12
|
‘

m

| ‘“
|

.. "(“

|
|

6336570900

|

|
»

|
|

I
i
|
(1N ||
|



SX 6350 Mixer: 350 Watts RMS
1115H Speakers

A PA for those who would rather

worry about therr music.

When vou're pushing vour talent to
the limit, the last thing vou need to worry
about is \Vl]cthcl vou're pushing vour
svstem too hard. But if vour PA is a Sunn
SX Svstem, vou can stop worrving,

Sunn SX components are powertul,
portable and perteetly matched. They're

simple to set up. But they ofter all the so-
phisticated features your music demands.

SX 8350 Mixer: 350 Watts RMS .2115H Speakers

Features like reverb-to-monitor, power
amplificr limiting, balanced XLR inputs
and up to 350 Watts of RMS power. All at a
price that won't
keep vou awake
nights cither.

And because
thev’re from
Sunn, vyou can
count on the
SX Systems to
pertorm tlaw-
lessly time after time so you can con-
centrate on vour own performance.

To find out how vou can get a high
quality svs‘tcm without the high anxiety,

try out the S
sunne

Series at your
SUNN is a product line of Fender Musical Instruments

Stinnes

SX 4150 Mixer: 1530 Wares RMS
21 Speakers

nearest Sunn
dealer.

CANADIAN DISTRIBUTOR:W' P.O. BOX 279, PORT COQUITLAM, B.C. V3C 3Vv7



THERE IS A

STORM BREWING
AT ROSS
SYSTEMS- We're on the move | *

with some of the most exciting new products to
come along in the last 20 years. Qur musical in-
strument amplifiers, effects, mixing boards, and
recorders are showing up consistently in the Top
Ten charts across the country.

HURRICANE and TYPHOON loudspeakers
are the hottest new line of PA enclosures in
the country.

For further information, please contact
your local ROSS Dealer or write to:

, B&J Music Ltd.

) 469 King St. West
Toronto, Ontario
M5V 1K4

Please enclose $3.00 to cover the cost of
postage and handling for a free copy of the
ROSS 16 page catalogue.
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LEARN

FROM SOME OF THE WORLD'’S GREAT MUSICIANS!
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LOOK FOR THE RUMARK DISPLAY IN YOUR MUSIC STORE.

For your free catalogue write to: Rumark Video Inc, PO. Box 8, Postal Station S, Toronto, Ontario M5M 4L6
FOR FASTER SERVICE: 416-789-7881

NORTH AMERICA'S LARGEST PRODUCER @ DISTRIBUTOR OF MUSIC |Nsmucnon£vl"'

* Trodemark of Rumark Video Inc.
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(WE'RE THE ONLY )
FOLKS TO TALK TO
WHEN YOU WANT
TO REALLY
LISTEN...
SERIOUSLY!

TeleTech is the recording musician’s
“soup fo nuts’’ store with the products,
prices & personnel to do you right.

We're the MIDI, analog & digital
recording specialists!

COME SEE WHAT WE CAN PUT
UNDER YOUR TREE .. YOU'LL BE
SURPRISED!

P

| MERRY CHRISTMAS! )

Tele-Tech Electronics Lid.
920 Denison St., Unit 11, Markham, Ont.
L3R 3K5 (416} 475-5646/499-3242

931 Leathorne St., London, Ont. N5Z 3M7
(5]9) 685-6561 Telex: 06-986766
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STYLE
AND SONGS

tyle and songs. They are the two most

critical elements in shaping a pop ar-

tist's career. Yet, they are often low
on musician’s list of priorities; somewhere
hetween getting new strings and buying a
new front tire for the band truck.

Personal stvle and songwriting are clearly
the most intimate side of being a musician.
They both should mirror vour inner-most
passions and reflect your vears of experience
- musical and otherwise. This is where so
many musicians fall short. In music, as in life,
what vou put n, is what vou get out.

The most successful pop musicians today,
with staying power heyond their next hit, are
continually searching for what makes people
and the world tick. They are continually ad-
justing their attitudes about the world and
themselves. They tend to be active observers
of popular and alternative cultures and live
their lives to the fullest.

It seems logical enough. If vou as an artist
want vour songs, and what you are as a per-
son, embraced by the masses, you must un-
derstand people; what moves and inspires
them. You must have vour own vision of the
world and know what precisely vou have to
offer it. You must know who vou are, who you
want to be, and how vou fit in.

All this can be a tall order for many
musicians who would rather have a few
drinks with the boys. or labour over their lat-
est sequencer program. or debate the virtues
of Fender versus Gibson. The point is that
these relatively minor issues hecome major
preoccupations to many musicians. They
should be focussing on exploring their inner
selves and the world around them.

These thoughts came to mind as we assem-
bled the current issue of Canadian Musician.
A number of the articles in this issue focus
directly or indirectly on style and songs.

Perrv Stern takes a look at style in his arti-
cle Rock Fashion - Style Is Substance. The ar-
ticle dissects the widely accepted premise: If
“clothes make the man, and the man (or, of
course woman) makes music, then it is also
true that clothes make the music.” This is a
solid extrapolation of a time-worn saving.
But, what to wear, when and how?

Perry talked with fashion expert Tim
Blanks of Toronto Life Fashion magazine,
who happens to be equally at home in the pop
world, having written for Canadian Musician
and other music magazines. While Tim is
quite specific about rock and roll garb, his

most mteresting comment in the article re-
lates to the basic point stated earhier: “If vou
have faith in vour music and vou look the way
vou look, it should translate into an image.
Anything studied looks desperate and noth-
g 1s more unattractive than desperation.”

Four other articles in this issue focus on
coming up with great songs: Loverboy, The
Nvlons. Grapes of Wrath and Haywire.

Loverboy has never aspired to be anvthing
other than a great rock and roll band. Songs
of wisdom and insight were never their forte.
But their basic balls-to-the-walls approach is
pure rock and roll, and their fans love it,

As s customary for Loverboy, they toured
extensively to support their last album,
Lovin® Every Minute Of It. While they may
have loved every minute of it, the gruelling
road schedule left little time, energy or inspi-
ration to write songs for their current album
Wildside. Virtually every song on this album
is written or co-written by someone outside
of the band. They could have easily thrown
together & bunch of mediocre songs and
made a mediocre album, but they showed
rare intelligence for a rock band and sought
out some great songwriters: Jon Bon Jovi,
Richie  Sambora, Todd Cerney, Tavior
Rhodes, Brian McLeod, Zappacosta and
Brvan Adams. The results represent
Loverboy's most emotionally charged album
to date. The band was clearly inspired by
these outside influences.

Haywire was in a similar rut, having writ-
ten songs for their latest album that were for
the most part rejected by their record compa-
nv for not being strong enough. Havwire
were accused by Attic’'s A&R man Brian Al-
len of “self-plagiarism.” Tavlor Rhodes was
brought in to help and the results can now be
heard on the radio and seen on the charts.
Haywire are hot - but they easily could have
stalled without the outside songwriting.

The Nylons' dilemna is entirely different.
Their two recent hits are covers of hits from
the sixties. The band desperately wants to re-
lease their own songs as singles but their
American label is resisting. Their problem is
clear. They are doomed to become a novelty
act if they can't break one of their self-penned
songs. But few people believe the combina-
tion of their accapella styvle and original mate-
rial will fare well with the public. Time will
tell.

Ted Burley
Editor

PITCHRIDER

HIGH PERFORMANCE
PITCH - TO - MIDI

PITCHRIDER 7000 PLUS!
GUITAR-TO-MIDI SYSTEM

* CONTROL ANY MIDi SYNTH FROM YOUR OWN GUITAR
® ACCURATE tracking ® MIDI HARMONIZE, SUSTAIN/HOLD
® Select synth patches with REMOTE FOOTSWITCH
® STORE SETUPS ® UNBEATABLE price;performance value

PITCHRIDER 4000 / 5000

MIDI FOR HORNS AND
WOODWINDS

® CONTROL ANY MIDI SYNTH FROM YOUR SAX. FLUTE
TRUMPET ETC ® ACCURATE TRACKING with EXPRESSION
® MIDI HARMONIZE ® TUNING DISPLAY for intonation training
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PITCH- *
TO-MIDI

INTERFACES .
FOR COMPUTERS

® Use acoustic instrument or keyboard for MIDI RECORDING
CORING  or music EDUCATION  ®avalable for
COMMODORE 64/128. APPLE Il/lie/lIGS AMIGA

ATARI 520/ 1040 ST, IBM with MPU-401

IFS-50 MIDI
PERFORMANCE EXPANDER

EXPAND THE POWER OF
ANY MIDI SETUP!

® Generate CHORDS from single notes *® SUSTAIN/HOLD
® SELECT SYNTHPATCHES ® Do KEYBOARD SPLITS
®SendMIDI START/STOP e ASSIGN A CONTROLLER

* STORE SETUPS

#3 - 3318 OAK STREET, VICTORIA, B.C.,
CANADA V8X 1R2 TEL: (604) 383-4320
FAX: (604) 386-2632 TELEX: 049 7347 VIC Attn, IVL
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And Are Exclusively Designed
For The Commodore AMIGA.

