
Hagedorn admits that the process is stressful,
Having lost in the final rounds twice, he
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inception in 1981 (except for & short absence
in Spring, 1990}, thinks there aren’t more or
less local bluegrass musicians these days.
Rather, he feels many of them have simply
pone into more diverse and ethnic areas of tra-
ditional music, with the advent of such
“cross-fertilized"™ groups as Tessera and The
Bone tones. In addition to Almo’s experience
as an aficionado of the music and the com-
munity, he has long been appreciated by
listeners for his laconic, easy style at the mike
(**... but I don’t consider myself an expert').
In his decade-plus tenure he has seen a ot of
local and national bands come and go.

Possessed of a vast, eclectic knowledge of
music is Gordie Abel, announcer of WCAL's
“The Folk Show," which overlaps Almo's
show for one hour at the start of its noon-2
p.m. slot on Saturday. One wonders how
Abel amassed such a wide knowledge of
global traditional music. From whence does
he compile the incredibly diverse play-list for
selections played on the show, including Ser-
bian brass bands, Mew Orleans street band
music, music from Nicaragua, Japan, Brazil,
Zimbabwe, Hungary, early bottle-neck blues
guitar, and, not many weeks ago, a tidy little
set of Delmore Brothers tunes. Abel has a
part-time job, but also gigs as a bassist for the
Monday Might Square Dance Collective as
well as the Balkan music groups Tessara. He
plavs “‘not a huge amount of bluegrass™ on
the show,

Sherry Minnick, member of the now-defunct
bluegrass trio Smith Minnick and Njoes (later
called Haywire} is the only one of the afore-
mentioned bluegrass jocks to have periodical-
Iy played music fulltime. Just about all of the
staff at KFAI have played bluegrass at least
part-time and, as performers, can draw on
that close interaction with the community.
Mionick thinks it is important Lo air music
that 15 both plaved in a traditional (or at least
acoustic) stvle but iz also reflective of impor-
tant contemporary issues, which is consistent
with what folk music is all about. **1 wonder
about old Bill [Monroe] and Jim and Jesse
[MeReyolds] —it's startin® to leave me cold. |
guess ['ve gotten over my initial love affair
with the stvle and now | want something that
speaks to me as well as interests me musically.
You know, a song like [The Good O1" Per-
sons’] ‘Broken Ties'—how families are scat-
tered all over, it's a reflection of what's hap-
pening to us right now, as a culture.”’

Mone of the disc jockeys is particularly keen
on plaving pure traditional music recordings.
“To play only traditional bluegrass for two
hours would restrict my audience too severe-
Iv,”" says Art Blackburn. “I play a lot of just
plain acoustic music on the show, like, say,
Kate Woll or Laurie Lewis.”” Blackburn, a
fulldime undergrad at Metro State Univer-
sity, has just joine KFAI's staff in January as
a replacement for Joe Enright. 1 have no
idea of the size of our listenership. ['m the
new kid on the block, and sometimes | won-

der, *Is anyone listening to this program?’
And it's like you're in a very small room. The
KFAl studio is a very small room and it's al-
most claustrophobic—and sometimes vou
wonder if there's anything out there. Al-
though when [ go out to a Bone Tones dance
or something, someone will say something
about the show. And they're not MBOTMA
people. Some of them are involved in folk
organizations, dance groups, or they’re just
out there ...."

The bluegrass scene conveved by KFAL
WCAL, and KBEM may differ because of the
objectiveness of each station. WCAL's ““The
Folk Show' 15 consistent with its broader
view of music serving a college community.
Gordie Abel’s global and multi-cultural pro-
gramming broadens cultural horizons.

KBEM has consistently responded to the au-
dience expectations that Karl Almo’s show be
left in place since its inception in 1981, After
he was terminated in a bureaucratic fiasco in
April, 1990, Almo was rchired after a 3z
month hiatus. In the overall vision of the sta-
tion there doesn’t seem to be any obvious ra-
tionale for its being there in the midst of its
school-supported, traffic, weather, and
heavily jazz-weighted programming. The
fans’ vigilance have vouchsafed “‘Blucgrass
Saturday Morning® and Almo there longevi-
iv. He has the longest bluegrass time-slot in
the area (three hours), and he is the only paid
Bluegrass disc jockey in the Twin Cities.

