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Classical guitarist Antigoni Goni
to perform

On Saturday, March 13, the Minnesota Guitar Society will present classical
guitarist Antigoni Goni in recital at the Hennepin Avenue United Methodist
Church in Minneapolis. Ms. Goni's program will feature works by Barrios,
Domenicont, Giuliani, Villa-Lobos and others. The performance will take place in
the Art Room and will begin at 7:30 p.m. Tickets will be sold at the door: $8 gen-
eral admission and $6 for MGS members, students and seniors. The church is at
the corner of Lyndale and Groveland near the Walker Art Center. If coming west
on 94, take the Hennepin-Lyndale Exit and turn right into the parking lot. Parking
is free. If you have any more questions call Joe Hagedorn at 3744681,

A NTIGONI GONI was born in Athens, Greece in 1969, A winner of the Inter-
national Competition in Cuba in 1988, she was awarded the special prize for
best interpretation of Latin American music. In 1990 she won the first prize in the
“Julian Bream™' competition at the Royal Academy in London. Her solo per-
formances include concert tours in Greece, England and Germany as well as con-
certo performances with the Royal Academy Symphony Orchestra. Antigoni
began her studies with Evangelos and Liza (The Athenian Duo) at The National
Conservatory of Athens, and received her Soloist’s Diploma in 1989, She was
awarded a British Council Scholarship to study with John Mills at the Roval
Academy of Music in London and is currently a scholarship student of Sharon
Isbin at the Juilliard School.
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Minneapolis Guitar
Quartet

Update

On February 28, the Minneapolis Guitar
Quartet performed the premiere of a new
work by the distinguished American com-
poser Leslie Bassett, winner of the Pulit-
zer Prize and the Prix de Rome. The new
work, Marratives, was premiered at the
Fairlane Music Guild in Dearborn, Mich-
igan and repeated the following week in
Portland, Oregon. The five-movemnent
work was written for the Minneapolis
Guitar Quartet, the Los Angeles Guitar
Quartet and the Buffalo Guitar Quartet.

The Minneapolis Guitar Quartet has
commissioned a concerto for four guitars
and orchestra from California composer
lan Krouse. The concerto will be com-
pleted in 1993, Krouse's earlier works for
guitar quartet are among the finest in the
repertoire. No préemiere date has been set
for the new concerto.

The MGOQ premiered Eleanor Hovda's
Armoniaon November 1 in Mew Orleans,
with another performance the following
week at the Guitar Foundation of
America Festival. The MGQ) has been
asked to record Hovda's new work for
the CRI label in New York.

The Minneapolis Guitar Cruartet is repre-
sented by Great Lakes Performing Artist
Associates of Ann Arbor, Michigan.

For more information, contact Alan
Johnston, 612-331-5006.
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Paul Hintz

By Cathy Nixon

IKE A PIANO PLAYER out of the

Old West, Paul Hintz calmly plays
his guitar through the constant hum of
conversation at Dunn Brothers Coffee
Shop in St. Paul. Expressive, firm Lones
ring clearly as his fingers pick the guitar
strings. These tones change as Hiniz alter-
nately plays three guitars: a 1959 Gibson
ES 175; a 12-string Taylor; and a Martin
TID28. He finishes his last set with jazz
tunes “‘Just Friends," “All of Me" and
“Autumn Leaves,” followed by Leo Kot-
tke's **The Fisherman'' and ending with a
mediey of his own tune “Cream City
News,"" Koitke's ““Busted Bicvcle” and
John Fahey's ““Sunflower River Blues.™

Hintz moved to the Twin Cities about
nine vears ago with his wife, drummer
Carol Selene. He and Selene met when
they were studving jazz at the Wisconsin
Conservatory of Music in Milwaukee,
where Hintz studied jazz guitar with Jack
Grassel. Before then, Hintz learned to
play the guitar in college as a complement
to his writing. He was a poet and, for a
short time after college, a songwriler.
With candid humor, Hintz tells that his
songwriting career quickly fell by the
wayside because he insisted on singing.
Now he either writes or plays music, but
he doesn’t blend the two. His songs are all
instrumentals, which he intends to record
in the near future.

While in Milwaukes, Hintz taught bass,
banjo and guitar for a couple of vears, an
experienced he enjoved because of the di-
versity of stvles and students. He also ran
a wedding band on the weekends, which
he found that he did not enjoy. Beause the
MUsIC INCome was sparse, he went 1o a
business school to learn about computers.
During that time he put music on the
shelf. Shortly after completing his course,
Hintz and Selene moved ot the Twin
Cities, where Hintz began to do some
computer typesetting work as well as
some freelance copy editing. Healsorana
wedding band on weekends, which he
continued to dislike. Hintz life changed
three years ago, when he realized that
there were opportunities to play finger-
style around town. He has been playing
ever since.