All Packages Are “Musician Friendly”

Sound Quest Inc.

e D-50 Master Editor/Librarian
e DX Il Master Editor/Librarian

I

For More Information Contact:

5 Glenaden Ave. East
Toronto, Canada M8Y 2L2

e DX Master Editor/Librarian
e (eneric Master Librarian

(416) 234-0347

FEEDBACK

Your Magazine

Is A Disgrace

desperate disgrace to this country, as

is 98% of the music industry here.
Why would I want another subscription? This
one was a gift from someone, so I never really
wanted your magazine. It's pretty embarrass-
ing when you come home to a picture of those
Platinum Blonde faggots on your doorstep.

I never once even read one of your useless-
ly irrelevant articles. Don’t mail me any junk
mail or pitches to get me to resubscribe, it
should be quite evident that I wouldn't wrap
a dead fish in that glossy rag.

I think your magazine is a pitiful and

Tom Sarantos
Toronto, ON

Columbia Academy

Was Overlooked

ith regards to two items in your
August 1987 edition, the first re: a
letter from the President of the

Institute of Communication Arts. The article
he referred to also overlooked Columbia
Academy of Radio, Television and Recording
Arts which has been established in the indus-
try for over 20 years and has placed thou-
sands of its graduates into successful careers.
We were obviously omitted from Mr.
Hartwig-Neilson's letter as we are his Insti-
tute’s major competitor in this marketplace.

Re: your article in the same issue (August
'87) entitled “Choosing a Recording School.”
Again, no mention was made of Colulmbia
Academy, which is the largest competitor of
both Trebas and I.C.A. Columbia Academy
provides professional facilities to its students
that would be a delight to any commercial
user. Columbia Academy owns three profes-
sional consoles, three professionally built stu-
dios as well as a 48 track fully digital studio. It
is not surprising that Dave Leonard would
state that theory must override practical ex-
perience since Trebas does not own any of its
own recording facilities. The importance of
theory cannot be understated, however, any
reputable recording course provides not only
theory but the necessary practical experience
as well.

Alison Medd
Columbia Academy
Vancouver, BC

Lappacosta A Victim
Of Poor Live Sound

just came away from Zappacosta's

opening night concert at Ontario Place

(August ’87). 1 had to write -
unfortunately out of frustration and anger.
applaud Zappacosta for his creative
songwriting, his powerful and alluring stage
presence, and of course, his sensational voice.
I had been watching out for a live perform-
ance by him for a long time. Unfortunately, he
was plagued by inferior sound quality;
squealing mics, annoying speaker buzz and
the ever popular case of four very strong
singers screaming vocals into microphones
that weren't there only to be drowned out by
a deafening wall of sound called a backup
band. I came very close to passing a note to
the sound man with the message “WAKE
UP!” Where was the sensitivity and the dy-
namics Zappacosta's material deserved? |
know all of the musicians involved are solid
players - that's why Zappacosta chose them.
I've seen most of them perform around town
in their own venues. But if someone had
come along and unplugged at least one guitar
amp, I for one would have been grateful. Sor-
ry guys, but your names weren't on the mar-
quee this time.

Everyone's a critic? Maybe. But I've been
in many situations as a lead and backup sing-
er over the past seven years where the sound
was less than great and the musicians
thought they were greater. I know the battle
and | fully understand that look Zappacosta
had on his face the whole evening - frustra-
tion.

Alfie Zappacosta has one of the most bril-
liant rock-pop voices today, anywhere. |
missed that tonight. I sat through the whole
concert thinking how fantastic it would have
been if he would have traded in that wall of
sound for a grand piano, and simply pres-
ented his songs and his voice - because they
can stand up well on their own.

Paula Whitlock
Toronto, ON
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IRECORDING

STRANGE ADVANCE

RETAINING THE SPARK OF THE DEMO

By Joe Primeau

successful record needs great songs

and performances to really make it

happen. Sometimes the best part of a
song is the demo. The original spark of
inspiration, one time performances while
locked away in your basement studio, etc. It's
now possible with the improved quality of so-
called “semi-pro” recording gear to keep the
magic of the demo and transfer this to the
more standard 24 track format.

My partner, Howard Ayee and [ have a
small studio based around the Akai MG-1214.
This is a 12 track tape deck that uses cassette
tapes which look almost identical to the beta
video format. Two extra tracks are provided
for sync code (SMPTE in our case) and the
machine’s internal control code which runs
the autolocator and memory functions. All of
this is built into a very functional 12 input
mixer.

When we spoke to Strange Advance's Drew
Arnott about the possibility of co-producing
the next album with him, we talked about us-
ing the Akai MG-124 for demo purposes.
Drew acquired one for home use and we
started recording in the two locations.

After recording a few songs, we realized
there were tracks that we would want to
keep. We had been running sequencers (QXI,
Commodore 64 with Sonus’ Super
Sequencer) from the SBX-80 Synchronizer
which was running off SMPTE recorded on
tape. This meant that locking up the 1214 to
the 24 track would be no problem in the
studio.

To ensure the quality of the 12 track
recording, we used a Tube-Tech Equalizer
and though we experimented with different
microphones for vocals, we decided on one of
our own AKG-535s. We were also working
with the PCM-70 digital effects unit, storing
programs for use later in the recording or the
mix.

A lack of pressure is one of the benefits of
recording outside the studio. Darryl Kromm
(vocalist, guitarist with Strange Advance) felt
very relaxed singing at Do Re Mi and it
showed in the tracks. We brought in
drummers (Greg Critchley and Owen
Tennyson) and bassists (Steve Webster and
Howard Ayee) to rough out their parts (which

(1 to r) Joe Primeau, Drew Arnott, Darryl Kromm, Howard Ayee

would be redone at Phase One). The
important thing 1s that the attitude of the
songs was established at an early stage. Drew
would take the tapes home to work out
sounds and parts, then record the keyboards
with the advantage of having final vocals,
guitars, etc. to work with.

Most of the remaining work was done at
Phase One studios in Toronto. We
transferred our 12 track recordings to 24
track using the S.S.L. console in Studio B.
The gates and compressors on every input
nsured a clean transfer, although | found the
12 track extremely quiet due to its built-in
dbx noise reduction.

We printed fresh SMIPTE on the 24 track
then slaved the 24 track to the 12 track via a
pair of Lynx syncronisers, which are fast and
simple to use. Thanks to Kirk Elliot and Mick
Walsh at Phase One. I was able to operate the
12 track from an extra remote on the SS.L,
which allowed me to instantly make the
change from transferring to recording mode.
Once I heard the quality of the final transfer,
any doubts in the back of my mind were gone.

PHOTO: LARRY FITZPATRICK

Live drums and bass were then recorded
in Studio A, which has a warm E.Q. courtesy
of an old Neve console and a large recording
room to complement the drum sound. We
hauled in the kevboards to finish things off
(an Emulator II, Akai 5900, Roland Super Ju-
piter, D-50, and a very old Mellotron to
mention a few). Due to the lock-up capability,
we were able to go back to the 12 track for
any additional parts needed.

Mixing the record was done in Studio B on
the 48 input S.S.L. with automation. We
augmented the S.S.L.."s E.Q. with Massenburg
and Focusrite. The S.S.Ls total recall comes
in very handy, especially when it's time for
12" remixes.

Using the Akai MG-1214 was one of the
highlights in making this record (along with
having Alan Holdsworth drop by to play some
guitar!). It is possible to make a great record
and not lose the demo’s spark. And if you're
lucky, millions of people will hear the results.

(Joe Primeau is a Toronto producer and
engineer).
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With an Aphex Aural Exciter

Brighter Betler More Punch. Only a genuine
Aphex Aural Exciter can do all that An
Aural Exciter adds new musically
related harmonics that make
e/
sound bigger
better with more impact and delail!

bi 'g»)l.'b’( Just piat

Thousands of recording studios. broadcaster
and venues around the world use
Aphex g
Now an Aural Ex

with your instrument, mic or s

It's designed so you can plug in your

instrument directly, or it can be used
e a ol

direct box and preamp in one half rack

Wth

wi I/}

Your Professional Partner.