The bluecgrass community has also supported
KFAl in a different way: financially, Between
the rotating hosts of *“Bluegrass and Com-
pany" and Karl Almo and Gordie Abel, one
can experience the sweefest acoustic sounds
anywhere on Saturday moming from 2 a.m.
ta ¥ p.m. However, the livelihood of KFAI's
mellow Saturday programming depends en-
firely on member support. Without the sup-
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port it would oease to exist. KFAI is sup-
ported, in part, by a grant from MBOTMA,.,

To the disc jockeys, bluegrass is certainly
more adaptive and more eclectic than old-
time music, as it borrows songs from other
genres. ‘It also puts a premium on hot
pickin’,"”* says Andy Kozak, long-time
dobroist for the Middle Spunk Creek Boys
and a rotating host at KFAL “*But the old-
time musicians are a lot more dedicated ...
They recreate a lot more carefully the original
sounds, songs, and instruments." The radio
Jocks seem to look at bluegrass as being wide-
Iy eclectic and inclusive of old-time music.
Otherwize they would have called the show
“Old-time and company.”'

The announcers are “*bullish** about suppor-
ting local venues and musicians because it will
perpetuate the genre, as well as art in general,
and improve the guality of community life,
As Sherry Minnick paraphrased an interview
of bygone years with Dan Crary: *This is
what art does for humanity: it gives us a place
to shape our emotions—a place to put them,
the same as painting or theater or anything.
You take strong emotions and put them into
some kind of ... something ... For me it"s
guitar music, ™ [ |
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An inferview with
Eduardo Fernandez

By Maria E. Olaya

Eduvardo Fernandez is a Uruguyan guitarist
whose valuable contributions to music are
widely recognized all over the world. During
the third week of April, 1991, he was invited
to perform in the Latin American music week
at Carleton College in Morthfield, Minnesota,
Guitarizts Alan Johnston and Maria E. Olava
interviewed him. The nterview was con-
ducted in Spanish and painstakingly trans-
lated into English by Maria Olava,

Maria Olaya: It is an honor 1o have you here
in Minnesota. Could you please tell us how
you got interested in the guitar and why you
chose that instrument?

Eduardo: Well, | started a little bit by chance.
| was seven years old and from the start |
plaved classical guitar, since there was a
teacher available. I really liked music and I re-
member that | wanted to be a conductor. |
used to stand in front of a turntable and con-
duct the recordings, Then | realized that it was
a little complicated o have an orchestra at
home and [ wanted to study an instrument
that would give me accompaniment
possibilities in order o make music; there
were only two possibilities, either the piano or
the guitar, at least that was the wav | saw it at
the moment. 1 didn't like the piano very
much, probably because I hadn't heard a real-
Iy good pianist, nor had [ heard a really good
guilarist; however, the guilar aftracied me
more, and that was the way | started. 1 didn't
study very seriously at that time, the guitar
Was one moTe activily among playing soccer,
learning how to swim, studying English and
going 1o school. Then, when | turned 16or 17,
| began (o study music with [Guido] Santor-
sola, including interpretation applied to the
guitar since this was the instrument 1 was
working with. Meanwhile, I realized that my
technique was very limited. 1 couldn’t do
what | wanted to do so 1 also studied with
[Abel] Carlevaro,

M.0.: All this happened in Uruguay?

Eduardo: Yes. | used to play with my twin
brother, we had a guitar duet, but he got a lit-
tle bored when we had 1o work more serious-
Iy. He quit when we began to study with San-
torsola. The first time | played by myself was
in Chile where | won a competition called
“Juventudes Musicales®" (which is an impor-
tant event in Latin America). The prize was a
congert tour around Chile; that was the first
time I plaved outzside of Montevideo.

M.0.: What kind of music inspired vou at
that time; what did you want to play?

Eduardo: [ think [ really didn't know. | found
what [ really wanted to do with the guitar the
first time | heard Julian Bream. I had heard
Segovia many times before, and that was

bevond a doubt something that left a strong
impression on me. However, I did not like his
interpretive style. I felt that everyvthing sound-
ed like **Segovia.™ It was kind of strange that
| felt that way. Even though I truly liked his
sound, | didn't like his interpretive concept. [
felt that it had nothing to do with what |
would hear, when [ would listen to an orches-
tra, for example . .. and the first time [ heard a
recording of Bream playing the * Britten Noc-
furpal™ [ said o mysell **This is the way it
should be.™

M.O.: Would you say Julian Bream had a
sirong influence in wour musical develop-
ments?