“Playing the guitar is the most important
thing | do in terms of hfe work,”” says
Hintz. Every few months he finds himself
growing musically. He loves performing
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more than almost anything else, and par-
ticularly enjoys interacting with the audi-
ence. He carries a note in his wallet from a
fan who wrote that they loved his rendi-
tion of ““Misty."" Hintz looks at the devel-
opment of his plaving over the last few
vears and the challenge of being able to
become even better as a gift. Because of
this, he feels an obligation to let others
know that music can be an active part of
their lives, rather than simply a commaodi-
ty to consume,

Hintz was able to convey this message to
some while he was teaching through
Community Education. However, he's
had to stop teaching lately because of his
gigs and the demands of his Master of
Arts and Liberal Studies program at
Hamline University. Hintzs thesis 15 on
the semictics of feminism in jazz improvi-
sation in both music and social settings.
He has also continued to develop as a
writer, publishing short stories, poetry
and critical essays about literature in
Loonfeather, Greal River Review, Rap
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Hintz, from page 3

Mag and Sidewalks literary magazines.

Many of Hintz's short stories feature
music in the lives of his characters. In his
own life, music is central and jazz is a sub-
versive vehicle for change. Hintz is fas-
cinated with the topic of improvisation —
that the ideal should be to play something
no one has ever played before. This is the
way jazz becomes subversive in our cul-
ture in a positive way, he explains. Ac-
cording to Hintz, many people consider
jazz a neat and tidy commeodity to be con-
sumed like anvthing else. However, an in-
formed listener or player knows that jazz
is always creating something new. This
runs contrary to our culture, which keeps
trying to sell us the idea that we should
continue to buy and sell something we've
already had. For example, we buy movies
like the last ones we saw, food we’ve eaten
before, or the same kind of car we bought
before. By its evolving nature, jazz sub-
verts this tendency to sameness and com-
placency.

Hintz is a firm advocate of musical in-
struments (especially guitars) for every-
one. He believes that music as an activity
changes people’s lives for the better. He
says that music can help the present to
change the past. For instance, everyone
has some issue in their lives related to
music. Perhaps they wanted to play when
they were young but gave up because they
thought they weren’t good enough or that
someone else was better. When they start
playing music, that burdensome message
from the past is changed by the present.
When beginning a guitar class, Hintz asks
everyone whether they play the guitar at
all. There are often people who will say
that they've played a little in the past, but
they can’t play now. After teaching the
class to play an E chord, Hintz announces
that they all now play the guitar, which
shakes their *‘I can’t do this yet™ attitude
just a lictle.

Paul Hintz plays the guitar for the sheer
joy of it. Listen to his message through his
fine finger-picking. You can hear him
regularly at Dunn Brothers Coffee Shop
and Music City Cafe in St. Paul and the
Malt Shoppe in Minneapolis. [

BOMBING

By Tate Ferguson

WAS PLAYING electric guitar in a
band at a bar. The group was sounding
good that night, I thought. Solid, crisp
rhythm, tight band sound, good vocals. 1
felt that I was playing exceptionally well
—1 was really in control of my axe that

night.

But the bar was half-full when we started,
and the crowd dwindled as the night wore
on. | walked outside during a break to see
what was happening on the street. There
was lots of people out there, laughing,
talking, moving back and forth between
other night spots.

But for us, it was a dull night. A few peo-
ple drifted in and drifted out again—the
bored waitresses vawned at their stations
—the bartenders watched the TVs over-
head. Everybody in the band forlornly
cast his eyes toward the door whenever
someone walked in, and the silent prayer
rose toward heaven: mayvbe theyv'lf siay.
And sometimes the new customers would
stay for a minute—but usually they’'d
leave. We plaved and played, and the
night dragged slowly on, and this four-
hour gig seemed more like four years.

It was weird playing loud, boisterous,
funky tunes with lyrics like *‘get down
and party,” *‘rock til’ the break of dawn™’
and *‘dance, dance, dance,'* when there
were a total of two customers in the bar
during the last set. It made me wish I was
playing a wedding reception—a wedding
audience, primed with free liquor and full
of good will toward Rick and Debbie, will
love you no matter what.

The last set ended, and the band gathered
for the post-mortem. Excuses were made
—many of them good ones, like these:

o Our fans have mostly professional jobs
—they don't like to stay out late on a

Thursday night.