AKG ACOUSTICS, 601 MILNER AVENUE, SCARBOROUGH, ONTARIO MI1B 1MS& (416) 292-5161

Don't be fooled by other so called
enhancers”. They are either equalizer

1
b ey can't 1 w
[ of ed Aural Excile
process. If all you want 1s brightne

you can get it with a §70 EQ. When yo

want brightness, plus defar ... ar

.

definttion  clanty
At X

Audition the versatile Type E at your favorite
dealer today You'll hear how if can help
you make It big m a cut-throat world

B.C., ALTA. (604) 872-1475 SASK., MAN. (306) 586-6334 QUE. outside Montreal (514) 737-0818 QUE. (514) 337-2030 MARITIMES (902) 835-8960

Aural Exciter Type E Under $350




alraioht Talk

STRAIGHT TALK
NEWSLETTER
Straight Talk is the newsletter that addresses

the business of music. Any business is a
balance between tradition and trends. And in
a business as complex as music, you have to
be informed to be competitive

Issued 12 imes a year, Straight Talk is a
four-page format that provides the reader with
current and concise industry news. Regulars
include: Announcements, Classifieds, A.F. of
M. Update, Qutside Canada and Sound-Off

Read on and discover more benefits of
subscribing to Straight Talk

STRAIGHT TALK
MUSIC INFO PAK

Printed promotional materials. supplied by
various associations, musicians’ service
manufacturers, retailers and more, are includ
ed with every issue of Straight Talk. To further
keep you informed when it's time to make im
portant buying decisions

STRAIGHT TALK TIP SHEET

Included in every issue of Straight Talk. Tip
Sheet lets the reader know what artists and
producers are looking for matenal to record
And who's recording where and with whom

SUBSCRIBE TODAY

Annual subscription rate 1s $49 B
and be competitive

STRAIGHT TALK IS:

Kathy Whitney/Publisher
,0-founder of ( an Musicia a
dian M Trade magazines Editor Some
Straight Talk About The M B
Mol X Edi
Auth e Straig k A
Mu es
Mt

Straight Talk
1540 Victoria Park Ave., Suite 311, Scarborough, ON M1L 4S1 288-1034
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IN PRICE UNTIL FEB. 29
FDS-360 FREQUENCY DIVIDING SYSTEM
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RECORDING

PRODUCT REVIEW:

By hent Fraser

ight now, | am feeling sorry for my-

self. I went through my youth har-
bouring the secret dream that one
day | would be the next Roy Thomas Baker.
and that one day, the world would revel in the
sounds of my sonic masterpieces culled from
my brilliant basement tapes. It was not to be.
My musical pursuits were thwarted by my
lack of access to suitable technology. (After
all. who would buy records recorded on a
MarvelTone cassette deck?) Now, my kind
has been replaced by a generation hlessed
with the existence of numerous companies
who churn out professional-quality recording
gear (which used to cost zillions of dollars),
for the price of 2 good haircut. | didn't have a
chance.

One of these miracle companies is Fostex.
Along with TEAC/Tascam, they virtually pio-
neered the home recording hoom; making it
possible for closet Phil Ramones to make
their mark on society. Fostex's latest entry
into the home-recording game is no less
spectacular than the original cassette four-
tracks were 1n all-in-one studios capable of
delivering recordings of sonic excellence. It
ain’t digital, but for a cassette-based system,

FOSTEX MODEL 460 RECORDER/MIXER

the results defy logical explanation.

The heart of the 460 lies in a sophisticated
cassette transport system, that allows rock-
steady tape movement. It is for this reason
that the 460 can be used in conjunction with
other outhoard gear to provide synchroniza-
tion with time code. This feature alone has,
up until now been largely associated only
with units costing thousands more. The
transport has two speeds (one faster for im-
proved sonic capability), easily switchable on
the front panel of the 460. An unbelievable
feature here is a terrific autolocator/recorder
control panel, which can auto-locate two
points and can be programmed to loop pas-
sages (ideal for overdub passages, or rehears-
al of a part). All controls are 1.C. logic con-
trolled for smooth operation and accuracy.

The mixer itself is not to be taken lightly. It
is 8 in x 4 x 2, which has a rather ingenious
internal routing system allowing one to group
tracks together before sending them to tape,
as well as permitting groups of tracks to be
mixed directly to stereo, for mix-down pur-
poses, or sound reinforcement applications. It
is an extremely quiet mixer, with a typically
good kQ section, a la Fostex equipment in

Source ...

R e T

Saved B y Software

The

general. Inputs are switchable from line to
tape. so that vou may listen to effects or
mixes without a lot of needless re-patching
when its time to record again. | especially
liked the quasi “Patchbay” at the top of the
460, which enables access to various
patchpoints in the chain, for effccts and what-
not.

Each channel sports an overload indicator,
which doubles as a solo light. The other
unusual feature (in this price range) is the
abilty to independently control monitoring
level for headphones, master monitor out,
solo and metzring. As well, one can select ex-
actly what is to be monitored (e.g. huses, ef-
fects. stereo out, etc.). The VU meters are
clear, liquid crystals. Dolby B or C rounds out
the package.

The beauty of the 460 is its ability to be
used as a low-cost studio centre, capable of
slave svnchronization to film or video. The
sound quality is easily of finished quality for
any application short of broadcast.

As if that's not enough, the 460 can be used
as a stand alone mixer, if vou like, able to mix
down to the internal cassette, from an exter-
nal source.

. Blank SoftwareTM
*Digidesign™
* Digital Music Services™

.for the very best in
creative music software!

&P ™

*Imaja™
*Intelligent Music™
*Macromind™

(Pagmeni
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Call us for more information
about our custom Macintosh™
B Authorized I)edler Music Prodmtlon Systems J/
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VISA « MASTERCARD
AMERICAN EXPRESS « COD's
+Certified Cheque or Money Order
*Personal & Business Cheques (Allow 10 days to clear)

AT TP 220439 M AN SIS HA0 R 1000 s

*The finest products- always!
*No Sales tax outside of Ontario
*We pay the shipping to any destination in Canada!

*Your credit card won't be charged until we ship
+All sales are final » We replace defective items
*Prices, availability subject to change without notice

Apple and Macintosh are registered trademarks of Apple Computer inc.
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" Saved By Software™™
~Order Toll-Free! 1-800-263-2868 |

To Order By Mail, Send Cheque or Money Order To:
! SBS, c/o Saved By Technology, 10 Breadalbane Street, !
| Toronto, Ont M4Y 1C3 Product Support Line: (41 6) 928 5995
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WHAT EVERY DRUMMER
SHOULD KNOW ABOUT MIKING DRUMS.

J.R. Robinson with his Beyer Percussion Mics, photographed on his studio kit.
Kick —M 380, Snare —M 422, Rack toms —M 420, Floor toms—M 201,

Hi-hat-M 422, Overheads — MC 713 (2).

The drum sounds you hear on hit
records and concert stages are the result of
more than great playing, expert tuning
and hours of preparation. The right mics,
properly used, are the key to getting your
sound onto tape or into the audience.

The more you know about mic selection
and placement, the more effectively
you can control your sound.

The drum set presents special prob-
lems. It demands mics that are rugged, to
handle powerful dynamic levels. Fast,
to capture percussive attacks. Accurate,
to reproduce subtle overtones. Each
part of the set is so different from the
others that it can be considered an indi-
vidual instrument.

That’s why each Beyer Percussion

Microphone is performance-matched to

PERCUSSION MIC GROUP beyerdynamic))))

a specific job, budget and playing style.
They're compact, for easy placement and
freedom of movement. Mic barrels are
tooled from solid brass to take the same
kind of physical punishment your drums
have to absorb. The M 422's tailored fre-
quency response and tight polar pattern
capture the crack and character of the
snare while isolating it from the rest of
the drums. The large diaphragm M 380 is
designed to deliver all of the bass drum’s
kick, with a polar pattern that helps
control shell ringing for added punch
and definition. Other Beyer Percussion
Microphones handle the unique require-
ments of hi-hats, rack and floor toms
and overheads.

John Robinson (Michael Jackson,
Quincy Jones and Steve Winwood are a

few of his credits) learned the importance
of using the right mic for each part of his
set long ago. There's no substitute for
J.R.s years of practice and professional
experience, but we can offer you a head
start. We've put his tips on how to choose
and use mics, along with advice from
other top producers, engineers and play-
ers, in "The Beyer Percussion Mic
Group,” a new educational poster. The
poster, and your Beyer dealer, will show
you how to pick the right mics for your
budget and playing style, and how to
start getting a more accurate drum
sound. To get your free copy, contact:

4190 Seré Street
ST-LAURENT, Québec | H4T 1A6
Tel. (S14) 341 6933/ Tix. 05824086




RECORDING

KEEPING A HOME STUDIO ORGANIZED

By Barry Lubotta

very professional 24 track studio

uses track sheets to indicate which
instruments are recorded where on
a multi-track tape. saving precious time at the
onset and during each session. So what's to
stop four, eight, twelve and sixteen trackers
from making their own personalized track
sheets, if they haven't already. Starting with
an 8% x 11” sheet of paper and a ruler, draw
lines at the top for 1) name of song, 2) name
of artist, 3) name of writer, 4) recording date,
5) songs’ running time, 6) engineer and pro-
ducer and any other pertinent information,
Even if you are the artist, engineer writer and
producer, write it down! It's never too early
to start practicing your autograph. Below this
information, draw vertical and horizontal
lines that intersect to form boxes for the
number of tracks you have and number each
box accordingly. After making photocopies of
your blank master, you'll have plenty on hand
for future songs. Your track sheet becomes
your ultimate reference for each song, pro-
viding useful information that will benefit

mixes and remixes months later. Besides in-
strument location, use each box to mark EQ
settings and effects used, as well as other
data, that your busy mind is likely to forget.
At songs completion, file each track sheet
with a copy of lyrics and chord changes for
permanent record of the non vinyl sort,
When [ started working with recording
gear, [ would stick pieces of coloured tape
near the plugs at the ends of each cable for
easy channel identification. In time this in-
spired touch of genius wasn’t much appreci-
ated as the tape began to unravel into a gooey
mess which was difficult to remove. One day
[ stumbled across Monster Cable's “Cable
Helpers” in a high end stereo store. These
are half yellow, half white cloth stick-ons
made especially to label cable, all preprinted
with numbers 1-13, or identifiers such as
“AMP AC”, TAPE IN, TAPE OUT, etc. While
designed for home hi-fi, they do a real nice
job in the studio and [ won't tell anyone if you
don't. For twenty bucks I became the proud
owner of a product that helped “systematize”

my studio. [ obviously was on a roll because |
soon discovered DYMO label makers, the
type that are sold in office supply stores for
about $25. What a boon to the studio! Chan-
nel numbers too small to read on my mixer? |
zapped numbered labels over the existing
ones. Worried that the grease pencil
markings on my patch bay would emigrate to
my clothing? [ wiped the markings into obliv-
ion and replaced them with quarter inch
DYMO tape which was good for five letters
per box. Concerned that my power bars were
unhappy with all those three prongers never
going into the same socket twice? [ set mat-
ters right by sticking on labels telling me
what went where. Get the picture. For a few
weeks [ was preoccupied labelling everything
in the studio that didn't crawl or fly. This ef-
fort not only made it easier for me to see
what was going on, but it enabled an outside
engineer who came by to get a feel for my
setup in minutes.