Eduardo: Yes, very strong. He was the first
guitarist that 1 heard whose playing level was
comparable with that of violinists, pianists or
orchestra conductors. Up to that point [ had
perceived two separate worlds, each very dif-
ferent from the odher: the world of musicon
one side, and the world of the guitar on the
other side ... and I think many people saw it
that way. After that | learned to appreciate
Segovia, of course,

Alan Johnston: How?

Eduardo: [ realized that there was an inter-
pretive style and that it was very appropriate
for certain kinds of repertoire. 1 began to ap-
preciate him by listening to him playing with
an orchestra; naturally, all the individuwal ec-
centricities are subordinated by a general
plan. After that, I also learned to appreciate
him as a soloist, however, it took me a long
time. What I mean is that it was not the com-
mon way at the time. Most people heard
Segovia, got dazzled and then decided to
study guitar.

Az It is very interesting to hear this because
| think that many performers here in the
LU.5.A. are still afraid of saying something
Agamnst Segovia,

Eduardo: Well, I think that is going to
change, But vou must understand I'm not
saying anything **against®’ Segovia, ['m simp-
ly giving you my own impressions.

A T feel the same way about it and [ think
that there are still people that feel puilty be-
cause they don't appreciate him as much as
maost people do.

Eduardo: Well, when someone as great as
Segovia dies, there is always a wave of revi-
sionism. We'll see what happens in thirty
vears when a wave of vindication of Segovia
happens ... but Segovia is far bevond all this
fashion and beyvond a doubt, without Segovia
| would be playing the guitar because there
would not be a market of this kind. If Segovia
had not been in Uruguay, probably the guitar
wouldn't have been considered as a serious in-
Brument down there ... Historically, Segovia
has a definitive influence,

A.J.: Do vou think that happened because of
his personality, or because of his playing
style?

Eduardo: [ don't know . .. evidently because
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of his personality, but it was the way that per-
sonality showed up in his music. He was a role
model and I ehink that is the appropriate thing
tor say. He proved that it was possible to have
a career by plaving the guitar; that, it itself,
must have been a great source of inspiration
for someone like Julian Bream ... | have no
doubt about 1. Llobet, who belonged 1o Se-
povia's peneration, died Loo young and he was
exactly in the zame interpretive style as Se-
govia, 0 something very similar would have
happened anyway.

M.0.: Carlevaro has had an enormous influ-
ence in the modern guitar technique, at least
in South America. Could vou please talk
about him?

Eduardo: Well ... Carlevaro has many facets
io talk aboul; [ am going 1o start by talking a
litile about his ideas. I think he is a very im-
portant man for the history of the guitar
pedagogy, and I think that he has discovered
.« OF rediscovered, it really doesn’t matter, a
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few things that have been of great signifi-
cance. He has been able to express in a
modern and more or less precise language
things of great importance; I think his ideas
concerning techniques, are very valid. [ per-
sonally like very much his interpretive style as
well, however, that is a matter of taste. With-
out a doubt, he has a total dominion of
everything that can be done with a guitar. 1
have found some misunderstanding among
people who have not studied with him; Carle-
varo doesn’t portray himself as a “revolu-
tionary." He simply has expressed some ideas
about how to learn and play the guitar in a
VEFY precise way. For me, to study with him
was something like an “instrumental psycho-
analysis™ that lasted eight or nine months.

AL: I think he came to the United States
several times during the seventies but lately he
has not been there.

Eduvardo: Well ... he has been in Europe late-
ly ... I believe. I don't see him with a lot of fre-
quency, we live very close to each other but it
seems that we are never in Montevideo at the
same time.

M.0.: Would yvou say that there is a **School
of Guitar™ in Montevideo?

Eduardo: Mo, I don't believe in “schools,*”
Schools are classified from outside. What [
mean is that 1 do not consider myself as a pan
of the Carlevaro “school,™ simply because |
don't think there are such things as
“schools."” I studied with Carlevaro, of
course, and I was influenced by him without a
doubt. However, my ideas about music are
very different from his. In the same way, Bal-
tazar Benitez's ideas are very different from
mine and he also studied with Carlevaro, So,
ter call this a “*school” would be to simplifyit,
I think that the most important thing Carle-
vare has done, is the book about guitar tech-
nigue, not the technique books; if one doesn’t
know the book about guitar technique, the
technique books don’t make much sense by
themselves,

M.O.: How important has the existence of
such a strong tradition of guitar music in
South America been for vou, and the fact that
there seems to be a marked division between
“popular®” music for guitar and “‘classical™
guitar?