* This is a college town—not many older
people come to this part of town.

* The entrance to this club is so out-of-
the-way that people don't know how to
get in. They don’t even know this place
exists.

® The [ultra-popular band] are playing
next door—they're drawing all the
crowd.

But this was all so much nonsense.

The fact is, people didn’t want to hear our
music. They came into the bar and heard
us play, then walked out, because they
didn't want to know about what we were
doing. We played great, we smiled and
wore nice clothes and tried to look good;
we had everything going for us, including
good music.

But some nights, good music isn't what
people are buying. Whatever happened or
didn’t happen that night, we apparently
didn’t do the job.

I don’t know all of what went on at that
gig, but I know now that excuses are
worthless. Whatever the reasons for our
failure to draw paying customers, the
band will have to change its program and
adapt to the realities of the marketplace.

Face it: if vou can’t get people to stay and
hear your music, then vou bomb. |
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Use some tunes you can
learn from

By Peter B. Olson
Jazz coordinator, MacPhail Center for the Arts

ATS OFF TO TATE FERGUSON for pointing out (*‘Learn some tunes you
H can use,’” Guitarist, January/February 1993) a paradox every jazz student
and teacher confronts. That is, the question of learning music which meets peda-
gogical goals, provides a generous amount of artistic modelling, and serves the stu-
dent’s interest and needs: a sensitive and often personal issue. Yet Tate suggests
that the choice of standard or commonplace versus esoteric or “‘obscure’™ reper-
toire remains an either/or proposition. In reality, he asserts a bifurcation which
doesn’t hold true: his is a specious argument. There is no reason to suppose that a
jazz student wouldn’t benefit, musically, from tunes on the order of **Dolphin
Dance,” ““Black Narcissus,” or “Ballad of the Sad Young Men™" any less than
they could benefit from more popular standards.

Granted, jazz standards possess a recognition factor that makes them essential
repertoire for professional jazz musicians, yet, these same players hold the work of
Herbie Hancock, Joe Henderson, and Kenny Burrell, among others of similar
caliber, in the highest esteem, Sensitive musicians, professionals and students alike,
have often looked to such exceptional artists for direction and inspiration, regard-
less of the fact that these artists often remain unknown to the general public. What
enriches the musical experience of all musicians is diversity and artistic explora-
tion. Jazz is a music that has always preferred unigueness and individuality over
convention and formularization. A style consists not only of its center but of its ex-
tremities. In order to fully understand a style, one must have had musically rich
and varied experience connecting to the music of artists who variously shaped the
parameters of that style, whether or not those artists or their works are well-
known.

The Ad rates for Guitarist are
some of the lowest in town!
Call: 331-5757 to find out more,

This is not to suggest that jazz innovators
have not also been pragmatic. Rather,
jazz has always seemed to maintain an
equilibirium between the “‘mainstream”
and the “outside.” Both are fundamental
concepts in jazz. It would seem, then, that
a balanced repertoire is in the best inter-
ests of a jazz student. Indeed, many jazz " “SHOPPE
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TUNES, continued on page 6
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TUNES, from page 5

While Tate is correct in stating that stan-
dard tunes such as ““The Girl From Ipa-
nema’’ have interesting musical chal-
lenges, his argument renders that point ir-
relevant since he is apparently more inter-
ested in only that which is immediately
functional and utilitarian. Fortunately,
students’ natural curiosity usually leads
them to explore not-so-well-known pieces
just for the personal growth involved. No
one would deny, however, that the stan-
dard repertoire possesses a rich vein of
musical treasure. Yet, Tate, would limit
the jazz student’s musical development to
“Fifty Greatest Standards’ (how many
tunes has Kevin Eubanks learned, do you
suppose?). Furthermore, this pitch is mis-
leading since, while certainly a start, a list
of fifty tunes remains far from the pre-
requisite tune base of any professional
situation. Moreover, not every jazz stu-
dent fits Tate’s paradigm; we can’t as-
sume that all jazz students are motivated
to compete for club dates and casuals.
Often, jazz students are more interested
in absorbing finer nuances from the jazz
legacy, nuances which, although admit-
tedly esoteric, require a deep level of com-
mitment and practice.

... how many tunes
has Kevin Eubanks
learned, do you
suppose? ...