(Barry Lubotta owns and operates
Pizzazzudio in Toronto).
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Dr. T'S sorrwse

349.00 (suggested list}

( ~ Canadian Musicians - The Doctor Is In!! | )

The amazing Version 1.5 KCS for the ATARI ST 1s now available. Features include event or region editing. global scaling capabilities, tempo changes, step entry, chase lock via Song
Position Ponter. record mode looping, pattem fills, maximum 384 clocks/quarter nole, 126 sequences, 48 tracks and much more. The triendly KCS user interface tums the ATARI
520/1040 ST nto an extremely sophisticated, Hexible and easy 10 use tool for music composition. KCS files are compatible with the COPYIST ST to provide publishing quality
printouts of your MIDI sequences. Also available for C64/128 and Apple lle/ll+. Use the KCS 1o realize the tult potential of your MIDI system, and your music,

MIDI Recording Studio:

75.00

This eight track MIDI recorder includes most ot the advanced KCS ST editng teatures. Perfect for budget conscious MIDI enthusiasts. MRS files are tully compatible with both the

KCS and Copyist ST programs. Don't let the price fool you - the MRS is one of the most powertul MIDI recorders on the market,

Patch Editors/Librarians:

199.00

Synthesizers supported include TX 812, DX7. TX7. FBO1, DX100. 21. 27. Roland D50, Roland MT-32, Kawai K3, Ensonig ESQ. Casio CZ series, JX8P, Matrix 6 and Lexicon PCM
70. Most versions feature graphic editing, mutiple banks in RAM and include extra palches. Apple, Atari, Commodore and IBM. Soon available for the Macintosh,

The Copylet:

349.00

Now available for the ATARL ST and the IBM PC Enter parts on the computer keyboard or input via MIDL. The COPYIST ST reads and writes KCS and MRS sequencer files, The

COPYIST IBM reads and writes TEXTURE, Sequencer Plus and Mastertracks files. Scores can be edned m detall and printed with

put on dot matnx, plotter or laser printers. The Copyist
Oigital Sampie Editors:

parts. E: quality out-

an ive solution to all i g

gers, music ed! and

New products that support the Ensoniq Mirage. The VISUAL DISPLAY SYSTEM (VDS) for the C64/128 ($195) and WAVEF ORM tor the IBM PC ($225) provide comprehensive
graphic editing at a very affordable price. Join the workd of visual sample editing and use your computer 10 help you find that perfect loop.

Texture II:

499.00

The definitive IBM sequencer. Version 2.5 features mclude global note exchange. 684 bars per pattem, audible track editing, multiple MIDI channels per track and a graphic MID! data
display. Convert Texture files into nofation using the COPYIST IBM. Texture 2.5 is now available for the Commodore Amiga.

Call or write us for the Dr. T. dealer nearest you. Information available on request.

Exclusive Distributor in Canada:
MUSICWARE DISTRIBUTORS

/\
\/

1573 Eglinton Ave., W.
Toronto, ON M6E 2G9
(416) 785-3311

DEALER
INQUIRIES
WELCOME
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Bruce Burns

“Finally. .
that dellv

’1

Burns Audio won the 1987 ProSound News “Sound Reinforcement Award, Festival Category,” for Liberty Island ceremonies.
Other credits include: “We the People..” the Barbra Streisand HBO Special, Happy Birthday Hollywood and the Emmies.

(44
ith other processor based systems, I

can hear the processor. And high power meant
harsh high end. But not with Apogee.”

Bruce Burns discovered that, individually, the
Apogee AE-5 speakers give him both high power
and high fidelity. Adding additional trapezoidal
cabinets produces a dramatic array.

The Apogee two channel electronically coupled
system has a fixed crossover point and sonically
transparent limiters. Apogee is the only manu-
facturer who offers a compact, road version
processor with input and output connectors on
the front panel of the unit for quick installation
and removal.

Your Professional Partner.

Steel flying hardware is built into the speaker
cabinets and complete rigging gear is available.
Rugged. And you can fit more power into smaller
spaces . ..inthe room...on the stage ...and in
the truck.

Bruce puts it all together, “. . . I'm telling you,
the good design, great sound and ease of hanging
are unbelievable. Apogee solves my problems.”

Call us today so we can demonstrate the
Apogee difference for you.

(al?/

AKG ACOUSTICS, 601 MILNER AVENUE, SCARBOROUGH, ONTARIO MIB IM8 (416) 292-5161
B.C., ALTA. (604) 872-1475 SASK, MAN. (306) 586-6334 QUE. outside Montreal (514) 737-0818 QUE. (514) 337-2030 MARITIMES (902) 835-8960



LIGHT PAINTING

FEATURED ON CURRENT

CHALK CIRCLE VIDEO

Bv Rov Pike

ideo is the current whipping boy of

the music industrv. Everyone bitches

about them and proclaims their stu-
pidity. At the same time, everyone watches
them. Seems to be a strange sort of MacDon-
ald’s syndrome.

It's true that videos are downright dumb
sometimes. It 1s also true that they eradicate
the listener’s potential for creating their own
imagery. Personally, I don't care. ['ve seen a lot
of great videos. Great videos are a blast. I've
watched those great videos and for the life of
me can't figure out what makes them tick.
Unlike movies, they seem to defv analvsis.
That said, [ ask myself what can I do when of-
fered the opportunity to direct a video? | never
know. The only thing to do is listen to the mu-
sic and react. I try to act as a sounding hoard.
First, by putting myself into the shoes of the
audience (the record buyer), and, secondlv by
talking to the creators of the music to under-
stand where the music came from. It's an at-
tempt to get on the proper wave-length, to
avoid any confusion later on.

The most recent project I've worked on was
Chalk Circle’s “20th Century Boy.” In this case
everything just fell into place. At first listen
(long before the video project) I loved the song.
Secondly. when I met the band we really hit it
off It was a fun meeting. [ realized they
weren't egotistically trying to change the
world. They were just having fun, playing rock
n roll music.

With this in mind I returned a few days later
with a handful of ideas. We bounced them
around and naturally new ideas were spawned.
Collectively a theme was agreed upon - Rock 'n
Roll. Our visuals would be a loosely connected
hommage to a generation that grew up with
TV, cars, and that music. To me the video
would have the same heart as the record jacket
for “Exile On Main Street” - lots of junk piled
into three minutes or so or video.

Naturally, the song is the basis on which the
visuals will stand. In the case of “20th Centu-
ry” Boy the most apparent ingredients are the
out-landish guitar and pulsing bass. They
screamed for something visually crazy. The
drum beat was so prominent that fast paced

editing would be redundant. The visual lovalty
was to the music, not the lyrics. The lyrics are
fun (but vapid), and evervone agreed that a lit-
eral message would be trite.

There are several ways to accentuate (or
contrast) music; specifically rhythmic editing,
camera movement, action (performance), and
lighting. We were attempting to avoid the vid-
eo cliche ie. flashy performance sometimes
intercut with dramatic vignettes. Lip sync
would be a taboo. The least obvious way of
controlling pace and rhythm appeared to be
lighting.

The intent of video. ideally | suppose. is to
drive the song. The stimulation of more senses
to push the brain. One would assume the best
way to push the brain is to challenge it. A bar-
rage of information could do just that. There
are thirty different pictures in each second of
video and with pixilation techniques (frames
photographed individually) each frame is a
new creation. Pixilation offers the opportunity
to pile i lots of information, although there is
a danger of confusing the viewer. The solution
for this is an evolution of change. Each frame
should be markedly different from the pre-
vious vet a consistency of content and compo-
sition should he maintained. The audience
would he supplied something concrete to
grasp while they were being splattered with
weirdness. As well the speed of information
must be gradually increased so as not to block
the viewer's perceptions. Colour and lumi-
nance will stimulate or at least alter the pacing.