Eduwardo: That division in music is a “class
division" that particularly shows up in every
aspect of the Colombian society. In Uruguay,
there is a folk tradition, of course, very simi-
lar to the one in Argentina. On the other
hand, there is a tradition that comes from the
tango, which is also very important: there
have been great tango guitarists, comparable
to those great jazz guitarists in a sense of tech-
nical achievements. There is also a tradition in
classical guitar, that comes from before Se-
govia's time ... when Barrios arrived in
Montevideo in 1912, there was a strong circle
of guitarists already. I know people that knew
Barrios at that time from listening to him

playing among those circles ... those people
are a little old now, but they remember very
well. After Barrios, came Segovia. He pre-
miered the concertos by Castelnuovo-
Tedesco and Ponce in Montevideo, What I'm
trying 1o say 15 that there is a tradition in
Uruguay of taking the guitar very seriousiy in
that sense. The problem of *legitimacy™ of
the guitar that may cocur here, or in Germany
and Italv does not happen in Uruguay. Now,
the role of the tradition is very difficult 1o
define ... One grows up with certain sounds
and rhvthms in one’s head, but [ don't think
that that is enormously important. 1 don’t
believe very much that one is not able to es-
cape or transcend a tradition. When that
tradition is really understood, one is already
out of it. [ think [ am in that situation, and so
are other people, If we prolonged that way of
thinking, then only the Germans could play
Bach or the Russians Tchayvkovsky etc. ... |
think that music is 2 lot more universal than
that, and one approaches it with the tools that
the immediate environment offers, starting
with the place where one has been born, That
is the way it happened to me ... however, | got
into music through classical music, not
through folk or tango.

A_L: I don’t know much about your career,
all I know is what I have read in your concert
program. [ read abowt your arrival in Mew
York in 1977 and I know that after that vou
became famous. Where were vou before?

Eduardo: Before that, | was just an econom-
ics student who happened to play the guitar ...
and I was seriously studying but [ didn't have
much hope about making a career of it. That
was the reason why I decided to participate in
a few competitions, so I could get an idea of
what my level was.

Al It seems 1o me that that happens fre-
quently with the guitar,

Eduardo: Yes, I think so.

A.J.: That doesn't seem to happen with other
INSLruments.

Pay Less- Play More
AABE'S MUSIC

SHOPPE

Minnesota's used, new, and
vintage guitar center.
We buy, sell, trade,
and consign all makes
of guitars.
Complete repair and restoration
service and lessons are also
available.
11 E. 58th St. (Corner of 58th and
Nicollet) Minneapolis, MN 55421

(612) 866-2620

Eduardo: No, it doesn't but that has to do
with the role of the guitar, that personality the
guitar happens to have within the world of
music. Besides, Uruguay is not a rich country
and it would have been the same way if 1 had
been playing the piano, because a musical ca-
reer in a small country of South America just
doesn’t happen. What | mean is, one has to
have an international career, and in order to

Fernandez, (o %
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JERRY RAU

By Tom Saefke

Walk down a street in DinkyTown when the
weather is nice, or down the hall by Wilson
Library on the University of Minnesota cam-
pus and odds are good that vou'll see some-
one singing and plaving guitar with an open
guitar case to throw money into. And odds
ar¢ good that someone would be Jerry Rau.

Whois Jerry Rau? Tryving to answer, Jerry re-
plied, “*I'm still trying to discover who Jerry
Rau is, because every time I think I know who
Jerry Rau is, he does something to astound
me and I realize that 1 really don't know who
Jerry Rau is, By defining ourselves, we're de-
nying ourselves. We're capable of anvihing.””

A brief personal hisiory
Eau was born and raised in the Twin Cilies,
going to a Catholic school as a yvouth.

He joined the Marine Corps while America
was involved in Viet Nam. He enjoved the
Marines and stayed on for nine years. He still
loves the Marines, despite the fact that he sees
the total Futility of any war and he still works
at “validating"" all the hard work that he put
into the experience. He also laments that peo-
ple today don™t undersiand the alienation of
the Viet Nam vet. They were human beings,
not baby killers. **We are all the same.™

It was while he was in Viet Mam that he learn-
ed the basics of playing guitar. He also took
lessons from a TV show while he was sta-
tioned in Hawaii. For him, at the time, the
guitar was a source of healing from the war,

When he pot out of the Marines, he came
back to the Twin Cities to get a job. He drove
a bus for three years. It would be the last
steady nonmusic job that he would ever have.

It was while working for the bus company
that he answered a want ad for a folk singer.
He was paid $25 a night to work three nights a
week for one month. That experience
changed his life.