At MacPhail Center for the Arts (not
““MacPhail Institute'’) there is a good

deal of respect for artistic expression and
personal choice in addition to a support-
ing foundation of musical fundamentals.
MacPhail offers classes in Guitar Finger-
board Theory, Electric Guitar Orchestra,
Jazz Guitar, Rock Ensemble, Jazz Com-
bo, Jazz Improvisation, Jazz History,
Jazz Theory and Keyboard, among many
others, as well as individual instruction.
MacPhail students regularly perform
standard tunes in ensembles, lessons, and
concerts—in venues such as the Dakota
Bar, The Science Museum, The Minne-
sota Museum of Art, and The Mall of
America. MacPhail has also played host
to many renowned performers and
teachers: Ray Brown, Gene Bertoncini,
MNeils H.O. Pedersen, Bobby Broom, Bob
Seeley, and John Holmquist. This pro-
vides the MacPhail community with the
opportunity to hear, interact, and absorb
musical nuances from recognized artists.

Clearly, students benefit from learning
standard tunes. It is their choice whether
they want to put those tunes to work In a
professional environment. But, it is
equally important for them to explore
their musical directions through pieces
selected for artistic merit, alone. There

are already too many stilted professional
situations. Indeed, those are situations
which cause musicians to seek refuge in
untrammelled creativity. Ideally, musical
learning ought to be coupled to a spirit
provided by the {reedom to explore, to be
imaginative. Imagination versus formu-
larization: no competition here. |
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The following article was originally printed in the Thurman Guitar and Violin Repair Newsletter. It is reprinted by

permission of the author. Classical guitarists, check it out!— Alan Johnston

v———6—C—F—F )y~
® { is obvious that among guitar students, there is a premium placed on playing
fast. Playing faster is frequently equated with playing better. It is tempting to
call this phenomenon a product of contemporary society--that shorter and
shorter attention spans coupled with a need for ever more thrilling entertain-
ment breeds a sort of numbness in today’s audiences. Subtlely and restraint
sometimes seem to be going the way ol the Aguado Tripodion. It should be
remembered though, that each age featured its share of virtuosi (remember
Paganini, Liszt, etc.) and that much excellent music does feature brilliant passage
work. That is, while not all fast players are great musicians, most great musicians
can play fast.

So, then, how do they do it? There are numerous approaches to increasing one's
digital velocity. Methods range from the use of scales, arpeggios, away-{rom-
the-guitar finger exercises, conceptualization and visualization, relaxation tech-
niques, and so on. Each approach, if applied sensibly in the right circumstances,
has merit. The exercise | offer here 1s a device for becoming acquainted with and
gh-velocity skills. Used as explained below, the player should soon

improving hi
be able to handle fast scales with relative ease.

‘ Ex, #1
To begin, set your metronome at J=208. Play the five-note
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pattern indicated in Example #1 with the metrenome.

If you are like most mortals, this will be impossible to do clearly. In orderto be
sure, sing the rhythm softly to yourself with the mmetronome, using syllables such
as "ti-ki-ti-ki-ta." In my experience, being able to sing the rhythin vastly aids in
t the pattern nuinerous times. As you alt-
tempt to fit the notes neatly into the J =208, be conscious of your neck, shoulder,

reproducing it with the fingers. Repea

arm, wrist and hand muscles. The fingers will not move quickly
when there is excess tension. Shake your hand out until it is loose,
and try again. Aftera few minutes, turn the metronome down to
#=200. Repeat the process. For each speed burst, change the pitch,
staying on the first string above the 10th fret. Freely use notes
above the 15th fret. Aftera few more minutes, turn the metronome
back to 4=192. Repeat the process. Remember to shake out the
hands periodically, dispelling any accumulated tension. Only the
loosest fingers can play at high velocities. Continue tumning the
metronome back, notch by noteh, trying the speed burst lor several
minutes at each speed. Al some point, whether FRE &

it is at J=184 or J=120, you will be able to
clearly articulate all five notes in tume. At this F%
point, move on to Example 2. V)
Here the primary stumbling block to fast playing 1s introduced:
coordination of the two hands. Begin by sunply introducing a new
pitch in place of the 5th note of example 1. Vary the linger com-
binations so that all get addressed, as in Example 3:

Ex. #3 1 b 1 ‘g 3 b elc.

s (V] s ot
This is to be done with the metronome as before: Begin at 4=208,
and notch by notch, ease the s down to a manageable level.

When you reach the point on the
metronome at which the speed bursts are &_ﬂ%
consistently clear and in time, move on to % =
Example 4.