With consideration to the theoretical
mumbo-jumbo, we looked for a way to marry
lighting and pixilation. We settled on a tech-
nique we called “light painting.” Light painting
is a combination of animation and time-lapse
photography. Each frame is separately photo-
graphed and is lit exclusively with narrow
beam lights. These narrow beams are used to
stroke light into selected areas as if they were
paint brushes, in effect painting with light. Be-
cause no two frames can be lit the same way,
there is a fluctuation of light. The light dances
and pulsates. Each frame is different but the
physical composition of the scene remains the
same. The audience is offered oodles of infor-

-
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Roy Pike

mation (through light changes), yet is comfort-
ably guided by the stability of the composi-
tions. This is sort of a visual style much like
the “hook™ in the song.

Personality is one of rock 'n roll's attributes.
The challenge is to show or enchance the per-
sonality vet hold something hack to create a
mystique. It's a delicate halance. Video brings
the performer into peoples’ homes. The viewer
is quite sensitive to their presence and eti-
quette must be maintained. Because we were
employing something flamhovant for our
“hook,” we thought that the personal or real-
life segments should be stripped of lighting
and visual style. The lighting in the opening
segment is flat, almost institutional. There is
some visual appeal to the scene in that the set
design (colour) maintains the light hearted na-
ture. We chose a sort of early '60s tacky motif.
This design period is nicely kooky. it feels
right. and is definitely rock n roll.

At this point we had covered a few concep-
tual hases. Personality was represented: we
had a technique to drive the music, but we still
had some holes to fill. One of rock 'n roll's
legacies is the reported decadence of its he-
roes. A quasi-Medieval banquet had the right
feel. It could be sort of weird yet light hearted,
so we penciled that scene in as well.

The segments were not really scripted. We

hegan shooting with a list of ideas and notes.
One of the realities of making video in Canada
is that the budgets are not overwhelming. The
myth of film and video production is that one
needs money to achieve so called production
value. This slickness requires lots of planning
and scripting. However, all the hest plans run
into problems, and more often than not, the so-
lution is money. It is my preference to throw
money out the window and to circumvent any
problems as opposed to confronting them. If
vour scripted idea can't be altered, vou either
compromise or blow the hudget.
(20th CENTURY BOY was Directed by Roy
Pike, Produced by Scott Dobson, Art Directed
by Sandra McGuire, and the production com-
pany 1s Sensibilitv. Rov has recently Directed
Paul Phenaumanal, Tall New Buildings, and is
currently working with Junior Gone Wild!')
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Say

‘Merry Christmas”

With Canadian Musician!

Now is a good time to get a jump on your Christmas renew right now and take advantage of the same
giving, so why not give a special person the same great deal?
thing you enjoy reading every other month...

CANADIAN MUSICIAN magazine. Remember, like it or not, Christmas is fast ap-
proaching. Make sure you take care of that person

A subscription to CANADIAN MUSICIAN is a you know will appreciate all that CANADIAN
Christmas gift that lasts longer than most other gifts MUSICIAN has to offer.

- all the way to next Christmas. It’s a reminder every
other month of your holiday wishes.

If you subscribe to CANADIAN MUSICIAN at our P.S. We'll even send a gift card to that special
regular rates, you can give a special person a one person for you, along with a complimentary copy in
year subscription for just $7.00. That’s a 50% time for Christmas.

saving!!! or, if you're already a subscriber, why not

Start or renew my subscription to Enclosed is my cheque or money order for $
CANADIAN MUSICIAN

NAME CHARGE TO MY O VISA O MASTERCARD O AMERICAN EXPRESS

But hurry - do it today!!!

ADDRESS CARD#
CITY EXPIRY DATE

PROV/STATE SIGNATURE
0O NEW SUBSCRIPTION O RENEWAL

and send a gift subscription to:
Credit card holders please call: (416) 485-8284.

NAME
ADDRESS (PLEASE CHECK ONE)

INSIDE CANADA
CITY 01 yr. $14.00 O 2 yrs. $24.00 O 3 yrs. $32.00 O 5 yrs. $46.00

OUTSIDE CANADA
PROV/STATE 2 01 yr. $18.00 O 2 yrs. $29.00 O 3 yrs. $41.00 O 5 yrs. $59.00

Complete and Mail to:

M( AN \l )l/\\

20 Holly St., #101
Toronto, ON M4S 2E6




No matter how much you spend

on a wireless system without
selectable channels in the raceiver
and transmitter, you'll always be
vulnerable to potentially demaging
interference.

That's why the Samson Broad-
cast STD wireless system offers
ten selectable channels in both.
Simply dial up the ideal channel
in the receiver, then select the
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bt&pﬂmal fransmission quality.

~ We also included an exclusive
Samson feature 1o let you see the
RF level on each available fre-
quency before you use the system.
The receiver’s visual “window””,
twio five segment L.E.D. level
ladders, scans each channel for
instant confirmation of the
clearest frequency.
But the real benefit of Broadcast

identical channel in the transmitter - STD truly becomes apparent once

omnimediacorporaiion

9653 Cote De Liesse, Dorval, Quebec H9P 1A3 {514) 636-9971

* dbx is o registered trademark of BSR North America Ud.
© 1987 Somson Technologies Corp.

>ERIOR PERFORMANCE
NHER

E, ANYPLACE,
EVERY TIME.

you hear the system. Samson’s
sophisticated ''new c;qeneraﬁon“
RF circuitry with dbx* noise re-
duction provides more dynamic
headroom and the purest, most
transparent audio quality
available in wireless today.

The Broadcast STD Series com-
bines these leading edge features
SO you know you're getting match-
less performance. Anywhere,
anyplace and every time.

Broadcast STD Series available in Hand-Held,
lavalier & Instrument Systems,

SAMSON

WE TOOK THE WORRY OUT OF WIRELESS®



PAVE
ROCKY

ROAD TO
SUCCENS

By Dara Rowland

even vears ago, Blair Packham, lead

vocalist and guitarist for The Jitters,

sat before Brvan Adams at Toronto's
El Mocambo club, engineering the then ob-
scure performer’s Q107 broadcast radio concert.
With barelv 50 people in the audience, Packham
recalls, “and they sounded less than that over
the air.” Adams’ performance, charismatic
personality, and determination had a pro-
found effect on him.

“I was just forming The Jitters. and I fig-
ured. if he can stick it out before an audience
of 50 people and still perform like that, we
could too. That's the one thing [ can always
say about The Jitters, we stuck it out to get
our recording contract.”” The course of that
accomplishment, as he now looks back, truly
tested the group’s strength.

Since schoolmates Packham, Daniel Levy
(lead guitar, vocals) and friend Matthew
Greenberg (bass, vocals). formed The Jitters
in 1981, life has been a hectic routine of
rehearsals, performances, recording demos
during studio downtime, and relentlessly
plugging away at record companies.

As a member of his high school choir.
Packham received “discipline and ear train-
ing. | naturally had a stronger voice than
most in my class. and [ got respect for that, so
I took it more seriously. | figured I mav not
be the best guitar player, but I had a good
voice.” During his four vears behind the
hoards at Comfort Sound in Toronto,
Packham became familiar with all the public
relations and marketing people from all the
record companies. “They’d always be calling

up to order copies of cassettes. and after
about the fourth call vou get friendly. Of
course then I'd say. T've got this band..." Tt
never worked, but I knew those people when
it came time to shop our demos.”

While he was slugging it out with the band
for six years on the college and club circuit,
he spent his davs at Comfort. engineering
live club and concert broadcasts for Toronto
radio stations CHUM-FM, Q107, and CFNY.
and assisting on 1980's Heatwave Festival
which featured Elvis Costello, the Pretend-
ers, and Nick Lowe. Such experience. he
feels, greatly enhanced his recording deci-
sions when working on The Jitters.

“Working at Comfort gave me a real sense
of all aspects of recording. [ worked on live
music, studio projects and became familiar
with the process of duplicating masters for
cassettes. 1 could hear how they were
sequenced and why.” he comments. noting
that in The Jitter's debut LP. “the record
company changed the sequence of two songs
at the last minute. I don't know why, but 1
guess they just thought it would sound bet-
ter”

“I had a real understanding boss in Doug
McClement,” he savs, explaining he arranged
with  McClement to record in studio
downtime and pay for the favour if the demos
were released. “We probably made more 24
track demos than any other independent
band at the time.”

The band’s 1986 Q107 Homegrown Contest
third place showing was responsible for rais-
ing the spirits of the band when they were

g
=
=
17
=
o2
e
5
@

about to pack it in. After vears of frustration
plugging away at the record companies and
plaving the club scene locally, they found
themselves entering their late twenties and
growing impatient. 1

“Our strategy was to get a record contract.
the club scene was secondary.” says
Packham. “Between the time we entered the
Q-107 contest in early 1986 to when we were
announced as one of the winners, we thought
of breaking up. It had been a rocky road filled
with self doubt. We didn’t take the top prize,
but I think we got the most mileage out of our
win. Our club audience, at least, doubled im-
mediately.”

In February of this vear, The Jitters were
in the studio again. This time it was Phase
One in Toronto, layving down the four tracks
thev would shop to record companies. Phase
One owner Paul Gross (producer for their
album) was good enough to offer the band the
same deal as McClement.