When he made his decision to quit the bus
company and devore himself wholly to music,
back in 1969, he had a wife and a child with
another one on the way, It was a big risk and
he never got rich from playing, but he has
never regretted that decision, a decision that
allows him to make money without working.
“When vou do something for vourself it"s not
work. There's a difference between vour life’s
work and working. "

On the street

He doesn’t find playing on the street easy, but
it does help pay the rent. Concerts and coffee
houses, his preferred plaving environments,
can be few and far between for one who prefers
to put down roots in one area. Although
there’s a certain romanticism in traveling, he

doesn’t relish the rambling life. He should

know; he's been there. He's played coffee
houses in Denver, Santa Barbara, Berkeley,
Kansas City, Phoenix, mostly in the "70's. He
still travels some, for example, last fall he
toured Washington and Oregon, But that
tends to be more of an exception these davs. So
he plays around the University, usuaily five
days a week from 11 a.m. to 4 p.m., to pick up
a little extra moncy.,

O the street, he tries to maintain a balance
between interacting and not interacting. That
i5, he can't just passively play his guitar and
say to hell with everyone else; on the other
hand, he can’t make people stop and listen.
“It can be very frustrating. It's enough to
make vou ¢ry ... [ get respect but not a lot of
appreciation ... The longer you do it, the
harder it gets.”™ But he add:, “That’s O.K. It
poes with the territory."”

Om the other hand, its those very people who
give him the support he needs to carry on. He
doesn’t get it from his family; they think that
he should get a real job. He says that they
tolerate him but don’t accept him. So he relies
on the smiles and encouragement of friends

and strangers who pass by and briefly interact
with his world.

Jerry's songs

He writes many of his songs. They are the
avenues he uses to express himself, He doesn't
like to do political songs; he'd rather let
“someone plow the ficld. 'l drop the seed.
I'm a sower." He doesn't believe in heavy-
handed dogma; that only reaches the con-
verted. He'd rather try to reach as many as he
can.

For example, he does a song about Nicaragua
that basically says that the people there are
jusi like peopte anvywhere and all they want 1o
do 1= eke out a decent living. They oo have
their hopes and dreams and they are tired of
fighting. ““That's my staternent, Here's truth
couched in a nice metody, like honey in a cup
of ot tea.”

Personal philosophy

A good example of the problem with trying to
define Jerry Rau, is just when vou have him
pegged as a musician and singer, he goes and
does something like participate in a fast toend
U.5. involvement in El Salvador. Despite the
fact that he rarely does political songs because
he doesn’t want to hit people over the head
with his views, he joined a small group at the
Saint Paul Cathedral, a group he had never
seen before, who vowed to fast until the U5,
pledeed to end all economic aid to El Salvador.
He said, **I was prepared to die. ™

It started when he saw the pictures on
Thanksgiving Thursday of the group who
went to the Cathedral. He thought about it
over the weekend and joined them the follow-
ing Monday. “'I didn"t even understand fully
why they were there,"" he said, adding that
they themselves probably didn®t fully unders-
tand exactly why they were there. But he
could understand their cause.
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“1 can feel when something is right. When I
walked into the Cathedral, T was 100 percent
right.” He added that, **I never had a single
regret about that action,™ though, I don’t
know if I'd do that again. Things shouldn’t be
repeated. You can't recreate.

“1 live intwitively. I iry to allow for spon-
laneity in my life,”” 1o live moment by mo-
ment. Rau talks a lot about life, a subject he
thinks and sings about a lot.

“We're part of making plans. 1 used to think
of fate. Mot now. We need to get in touch with
the spirit.”” To do this, he meditates,

He alzo reads philosophy and incorporates
parts into his own unigque **Heinz 57" brand
of philosophy and his personal religion. It's
this philosophy, this spirituality and self-
awarencss, that gives him the courage to per-
form. “*“When | walk on stage [ have no mis-
givings on who | am,™

As aresult of his reading and thinking, he has
much that he can say, vet he's not a crusader.
The reason is simple: he needs to eal. People
are more likely to stop and listen (o a love
song than a song aboul some hot polifical
issLe.

His recordings

Rau has two studio albums and onc live al-
bum, which he recorded with a back-up
group. He also has Nve cassettes of home re-
cordings he made by himsell; his lasi is called
Closer to Home.

He usually has a few tapes to sell in his open
guitar case when he sings and plays, Usually the
home recordings are low budeet operations he
recorded at home or at a friend’s eight track
home studio. He’ll make 200 to 300 tapes.
When these tapes are gone, he records a new
album. He's about ready to make another.