These scale fragments require complete coordination between the
hands. Ifthe left hand finger lands the slightest [raction Loo soon or
too late, the passage will be unclear. Play Example #4 with the
metronome as before, this time moving the passage to the second
and third strings in addition to the first, and adding frets one

through nine. At this point your playing will look something like
this:

When this exercise feels steady and is completely free of click and
muffled sounds, move on to Example 6:

S

[

Ex #g 2 141 2 314 1 3 14 34 1 142 41 elc
5o : © Yo == ? o

Now the challenge 1s 1o play the same scale burst across two

strings. Try it in various confliguration to employ all the combina-

tions, in both the right and left hands. Again, begin by setting the
metronome on J=208 and edging it down gradually.

Finally, extend the scale fragment to a ninc-note passage, taking ad-
vantage of you new confidence with crossing strings at high
veloeity. To
avoid shifting,*
change direc-
tion at the end
ol the scale, as
in Example 7:

In this fashion play various one-octave scales, in all positions..
Remember to begin with the metronome set at the top speed.

Why start at impossible speeds? This could encourage a sense of
futility and frustration in even the most willing students, you say.
To a point, [ agree. However, my experience with the traditional
mcthod of starting scale practice at, say, J=60 and working up the
mctronome gradually, is that students inevitably hit a wall. They
play well up o, maybe J=108 or so, and can go no faster. The
method of starting much faster than possible eluninates the wall.
Al top speeds, It will sound unclear, tone will suffer and not all the
intended notes will project. But do it anyway, focusing on the
looseness of the museles and the responsiveness of the fingers. By
singing the rhythins first, you begin to hear these speeds. Inevitab-
ly, a student deadlocked at  J=108 will crank out five clean notes at
no slower that J=126, often much faster. This experience creates
optunisin and hope. Further, it happens in one session ot 30
minutes or less, With careful and dedicated work, those five notes,
in the context of this approach, can soon be transformed into full
one- and two-octave scales at previously impossible speeds.

*Shifting is another, separate problem, and will be discussed in a
future forum.
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Intonation
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HE GUITAR has the bad reputation

of being difficult to tune; when
played in a symphony orchestra, it often
appears to be out of tune with just about
every other instrument. Even when it is
right on pitch, it is considered to be the
one in the wrong if there is any discrep-
ancy between its pitch and that of any
other instrument. This applies to novices
and professional guitar players alike.
Conductors will almost invariably stop an
orchestra and ask the guitar player to tune
up whenever there is any discrepancy in
intonation.

The guitar is designed according 1o Equal
Temperament (also called **Well-tem-
pered Tuning™); its frets are mathe-
matically spaced so that they will produce
half-steps of equal size. If the instrument
15 accurately constructed, strung with true
strings, and properly tuned, it should play
in tune, and should match perfectly any
piano, vibraphone, glockenspiel, harp, or
other instrument that is properly tuned to
Equal Temperament. Often it does, but it
still sounds out of tune. Actually the
piano, glockenspiel, and other instru-
ments of fixed pitch also uwsually sound
out of tune to the rest of the orchestra. No
one, however, expects the piano player to
do anything about it; no one ever hassles
the glockenspiel player. Musicians usual-
ly assume that the piano is correct, and
that they must be playving their horns and
fiddles out of tune. The guitar does not
enjoy this respect, however; it is usually
viewed as the culprit.

Actually, the rest of the orchestra players
know that it is they who have created the
problem. They know that they usually es-
tablish the pitch wherever they please, asa
group, and often leave the instruments of
fixed pitch back in the dust. It is only
because they assume that guitar players
enjoy the same degree of flexibility in this
area that they expect us to follow and
keep up with them. They view the fact
that we do not tweak up our tuning to
match theirs when they carried away in
their zeal to sound exciting as evidence of
our unwillingness to cooperate.

All woodwind and brass instruments have
their own special problems of tuning,
even when plaved by expert profes-
sionals. This is because they are designed
and constructed according to the acousti-
cal laws of physics; they tap into the over-

tone series of various fundamental tones,
and therefore are not based upon Equal
Temperament. With the human voice,
the strings, and the trombones, one can
place the pitch wherever one wants to;
those instruments are infinitely adjustable
as they are being plaved. Actually, all or-
chestra players claim that their insiru-
ments are flexible and allow them to ad-
just their intonation at will, and with little
effort; they use their ear, and their bodies
seem to make the necessary adjustments
automatically. All they need to do is listen
to the guitar, piano, or any other instru-
ment of fixed pitch and equal tempera-
ment, and stay in tune with it, The prob-
lem is that often they cannot hear the
piano or guitar; when this happens, they
always assume their own level of pitch
ard system of funing. On sustained
chords, they often adjust their intonation
to reflect the Harmonic Series, rather
than Equal Temperament.