“There was no reason to think the
companies would be interested. They knew
our stuff, I'd been to every A&R guy before.
We figured this album might be an indepen-
dent release. although we wanted a contract.”
Capitol Records, their first stop, picked them
up. signing the band on the strength of the
four “singles” The Jitters walked in with.

“It really confirmed the way we were doing
things.” savs Packham. “And it was good from
a songwriting standpoint when we gave them
the four-song demo and they said, ‘okay,
we've got our singles, now give us more of the
same, the rest of the LP tracks.”
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THE NYLONS
BREAK OUT

WVITH

COVER TUNE

By Tim ('Connor

hen The Nylons’ Paul Cooper sug-
gested the group record “Na Na
Hey Hey Kiss Him Goodbye,” the

'69 Steam hit, it set off yet another battle
within the band about its dependence on cov-
er tunes to crack radio.

While fellow Nylon Marc Connors said the
group initially recoiled at the suggestion, it
discovered the song had a “singable” verse.
“The other half of it is. yes, it’s a popular
tune, And (pausing) damn it, we don't always
want to be shunted aside as ‘Oh yeah, it's a

cappella,” exclaimed Connors, his voice ris-
ing.

“We want to be up there (on the charts).”
he said. “We've been frustrated and we've
been doing it a long time. And now it’s time!”

The Nylons are another in an increasingly
long line of artists who have recently found
success by doing a cover, including Los Lo-
bos, Pseudo Echo, Kim Wilde, Tiffany, Run
DM.C., Bananarama and Club Nouveau,
Sprucing up an old hit is about the only way a
new or a mid-level artist can get on radio.

“There’s a whole spate of records coming
out right now and all of these artists seem to
be trving to find a song that will make it
easier for them to gain access to radio,” said
David Farrell, publisher of The Record, Cana-
da’s music industry weekly.

Australia’s Pseudo Echo was unknown in
North America until it covered “Funky
Town” (by Lipps Inc, 1980). Britain's
Bananarama turned “Venus™ (Shocking Blue,
1970) into a disco hit. It wasn't until Los Lo-
bos covered “La Bamba” (Ritchie Valens,

V-35

Cerwin-Vega Professional
Sound Reinforcement
cabinets. Designed to meet
the demands of today’s
technology. P.A., Playback
and Installation Models
available.

Cerwin-Vega!

Powerful, Efficient
And Built To Last.

V-43

For further information,

contact our head office

Earl Johnson: National Sales Mgr
Dave St. Denis: Product Technician
Cerwin-Vega! Canada

2360 Midland Ave., Unit 21,
Scarborough, Ontario M1S 4A9
(416) 292-6645 Telex: (065) 25303
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Great Acoustics

From top to bottom with the PL drum mics

You can combine the finest wood shells with heads that are perfectly tuned
and an attack that’s yours alone. But you're only halfway there unless you
use a microphone that can capture the quality of your sound.

That's why we developed the PL10. To deliver full, natural ambiance from
the kick up. Like its counterpart the PL20 — the world’s premier kickdrum
microphone — the PLIO uses Variable-D® design to eliminate bass-boosting
proximity effect. No matter how close you place the PL1O, there’s no low-end
rumble to color the performance. And no distortion from high SPL’s. Excellent
transient response ensures accurate tracking and a
constant cardioid pattern separates each drum, so you
get what you're aiming for.

Stand mounted on a drum riser, the PL10 reduces
rumble and subsonic vibration. It cradles the entire
transducer in an integral shock mount/blast filter
combination, then wraps this nesting system in a
durable, steel housing that’s virtually indestructible.
When a road case lands on a PL10, this microphone
just keeps working. We guarantee it. And back it with
a best-in-the-business warranty that provides repair or
replacement for any reason for two years, for
workmanship and materials in the acoustic system FOREVER.

A dynamic combination. The PL20 for your kick. The PLIO for your kit.
So every room you play will have great acousticsl

So they can hear what you hear

SOUND IN ACTION

vasron o! industries (Cansdal L td

345 Herbert Street, Gananoque Ont. (613) 382-2141



1959) that the acclaimed band reached more
than a cult audience.

Covers have become a tool to crack radio.
It's part of a record industry strategy to tap
into nostalgia-minded radio and consumers
without reissuing the old songs. It started
about three years ago when radio stations
turned to playing lots of old hits and some
new songs by established artists to bring the
24-to 54-year old listeners to advertisers. But
that doesn't leave much room for artists
searching for that first hit.

Record companies also know that radio
programmers, inundated with new records,
have limited time and may be more willing to
listen to a cover than a new song from an
unknown band. “You get a recognition factor
with an old song,” said Greg Torrington, mu-
sic director of CHEZ-FM in Ottawa. He said
artists and programmers know “it's safe to
use a proven song.”

Connors said: “You've got the public
out there, but you have to get by about 3,000
or 4,000 people who work in radio first and
you better appeal to them.”

Now that rock is about 30 years old, there’s
also a treasure trove of great old songs to
search through. As rock matured in the '60s,
songwriting developed as an art form and
groups recorded originals for singles almost
exclusively. Cover tunes were usually done

just as album cuts or for live albums. Bands
did them to pay tribute to their influences or
to have fun interpreting an old song. Led
Zeppelin turned up the volume on bluesman
Willie Dixon’s “I Can’t Quit You Baby”, for
example,

It depends on taste naturally, but many old
songs can be given a new life: Run DM.C.'s
cover of Aerosmith’s “Walk This Way”, for
example. Yet some covers can be downright
irritating, especially when nuggets have been
“disco-ized” like Kim Wilde's version of “You
Keep Me Hangin’ On.”

“We're taking good songs and ruining them
because they (groups) feel they're getting the
airplay and programmers think it's a safe
bet,” said Jason Sniderman of Roblans Dis-
tributors, which supplies the Sam the Record
Man chain.

While many bands may get their foot in ra-
dio’s door with a cover, they eventually have
to deliver their own hits if they want to earn
royalties,

There’s also the risk of being labelled a
novelty act. Quiet Riot found early success
covering three Siade tunes, but since it
started pushing original songs it has faded
away.

The Nylons finally got a Top 20 U.S. hit by
covering “Kiss Him Goodbye.” It was perfect
for radio. They reworked a familiar song in a

peculiar way -- a cappella -- that had become
a modern anthem at sports stadiums. For the
next single, Attic Records wanted to release
an original Nylons tune, but its American dis-
tributor (A&M) said U.S. radio wanted their
cover of “Happy Together” (Turtles, 1967).

Attic President Alexander Mair said he is
“quite concerned” The Nylons might be seen
as a novelty act if they can’t get a hit with an
original song. “It's a quandry for record
companies.”

Connors said the band is aware of the risks
of doing covers, and it causes tension within
the quartet. “But there’s a realistic under-
standing that cover tunes are the ones that
are picked up (on radio) by us,” he said. “And
there isn’t a lot of time or respect placed on
our original material even though I think it's
very good.

“But make no mistake. We want to be com-
mercial. When we have guaranteed sales of
500,000 to a million, then we can do some-
thing because we want to do it,” he said. “Un-
til that time, we just want to recoup our costs.

“But nobody wants to be a hack. We want
to inject our personality and artistry into the
music all the while we're trying to make it
popular. And I think with the oldies, it's im-
portant we try to reveal that song in a way it’s
not been done before and play with it and
make it our own.”

The New Saga Il Guitar

Quality Sound...Sound Quality

Choose From A Rainbow Of Colours
Now At Selected Music Stores

For The Name Of Your Local Dealer, Contact:
Art White Music Service Limited, 11 Progress Ave., Unit 22, Scarborough, ON M1P 4S7 (416) 291-3721
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€€ t's funny,” says Gerard Van Herk,

the guitar-playing half of Montreal

sludgeabilly band Deja Voodoo,
and co-manager of their indie label, Og Rec-
ords. “We decided to quit our day jobs mak-
ing sandwiches at a cafe to become big-time
rock stars, and three months later we're com-

THE WORST OF DEJA YOODOO

By Howard Druckman

pletely broke.”

But that’s temporary, because Og is one of
the cagiest, busiest indie labels in Canada.
This year Van Herk and drummer Tony
Dewald released their own Swamp of Love
LP, put out the Gruesomes’ Tirants of Teen
Trash debut album, played 13 dates in 17

Ii you rely on sound

for your living...

rely on SoundTech.

f Yyou count on sound reinforcement to make your living, or if it's a dead
serious part-time occupation, the message on total systems from
Soqnd'l‘rch is one you need to hear,

SoundTech offers all key components of professional sound rein-
forcement: A total system approach to sound reinforcement, superb
quality and reliability at a reasonable price, and & no nonsense
three year warranty.
SoundTech offers a complete line of sound system technolo-
f: power amps, speakers, enclosures and mixing consoles.

ach component is carefully designed to function to-
gether, or as individual components with existing
equipment.

You'll find SoundTech permanent enclosures
are attractive and reliable as a house system,
and the modular com-
ponents and stage cabi-
nets are 8s road-worthy
as they come for hauling
across three states in
two weeks for eight gigs.

So if you reh on sound
for your living, rely on
SoundTech.

Year
Warranty
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days across 7,500 miles of western Canada,
and spent the summer touring Europe for the
first time. Though only Greek and Finnish
gigs materialized, the band released a mini-
LP in Finland (on the Gaga Goodies label). It
was called, appropriately, Gotta Have Money.