His recordings are very rewarding, **Then |
can work when I'm sleeping. It has aifeof its
anl??

His guitar

Rau plays a 1973 Hoffman. It’s the eleventh
guitar that lerry Hoffman made, back when
his shop was on Riverside Avenue, Rau wat-
ched as his puitar was being made 1o his
specifications. He wanied a wider neck
because his fingers are blunt, the result of
many years of playing, he speculates. The
back of the neck is flatter than most folk
guitars. ‘1t plays beautifully,” he says_ It has
a low action and is set up for a heavy basg
response. The heavy bass response 15 acoome-
plished by bracing the neck lightly on the bass
side, allowing it to curve in slightly. This ac-
counts for more bass vibration and hence,
heavier bass response. Rau has played this
guitar For 18 years,

When someone plavs regularly somewhere,
it's always tempting in the rush of things to
think, “I'll catch him next week. ™ But nexi
week never comes. Life is short; stop and
listen to Jerry Rau next time you'rein the Uni-
versity ared. You'll be pleased vou did.



aTiﬁmjmTﬁ BITARIST BEPTIOCT 1991

FORUMS from 2

stop talking and listen. | mean the audence
Was guef!

The kose slide camaraderie was furthered
by the appearance of special unannounced
guests Johnny Fields on electric lap steel
and Lonnie Knight. They both aided and
abetted the headliners abby. It was BIG FUN
and nobody wanted to quit

On with the shows

September’s Flatpicking Forum will be held
at 2 p.m., sunday September 15 at the Rag-
time Tavern, 712 Washington Ave. 5.E. The
Forum/Mini-Concert wall feature Red House
recording artests Bill Hinkley and Judy Lar-
son with friends, and Chris Kaiser of Stongy
Lonesome.

Then on Sunday, October 20 at 2 p.m. the
beloved Student Recital Forum will be held
at MacPhail Center for the Arts, 1128 La-
Salle Ave. §., in downtown Minneapaolis. Or-
ganized by MGS board memberMacPhail
professor/guitarist Alan Johnston, the Stu-
dent Forum s one of the funnest things the
Guitar Society does. it features in recital,
guitar students from the Twin Cities ranging
in age from 5 to 500. There is a ot at stake
for these students and you will be amazed at
the technical proficiency of even the
youngest guitarists, | went last year and it is
cool, sweet and will pull on your heart.

One final diatribe

| want to thank the few MGS members that
have been coming to each and every Fo-
rum/Mini-Concert and 1o encourage the rest
of you guys to get on the stick! These FREE
events are great and are for y'all. Please
support the Guitar Society and check out at
keast one of the remaining ones throughous
the rest of the year. You will be a happy
camper! LOVE—Chas
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have that, one has to play well. I didn't have
the slightest idea if I played well enough and
the way [ found out was by playing in a few
competitions.

ALd.: Which competitions?

Eduardo: Well, 1 went to the one in Porto
Allegre in *72; it was a seminar that lasted one
month and a contest where people from
several Latin American countries would
come. After that, in 1975 1 went to the Radio
France contest ... | was a semifinalist, got a
second prize, but anyway ... | did that one.
Then I won the ** Andres Segovia'' in Mallor-
ca.

A During which vear?

Eduardo: That was alsoin *75. It was the first
time thev had the competition. Then, when [
was returning from that trip, | staved in Rio
with some friends | had met and Carlos Bar-
bosa-Lima, who was just passing through was
there. | had met him once when he had passed
through Uruguay, he suggested to me that he
could probably get me an invitation to play in
Mew York during the series organized by the
Center of Latin America Relations, with Rose
Augustine, Then [ sent my curriculum with a
recording and kept waiting. At that time, | had
decided to leave the guitar,

A.J.: You felt that way even after you had
won the Mallorca competition?

Eduardo: Yes, I felt that way because [
couldn't see many real possibilities and I have
never been good at those things. Then after
the opportunity to play in New York was
given to me, things were very different.

A J.: Was that when they called vou from
Shaw Management?

Eduardo: First 1 plaved in New York ... that
was & Tuesday, and I believe the Thursday of
the following week I was signing with Shaw
... That is almost like the story of Cinderella!

A.J.: What kind of program did you play in
Mew York?