Mormally, unless equipped with a special
fingerboard, all fretted instruments are
Equal Tempered in tuning. This means
that during the sixteenth and seventeenth
centuries, when Renaissance and Ba-
roque vocalists where suppasedy placing
their pitches according to the principles of
Just Intonation, or the Harmonic Series,
the fretted lutes and viols were apparently
accompanying them with tones and
chords tuned 1o Egual Temperament.
One cannot help but wonder how sour
this must have sounded, and one cannot
help but wonder if this presumption is at
all true. Mo subject is given to more ab-
surd misconceptions and statements than
intonation. Every player seems to have an
opinion or two about it, and most who
hold strong opinions play instruments
that allow them to make minute adjust-
ments a5 they play! Many who have
definite opinions concerning the proper
tuning of chords, according to the Har-
monic Series, do not play chordal instru-
ments: they also often have limited
knowledge of harmony, modulation,
related keys, etc. Many players, in my
opinion, do not know what they are talk-
ing about a great deal of the time; their
opinions seem to be based upon the silly
notion that @lf players can adjust the in-
tonation of their instruments as they play
{with the exception of the piano, glocken-
spiel, etc.). Even fiddle players, who at
least play a stringed instrument, are given
to making outrageous statements con-
cerning the tuning capabilities of the
guitar. Their statements show that they
have given no thought to the fact that the
guitar is equipped with frets. It is as

though they never noticed the frets. Some
actually believe that, because they hear
blues, jazz and rock guitar players bend
occasional tones out of pitch, that such a
technique can be applied to a scale or
chord. Some actually believe that we
could bend any tone within a chord, and
not disturb the others.

Robert Donington, in his book A Perfor-
mer’s Guide fo Barogue Music, makes
the following statement regarding tem-
perament during the Barogue Era:
“Other instruments (viols and lutes in-
cluded) in any case keep a sort of flexibly
just intonation, whatever may be the tem-
perament of kevboard accompaniment.™
I would like to know how they accom-
plished this, when their instruments were
equipped with frets and could only be
tuned according to Equal Temperament.
Some musicians apparently believe that
frets can be shifted about. While gut,
wrap-around-the-fingerboard, frets can
be positioned wherever one wants them,
that assumption is not the only absurdity.
Those who think that movable frets were
not only a possibility, but an actuality,
apparently give no thought to the effect
they would have upon harmony, scales,
and fingering. Basically, the lute and
guitar are very similar in tuning. The
Renaissance lute, for instance, is like hav-
ing a guitar tuned a major second lower,
and then adding an extra treble string—
tuned to G. The fingerings, chord forms,
and barring techniques used in playing
both instruments are almost identical:
pieces written for lute can be plaved di-
rectly on the guitar, with almost no
change of fingering, as long as one does
not mind hearing it sound a major second
lower. Very slight differences of fingering
will result by playing the guitar transcrip-
tion in the same key, and this is only be-
cause the major third interval occurs be-
tween the third and second strings on a
guitar, whereas it occurs between the
fourth and third strings of the lute.

This is the 1st part of a 3-part serjes.
Check out the next issue of Guitarist
{May/June) for more on intonation.

mm—— -

Stephen Kakos

Classic Guitars
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—performance calendar—

If you would like to be included in the
next calendar (May/June) please jot
down the pertinent facts (time, date,
venue, ticket price and any interesting
tidbits) and mail to: MGS, Attn: Calendar
Editors, PO Box 14986, Mpis.. MN
55414 or call 333-0169 and leave a
MEssde.

TMAR ...... GENE SWANSON w/Finnish singer Petra
Zilliacus for an evening of Scandinavian music at
the Lonng Bar, Mpls.. 9 pm-12:30 am. No cover.

TOM CRAVENS Jazz Ensemble featuring pianist
Mikkel Romstad, bassist Tom Pieper, drummer
Jay Epstein and special guest Billy Shiell on
trumplet, flute and sopranc saxophone, In con-
cert at the Janet Wallace Fine Arts Center Concert
Hall, Macalester College, 1600 Grand Ave., St
Paul. Sunday, March 7 at 8:00 pm. Admission

9MAR ...... REUBEN RISTROM in Concert w/The
Bourbon Street Boys at the Old Log Theatre in
Excelsior, 7-30 pm. For ticket info, call 474-5951.

10 MAR ... .. CURTIS & LORETTA wispecial guest
Karen Mueller at the Cedar Cultural Center.

16 MAR ... .. KEVIN DALEY TRIO, New Riverside
Cafe, 7-11 pm
17MAR. .... MICHAEL ZIEGAHN strolls for your

dimng pleasure at Curran’s Family Restaurant,
4201 Nicollet Ave. S., Mpls.. 11:30 am-8 pm.