But they still had to release two more rec-
ords this year before going bust: their own
Worst of Deja Voodoo and Volume 3 of their
cool 'n’ trashy It Came From Canada compila-
tion series.

Worst of is a kind of grab-bag, including
studio versions of unreleased live favourites
such as “Raised By Wolves,” new songs like
“Feed That Thing,” and new versions of their
old, out-of-print EP and cassette tracks such
as “Lizard” and “Sigmund Freud.”

“We wanted to discontinue the cassettes
from the Og catalogue,” Gerard explains. “We
weren't selling enough to have them dupli-
cated again, but we were selling too many to
just leave them sitting at home and not both-
er mailing them out on order.”

The new versions are somewhat faster,
and some of the new ‘“songs” are even
shorter than before. “Peace, Love and Flow-
ers” clocks in at 43 seconds, “Van Gogh's
Ear” at 25, while “Oh Yeah” and “If You're So
Smart” are three-second punchlines to invisi-
ble jokes.

“Those happen when we're getting near
the end of a reel of tape,” says Gerard. “It's
just us saying ‘Hey, we gotta do something
really short!” ”

The record was culled from 45 songs rec-
orded in two weeks in Deja Voodoo's dirt-
floor basement. Luckily, they completed the
sessions just before that killer, late summer
rainstorm in Montreal covered the floor with
almost a foot of water.

“It was like Abbott and Costello,” says
Gerard. “I was running around the basement
in my underwear, carrying stuff upstairs,
standing over a pipe with water gushing out
on my foot. And the extension cords were all
plugged in with the ends in the water! We
lost a tape machine, but at least it wasn't a
really good one.”

It Came From Canada Vol.3 was put to-
gether somewhat less chaotically, with
sludge/trash/garage/'60s bands sending in
tapes from across the country for inclusion.
Oddly enough. there seem to be more bands
than ever leaning towards 4 minimal, drums-
and-guitar sludgeabilly approach. House of
Knives, Salmon Breath, and the Laughing
Kaddafys are all part of the new breed, and
Chris Houston is backed only by a drummer
these days.

“People are realizing,” explains Gerard,
“that once you have enough guys to do the
rhythm and the chord changes, you're set! |
think we’re going to see more of that. Mojo
Nixon and Skid Roper have proven that it
works, and I'm glad they're doing well with it.
Billy Bragg, too.”
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Bill Evans, formerly with Miles Davis, now
Selmer l | performs with Mahavishnu, Elements, Michael
Franksand hisown TKOband. He’salsorecorded
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PRODUCT REVIEW

By Frank hoka

08s$ Systems is a company known for
pro audio products in what | term
the “excellent value for the monev”
realm. This is not a slight against Ross be-
cause they do supply a real need for
affordable sound systems. Yet with their de-
but in the loudspeaker market thev go well
hevond simply making an affordable speaker.

The Hurricane H2I5CD is a 3-wav enclo-
sure loaded with two 15”7 drivers. an 8" nud
and two horn tweeters. Constructed from 3
4" five ply birch plywood, the carpet covered
cabinet has plastic corner caps with plastic
strips protecting the front to hack edges. A
heavy gauge steel grill protects the front
loaded woofers and two recessed handles on
either side facilitate easy handling. Two 1" x
2" struts brace the interior along with two
more reinforcing the handles. With no weight
specified, | can only estimate an approximate
weight of 100 1h.

The Hurricane series is the brain child of
Harvey Gerst. His extensive experience with
Acoustic Control and JBL (designing the D-
serious speakers) shows in the careful design
of the 215's components. The 15" and 8" driv
ers utilize flat wound, copper voice coils, cast
aluminum frames and hefty magnetic struc-

are made for Ross by Eminence. a name usu-
ally associated with cheap stamped frame
speakers. In fact, Eminence has excellent
production facilities and together with Ross’
R&D department builds verv respectable
components.

The first thing that strikes vou when hs-
tening to the 215 1s its thunderous hass re
sponse. Certainly this speaker does repro-
duce useable frequencies down to the rated
response of 37 Hz. The overall sound is well
halanced and doesn't betray an artificially in
duced hottom end found in inferior designs.
Mids are well defined and smooth. Poor mid
horns tend to be cutting and painful in the
800 Hz to 2 KHz area. especially with high
transient vocals. Ross avoids this problem by
crossing-over outside this frequency area at
300 Hz and 4 KHz. This combined with an 8”
cone driver delivers mids with very good
intelligihility and even dispersion. Unknown
| to me when testing these speakers, the
tweeters  use  piezo  drivers  that  are
uncharacteristically flat in response,

Running 500 watts of program. the 215 de-
livered excellent transient response with no

whopping 800 watts program. And being a
four ohm cabinet, vou'll get the most efficient
performance from vour power amp.
| NS—

EXCELLENT VALUE WITH ROSS H215CD SPEAKERS

| do have a few minor criticisms. For an en-
closure of this size. 17 x 2" bracing seems
rather flimsy. but I'm told by Ross that thev
will be upgrading to 27 x 4" braces. Also, steel
corner caps would be preferable to plastic,
which tend to self-destruct after one drop.
And why didn't Ross make the 215 available

in mirrored pairs. These are all improve-
ments that would add little to production
costs.

(Frank Koka is a sales consultant in the
PA. and recording department of Steve's
Music Store in Toronto.)

— 1

tures. Much to mv surprise, these speakers |

clipping and it shouldn't since it 1s rated at a |
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t is increasingly obvious that the apph-

cation of computer technology in our

daily lives 1s here to stay. Many musi-
cians that currently use this technology
would not have had the fantest idea five
vears ago that the personal computer would
play such an important part in their work.
And I'll bet that none of them are looking
back!! The rate of development in the MIDI
hardware and software industry has been
downright astounding. If vou've been on an
extended tour north of the 60th parallel for
the last few vears, take a walk through the
kevboard department of anv major music
store, Things just ain't the wav they used to
be!

Most working musicians have seen com-
puters in action at a recording studio, produc-
tion facility. on stage with a touring group or
mavhe at a friend’s basement studio. And
most musicians own a piece of equipment
that has a built-m microprocessor- be it a dig-
ital delay, MIDI svnth, or drum machine. A
recent survey conducted in Kevboard Maga-
zine has indicated that a computer purchase
is at the top of their readers’ shopping list. It
takes a pretty big commitiment to even begin
to keep up with the current developments in
this area. This article will suggest a few
ground rules that should help vou feel more
comfortable about making a decision on the
svstem that will satisfv vour needs - both to-
dav and down the road.

The standard advice during the early davs
of the industry was “buy the software apphica-
tion that vou need first. then find a computer
that it will run on”. This made sense at the
time for a very good reason. There were not
enough different applications to be sure the
program vou were looking for even existed.
And if it was available, what were the hard-
ware requirements?

Let’s back up a couple of vears to when in
terest in computers and music was really
warming up. The fact that there were more
advertisements and “vaporware” than fin-
ished software products, left most people
| feeling a bit unsure about which way to turn.

The Apple Macintosh looked the most prom
ising  for the  professional  musician.
Digidesign had the arca of digital samiple ed-
iting covered and Opcode was rolling out an
impressive line of patch editors and hibrari-
ans. However, there seemed to be a problem
bringing a dependable Mac sequencer to
market. With the introduction of Mark of the
Unicorn's  ‘Performer’” sequencer in first
months of 1986. the choice was clear. Nlmost
every production house in town was looking
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for a Mac system and Performer - and why
not? Even with the $5.000 plus price tag for a
Macintosh, MIDI interface and a selection of
three or four software programs, the Macin-
tosh was the onlv system that offered a com-
plete solution. Today that has changed - dra-
maticallv. There will alwavs be users that
prefer Svstem X to Svstem Y but one thing
has become clear: the MIDI software indus-
try has matured to the point that there are
professional quality applications available for
all the major brands of computers. Great - so
which computer should vou buy?

Value for the dollar is a concern to most
hard working mortals. Let's place that at the
top of our selection criteria. The trend in the
computer industry has been to provide more
bang for the buck - good news for us.
Processing  power and memory  capacity
are two important variables that indicate

“Value for
the dollar
should be

primary issue.”

the level of performance yvou can expect from
a computer. Without a fast processor, vou
may find vourself constantly twiddling vour
thumbs while the program performs even mi-
nor editing operations. Memory limitations
can be a real drag if vou are working with
large songs. scores or sample data files. Some
programs will not even run on memory con-
figurations of less than ¢ megabyte.

Let me sav right up front, and very clearly,
I have nothing against the IBM PC or earlier
Commodore and Apple machines. There is a
wide selection of excellent MIDI software
available for those machines - and a lot of
people using it! The fact of the matter is that
with the price of hardware falling, one should
probably purchase the most technologically
advanced svstem within their budget.