Edwardo: | would say I played a pretty com-
mon program, including some Italian pieces,
““Prefude Fugue and Allegro’ by Bach, Wal-
ton's ‘‘Bagatelles®™ ... I believe, the
“*Tientos"' by Henze and something else. At
that time [ was already prepared for a career,
since I played well enough. However, I didn't
have enough repertoire, 5o I spent three vears
after that studyving reperioire,

A.J.: How many programs do you have to
keep in shape?

Eduardo: | don™ know ... one puls programs
together keeping in mind a particular situa-
tion or specific recording. Some time ago, |
had to take all my repertoire in order to
organize it ... It was a long list.

M.0.: What is your philosophy when you or-
ganize your repertoire?

Eduardo: Well, there are two aspects; one is

what one studies and the other one is how to
put together a program. When it comes to
study, I am interested in absolutely every
single aspect of guitar history from the renais-
sance until last week if possible. When it
COmes Lo putting a program together, 1 want it
to be coherent. It is like a play in which the
scenes are related to each other. I don't
necessarily do it chronologically even though
I have no problems with it ... chronology is a
very logical way to organize things, however,
I think it is interesting to break with that pat-
tern and find other connections. It might hap-
pen sometimes that there are my own conmes-
tions and nobody else, necessarily, has to un-
derstand them.

A.J.: That shows in the program you played
on Tuesday. Having started with Brouwer
seemed (o keep the andience attentive to the
different sound possibilities of the guitar.

Eduardo: Yes, sometimes | like to start with
things that are a little unexpected. If one gives
the andience a little **shock®” at the beginning,
people are in better disposzition to listen after-
wards., [ don’t like to start with warm-up
pieces,

M.0O.: Do vou think i s important (o start a
program with a piece that feels totally com-
fortable?

Eduardo: Well, first of all, 1 think that one
should feel comfortable with every piece on
the program. If not, those pieces shouldn’t be
played in the first place. In the second place,
the program should be prepared for the one
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thai 15 going to listen to it, not for the one that
is poing 1o play it. It is importani to think
about the histener when one is preparing a pro-
gram ... not in the sense of making conces-
sions, or playving only the pieces that are well
known: 1 am talking about keeping in mind
the listener's perception.

AL Talking about nerves before a concert,
would you say that having total control of the
fechmigue allows vou [0 start the program
with any piece without making mistakes?

Eduardo: Well, anvbody can make a mistake,
it can happen to anyone. However, I think
that having control of the technigue 15 a pood
way of avording nerves, It also helps (o play
frequently for an audience. [ feel that one has
to play for oneself, with the goal of making
music. If one goes on stage to make music for
the people that have come to listen, it is very
difficult to be nervous. If one thinks that it is
an exam, that one is going to be judged and
thinks about the “‘supposed™ judgment, the
“supposed’ condemnation given by the
critical audience, then one is going to be ner-
vous, Evervbody gets nervous when they are
in a situation in which other people are going
to decide if they are good or not, when what
people say is important to them. There are
two options: either one stops worrying about
what people say, or one tries to make music
and totally avoids, at least in one’s mind, the
prablem of being judged. u

Parr If of “An interview with Eduardo Fer-
nandez"” will appear in the November/De-
cermfer isswe af Guitarist.

HAGEDORN from 3

knows that losing iz disappointing and frus-
trating. After knowing what it’s like to win,
Hagedorn is convinced that winning is also a
matter of luck. ““After you’ve narrowed it
down to four people out of one hundred, he
said, “anyv one of those people could easily
have won on a different day or with a differ-
ent set of judges.*” Playing in a competition is
sirnilar to plaving a recital in the sense that one
day everything will go fine and the next could
be a disaster. The only way to promote consis-
tency is to learn to relax while performing and
gather as much experience as possible.

Not everyone has the desire or the disposition
to enter competitions, but Hagedom asserts
that it is a realistic way for today’s guitarist 1o
develop and promote his or her career. For
one thing, winning {or even coming close)
makes it easier to have a tape heard by record
companies, managers, or promaoters, and o
meet others who can influence a guitarist's
career, More importantly, entering a compe-
tition will improve one’s playing by helping
the guitarist learn 1o relax under great tension,
and to spend time polishing some music that
might otherwise remain mediocre.,

The more concrete benefits provided to
Hagedorn as the winner of the GFA competi-
tion are a year’s worth of guitar strings;