JOAN GRIFFITH, guitar and Anita Ruth, piano w/
MN Sinfonia at the College of St. John's, 8 pm.
Free.

18 MAR . ... .JOAN GRIFFITH, guitar and Anita Ruth,
piano w/MN Sinfonia at Basilica of St
Mary, 88 N. 17th St., Mpls., 2 pm.

20MAR. ... .. JOAN GRIFFITH w/Ann Reed. U of -
Madison. For info call 822-7803.

21 MAR . ... JEFFREY VAN in solo guitar Concert at
Bethiehem Lutheran Church, 4100 Lyndale Ave
S0.. Mpls., 4 pm. FREE.

26 MAR .... .RON BROWN w/Xtension, 8:30 pm-
12:30 am, Fabulous Fern’'s on Selby Ave., St
Paul

27 MAR . ... RON BROWN, see March 26 item.

28 MAR ..... SCOTT DAVIES w/Rincon del Flamenco
at the Loring Bar. Mpls. 8:30 pm-12:30 am.

JAPR ....... JEFFREY VAN, guitar and Susan De
Jong, flute (Duologue) w/Soprano Maria Jette at
Macalester College, St. Paul, 8 pm, FREE.

CURTIS & LORETTA, Anderson Mansion, Red
Wing, Tower View Campus. 7:30 pm, FFI;
1-388-8271.

4APR .......0. NICHOLAS RATHS in a Thursday Mu-
sical solo quitar concert at The American Swe-
dish Institute, 2600 Park Ave. So., Mpls.. 3 pm.

9APR . ...... CURTIS & LORETTA, New Riverside
Cafe, 9 pm-Midnight.

11APR ...... JOAN GRIFFITH w/Naima, Easter Sun-
day Brunch at Raddison Hotel, Minnetonka,
12201 Ridgedale Dr., 10:30 am-2 pm. For reser-
vations call 593-0000

14APR ...... CURTIS & LORETTA host the evening
entertainment at the Cedar Cultural Center, Mpls.

2TAPR ...... through May 1 it's SCOTT DAVIES,
guitar w/Ward Davies on sax at the Dover
Lounge, Sheraton Park Place. 7 pm-11 pm week-
days and 8 to closing weekends.

KEVIN DALEY TRIO at the New Riverside Cafe,
7-11 pm.

ONGOING
—engagements—

Tuesdays .....................

MIKE SALOVICH performs original acoustic solo
guitar music at the Caravan Serei Restaurant, St.
Paul. 6:30-8:30 pm.

Wednesdays ..................

DAVID ROOS w/llicit Sextet at 0'Gara’s, St. Paul,
9:30 pm-12:30 am.

THINSOIVE . cvovvivinesanmains

DAVID RODS Trio at Brandy's, U of Wi-Riverfalls,
Wi, 8 pm-10 pm. No cover.

T R

MIKE SALAVICH performs original acoustic solo
guitar music at the Sri Lanka Curry House, Uptown,
Mpls., 6:30-9:30 pm.

RON BROWN w/Xtension, Calhoun Beach Club
every other weekend through March,

SUBAS . . oo ovvwmmpis e i

RON BROWN w/Xtension, Calhoun Beach Club
every other weekend through March.

Exceptional Service

TOP NAME BRANDS
* Guitars ®* Keyboards
* Amps * P A * Drums
* Accessories * Sheet Music

FINANCING AVAILABLE
s (o] =B

2182 Third Sireet White Bear Lake

EvansMusic
POSITIVE MUSICAL LEADERSHIP SINCE 1979
Knowledgeable, Friendly Staff &
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SELL finonos
CONSIGN k=5.c7~
TRADE

AMPS
BRASS
WOODWINDS
Consign your gear — we'll sell it for you
AT NO CHARGE — EVER!
1850 Central Ave. NE, Mpls. 781-5053
1952 University Ave.. St. Paul 644-2629

Q. Guitar

Nt Instruction
N[
MACHAN MacPhail

Center

e Fingerboard Theory and other
classes for all levels

e [nstructors in classical, jazz,
acoustic and electric guitar,
electric bass and Suzuki guitar

® Rock ensembles, jazz combos,
Electric Guitar Orchestra

Call 627-4020 for a catalog.

University of Minneaota Continuing Fducation & Exiension.
An equal opportunity emplover and educutor,

Professional
Private Instruction

Beginning To Expert

Certified Repairs

429-0236

HOURS:
MON - THURS 9:30 AM - B8 PM
FRI 9:30 AM - 6 PM
SAT 9:30 AM - 4 PM
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CLASSIFIEDS

Classifieds are free to members and can be piar.uil h]r
mailing ad (please type or print clearly) to: MGS, PO
Box 14986, Mpls, MN 55414 or call 333-0169.

FOR SALE: Fender Super Reverb Amp. Pre-CBS, “'biack face.”
mint cond. $625, Craig, 424-3277,

FOR SALE: ALTON 1/2-size class. guit. wicase. Ex cond
445-5312.

| BUY GUITARS! Dakota Dave Hul 333-1660.

FOR SALE: 1976 Gibson ES 175T rare, thin bodied version of a
pop. std., $700. Bran, 522-2683. WANTED: Used Telecaster
wistock Bigsby Whammy bar, Brian, 522-2683.

1983 Brune 8 course lute FOR SALE. Mahler copy, wicase & wo
gxfra sets sirings. Perl, cond, 472-4732,

FOR SALE: Yamaha GZ31-W classical w/padded case. Hardly
been used. $185 Franc. 722-1344.

FOR SALE: Sequential Circuits Prophet B00. 5275 Caroline
B22-1645.

CLASSICAL GUITARISTS, play in a trio or quartet as a member
of the MacPhail Classical Guitar Ensemble. Weekly coachings
and performance opportunities. Call Alan Johnston a1 627-4020
tor information.

FOR SALE: Mahogany sides & back, handmade, cust. class.

guit. —spruce top & hardshell case. Rich, resonant sound 3600,
B0, 738-7154 between B-3 pm.

FOR SALE: 1975 Ramirez flamenco guit. Cypress pegs $1200
4724732

FOR SALE: Contrerras “'studio” quitar, 1972, apprais. at $1075
Except offer, Caroline 377-8402

FOR SALE: 1981 Martin D25K KDA wood sides & back. Spruce
top wicedar stain & tortosse pick guard. Mint $950. Firm
473-2855.

FOR SALE: Gibson Les Paul, mint cond. $650. Musicman fube
amp, $300, Dave 497-3405

BLUEGRASS & OLD TIME GUITAR LESSONS - flatpick styles.

Original tablature. Beginning. advanced & children welcome.
Steve Howard, 9226711,

GUIT. INSTRUCTION RIGHT IN YOUR HOME! Bluegrass,
classical, C&W, Spamish and other styles. Call the Melodee
Schoof of Music 871-3165, 7 days a week tll 10 pm. $20 reward
for anyone who refers a fnend who takes lessons for a
month—undimited offer.

FUR SALE: Alvarer class. hardtop quit. (exc cond) incl. case &
gatra stnngs. $200, B0, Call Jay, 933-4457.

FOR SALE: FENDER PHEEISMHBASS made in USA, ex_ cond.,
5345 SUNN BASS AMP, tubes well preserved, $110. T86-4837.

MN Mandolin Orchestra i looking for guitansts. We play classi-

WE

BUY-SELL-TRADE-CONSIGN
GUITARS & AMPS

Lessons & Repairs also Available

)

Where you expect results

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

e —

cal, ragtime, ethmic and folk music. Call Jack at 375-3308 ioas
and 931-9853 (evenings).

OVATION Custom BALLADEER Model #1612 FOR SALE whas
shell case. 5439 firm. YAMAHA G-120A classical w/case S50
786-4837.

FOR SALE: Taylor guit. #612 wicase. Custom bik finish, beawt
w/buiit-in Baggs pick-up. Full unused warranty. Mint cond. Ask-
ing $1300, B25-1122. Kirk.

1990 Santa Cruz Tony Rice I:IH_ﬂngmu P28. Hear o believe!
List §2 350, asking $1.875. 644-7924 Chris Kaiser

FOR SALE: "T9 Fender Strat, USA. Nat. fin. Maple neck, ex
cond. $300/0B0; Fender Deluxe 85 Amp (new), $275/0B0; Lar-
rivee L-B, sp-uce top, mahogany sd & bk, ex. cond., $7S0/0B0
612-653-7571, leave msg

rrom BACH t«ZAPPA

offer friendly, professional
help and service

&+ Featuring an unequaled selection of
sheet music in many styles

* Fine classic & acoustic guitars plus
moderately priced student models

* Professional music instruction—oquitar,
piana, bass, vocal

 Amps. harmonicas, stnings and things.
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425 14th Ave. S.E. in DINKYTOWN .
331-8893 Call Us! .

WE SPECIAL ORDER SHEET MUSIC DAILY
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