$2,000 dollars, with which he purchased new
publicity photos and a new guitar and lute
cases made for flight travel; and a tour of
A0-50 concerts all over the United States and
Canada, As a winner, Hagedorn takes his
place among distinguished Twin Cities com-
petition winners Sharon Isbin and John
Holmauist. Isbin won the International Solo
Competition in Toronto in 1978 and Holm-
guist won the Toronto competition in 1981,
Finally, Hagedorn's success is a credit to the
Twin Cities as a metropolitan area of great
musical talent and education.
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Hagedom's next recital in the Cities
will be on October 6, 1991, at 3 p.m.
in the Weyerhauser Auditorium ai the

Landmark Center in 5t. Paul. The
program consisis of works by Heiter
¥illa-Lobos, Fernando Sor, Alberto

Ginastera, Emilio Pujol, Alf 5.
Houkom, Joaguin Rodgrigo, and lute
pieces by John Dowland.
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CLASSIFIEDS -
Classifieds are free to members and can be placed by
mailing ad (please type or print cleariy) to: MGS, PO
Box 14986, Mpls, MN 55414 or call 333-0163,

FOR SALE: ALTON 1/2-sipe chassacal guitar wicase, Ex oond
445-53112

| BUY GUITARS! Dakota Dave Hull 333-1660 -
FOR SALE: Kakns 1988. Designed aker 1937 Jose Tomes

Aamenco spruce tog, Sounds cassical & sweel. $1750.00 Mark,
Td-5881.

popudar standard, 700, Bran. 5222683, WAMTED: Used
Telecasber with stock bagelry whammry bar, Brian, 5222583
1083 Bruma 8 course hile for Safe. Mabler ooy, with case and
w0 Bxtra seis of stings. Perfec! condition, 472-4732.

FOR SALE: Yamaha G21-1 classicad wilh padided case, Hardly
pean used. 318500 Franc. 7221344,

FOR SALE: Sequential Clrcuits Propiet 600, $275 00 Caroline
BE- 1645,

hipldss informnal performance wakshops each month, 19y woukd
kke b0 try cart @ neew mece ar just obseree, contact Alan Jahnston
il GET-4020

FOR SALE: Mahogany siles & back, handmade, cusiom

classiel guitar—spruce top & hendshell case. Rich, resonant
sound 5500 or B/, TIE-T154 between B3 pm.

FOR SALE: 1975 Ramirez flamenco quitar, Cypress pegs £1200,
4724732,

FOR SALE: Contrerss “studio” qguitar, 1872, appraised value:
£1075. Exoepl ofier, Carcling 377-8a2

FOR SALE: 1981 Martin D25K KDA wood sides & back. Spruce
b with cedar stein & torpise pick guard. Ming 3950, Arm
4732855,

FOR SALE: Bibson Les Paul, mint condiicn $650. Musicman
tube anp, S300. Cave 4973405

WANTED: Does amyone know where | can by a cassette or LP of
“'CHOPS"" by Jos Fass? Or sormeang who will make me a copy
il reasanable quakty for 8 reagonzble price? Contact: Wayne 5.
Gardnar, 2412 4% Ave, . Cameron, W 54022, 715-B59-2901

BLUEGRASS & OLD TIME GUITAR LESSONS - figlpick styks
Original tablature. Beginning, advanced & chikden welome.
Steve Howard, 92246711

Would e 1o carespand with Mormon arlists & crafipersons or
music lovers. Robert Hubble, 861 Festhersione #f. Red Wing,
PN 55068,

GUIT. INSTRUCTION RIGHT IN YOUR HOME! Blusgrass,
classical, CAW, 3panish and other shies. Call the Melodes
Schonl of Music B71-3185, T dave a vassk 1 10 pm. $20 raward
for anyone who refers 3 friend who fekes kssons' Tor &
manth—urfimied ofter

SELLING
YOUR GUITAR?

WE CAN HELP YOU TURN IT INTO CASH!

WHERE YOU EXPECTRESULTS 3/43MICOLLET AVE 50, 612/822 /7602

FOF: SALE: Aharer classical hardbop quitar fexs cond) inciudes
case and extra strings. 5200 or B0, Cal Jay at 0E3-4457,

FOR SALE: CF Martin 535 minl. Shotted head, wide neck,
clasgical shyie, 5800, Call afer Spm, Steve, G96-5304

rom BACH « ZAPPA

i

I

i

i

l

I

* i.vnn &_Faularla Thmr_upsun
| e
i

‘

i

I

l

I

+ Featuring an unequaled selection of
sheet music in many styles

+ Fine classic & acpustic guitars plus
rmpdaratety piced student models

w Professional music mstruction—guitar,
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+ Ampe, harmonécas, elrings and Hhings.
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