In todav's 32 bit world, | recommend that
the first time buver take a serious look at
computers based around the 68000 series

CHOOSING YOUR MUSIC COMPUTER

Bv Chris Chahles

microprocessor, with a megabyte of RAM.
This group includes the Atari 1040 ST and
Mega ST, Apple Macintosh Plus and SE and
Commodore Amiga. The new IBM PC 1 ser-
ies looks mighty interesting. but software
available at this time does not take advantage
of its impressive capabilities. And if vou're
talking real power. the Macintosh I promises
to evolve into an multi-tasking music/video
powerhouse. For the purposes of this article
we'll keep to svstems well below the approxi-
matelv $11,000 list price for a fullv equipped
Macintosh 11

Acceptance within the industry is the other
critical consideration when choosing vour
computer. This factor determines the range
of choices for present and future software ap-
plications. I've alrcady mentioned that the
Macintosh was an early favorite for MIDI
software developers, and the list of great Mac
music  software continues to grow. The
friendlv user interface on the Mac set 1t apart
from earlier computers. Todayv, the familiar
“mouse” has become the standard device for
cursor control on most computer svstems.
Both the Macintosh Plus and SE come with a
standard one megabyte of RANM configura-
tion.

Atari must be credited for their forward
thinking when they included a built-in MIDI
interface in the ST series. At the June 87

NAMM Show in Chicago, Atari assembled an |

impressive display and took the honor of be-
ing the first computer manufacturer to ap-
pear at the show. The Atari 1040 ST (one meg
of RAM) has been very well received and all
the major software manufacturers at NAMM
were showing new ST products. The new
Mega ST (2 or 4 megabytes of RAM) provides
amemory capacity that will handle extremely
large song files (useful in hve performance)
or very long digital samples.

The just released Amiga 500 may also be
purchased with a megabvte of RAM. At this
writing the Amiga is a little light on profes
sional music software. However, a Toronto
company called Sound Quest has been doing
a lot to change that situation. Their new Edi-
tor/ Librarians for the Yamaha DXTIL, DX7
and Roland 150 utilize clever graphics with
pop-up menus and take advantage of the
Amiga's  multi-tasking  capabilities.  Sound
Quest is also working on an Amiga version of
the popular IBM program “Texture”. This
could be the sequencer that will really get the
Amiga off the ground.

(Chris Chahley is President of Musicware
Distributors.)



By Howard Druckman

l he Grapes of Wrath are an excellent.
melodic pop trio who happen to hail

| from the small town of Kelowna,
B.C.. north of Vancouver. Being from

Kelowna (pop. about 70,000) is no big deal:
but almost every pop hack and wag across
Canada who's dealt with the band so far has
found it to be the oh-so-convenient hook.

So why, despite the fact that the Grapes
have admittedly soured on the topic. am |
leading with Kelowna?

Because that's what they lead with on their
new album. Treehouse. The trilogy of songs
that opens the record all cover little-town hfe
from the perspective of an escapee to the big
city. “O Lucky Man” finds the small town
boys getting home town revenge by chasing
“famous dreams” in the metropolis; natives
are so trapped in “Backward Town" that one
of the boys abandons his girlfriend in the ur-
gent rush to get away: "How Long” sees
childhood friends pursuing a familiar rut of
driving around and drinking out of horedom
every weekend.

“It gets to be a drag after a while.” savs
hassist/vocalist/songwriter  Tom  Hooper.
“You go hack and see the people vou gradu-
ated from hiyzh school with. and they're doing
the same things thev did then. Sometimes it
seems terrible what their life is like. And thev
don’t know anything else; they enjoy what
thev're doing.”

Tom's brother and band drummer Chris
Hooper agrees. "It's become kind of a ghost
town now. The downtown is dead because of
Lall the big malls located in the outskirts.

GRAPES OF WRAT

There are, literally, tumbleweeds rolling
down the main strip now. and windows
hoarded up on a lot of stores. It's not too
thriving anymore.”

Unlike the Grapes themselves. who were
recently signed from Vancouver's alternative,
Capitol-distributed Nettwerk stable over to
Capitol Records itself. "Nettwerk 1s still man-
aging us,” says Tom. "And that's good.” adds
Chris. “because thev're in between us and
the record company, and they can fight for us
to be able to do what we want.” Tom contin-
ves: “There’s not that biyg a change now., oth-
er than the label and great support.”

But that support s crucial. Though
Nettwerk paid about $55000 to record
Treehouse, and Capitol only signed the band
to a standard five-vear contract after thev
heard the tapes, the major label is promoting
the record with enough muscle to ensure that
it gets widelv heard.

Capitol released Treehouse in the United
States three weeks after the Canadian date,
set up interviews in Los Angeles with several
nationally  svndicated radio shows, and
pushed the single "Peace of Mind™ into Cana-
dian CHR “Top 40 plavlists (and the video into
Much Music medium rotation) from sea to
sea.

“lt's great hearing vourself on “The Fox’
(Vancouver’s CFOX)." says Chris. "Amidst all
the trashy Top 40 stuff,” savs Tom. “Not to
put down Top 40. but most of it is total crap.
Too much of it after a while can wear vou out.

“We were reallv surprised.” he continues,
“that Capitol picked 'Peace of Mind' as the

GETTING HOMETOWN
REVENGE

PHOTO KEVIN WESTENBERS

imagine it as a single. It's really personal,
those kind of words.”

In fact, most of the songs offer “those™ kind
of words. Despite such exceptions as the tale-
of-an-acid-trip exuberance in "A very Special |
Dav™ and the inchoate hope of “Trv.” most of
Treehouse’s Ivrics deal 1 pain.

The Kelowna trilogy 1s none-too-pleasant: |
the side-closers, “At Your Soul” and “Com- |
pletely Lost™ are waltzing dirges about the
foss of faith on one hand and of control on the |
other: "Amused” 1s ahout a suicide. |

" don’t know why we write that way,” savs i

|
first single. It was weird. ‘cause we couldn't ‘
l

‘Tom. who -- along with guitarist Kevin Kane

- provides the hand's lyrics. “"We're not de-
pressed people: we're probably the opposite
of what people think. But [ can't write words |
unless something's happened that's pissed ‘
me off or affected me. | can't just sit down
and write a song about anvthing, out of the
blue. It has to be something that affects vou
personally. And that isn't usually “1 had a
great day today.” "

Then again, we can't really separate word
and sound. can we? And the Grapes ()fl
Wrath's music is gloriously melodic. hook-
laden acoustic guitar pop. overlaid with some
of the most achingly lovely harmonies this
side of the Hollies. Pitting sweet form
against bitier content as well as anvone
has since the prime of voung Elvis
Costello, the Grapes achieve a sublime mel- |
ancholy that practically enjovs its own depths. |

It's there when Kevin Kane's guitar does |
the drone, the jangle, the shimmer. and the

7
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chime; and especially in the buoyant, cathe-
dral harmonies that lift the songs to glory.
When Kane arrives at the words “get away”

in "Backward Town,” the gorgeous,
unexpected harmonies send it soaring. The
voices on “Completely Lost™ and “At Your
Soul” arch and sway with a vearning beauty.
In “How Long” and "Try,” the background
vocals fall in superb counterpoint to the lead,
echoing key lines or singing different words.

“After we get the song down,” says Tom,
“Kevin and | will start trving different
harmonies in practice.” Adds Chris: "We'll go
over and over it, thinking of ideas where
harmonies will fit. [ might sit there behind
the drums and sav ‘No, that one’s not happen-
ing." There's a lot of input all around.

“A lot of the counter-harmontes are done
in the studio. As vou're recording vou add dif-
ferent stuff to the vocals. overdubbing. Find-
ing whatever fits the song.”

Treehouse producer Tom Cochrane appar-
ently enjoved the harmony work. "He really
wanted to go for the vocals on this, and we
did too,” says Tom Hooper. “On stuff like
‘Backward Town’ he wanted us to do a lot of
background vocals. The word he always used
for the sound was 'noble’: "That sounds really
noble! It's a good description.”

And it would be easy to fault Treehouse for
that sort of thing. Sure, I've just shot my wad

over their harmonies, but most of my col-
leagues and friends dismiss the record on
many understandable grounds: it sounds too
polished, too commercial; the "nobility” of
sound is too anthemic, too sentimental, too
calculated; the lyrics are too inevitably de-
pressing: the band sounds too much like
REM for its own good; it’s all too easy or
unimaginative.

Well, I like it, and could give a flving poke
at a rolling donut about the opinion of col-
leagues and friends. Once you've heard
“Peace of Mind” on the radio -- a representa-
tive foundation of the Treehouse -- vou'll no
doubt decide for vourself. But whatever we
all think, 1t appears the Grapes of Wrath are
on the rise and in it for the long run.

As far back as a year ago, Capitol was al-
readv suggesting that the band record
Trechouse in Wales, with Lenny Kave (of
Patti Smith fame) or Paul Hardeman (of
Lloyd Cole and the Commotions notoriety)
producing. Around the same time, a friend of
the band traded a signed copy of one of their
singles to a fan, in exchange for a case of 24
beer. “That was hilarious,” savs Tom, “but we
didn’t get any beer ourselves'” “Story of our
life,” adds Chris. “We didn't even get a hottle.”

Kidding aside, the Grapes of Wrath might
well be on the verge of making an interna-
tional pop splash. Treehouse is a good album,

and an accessible one.

“That’s good,” savs Tom, “because we real-
ly didn’t do anything we didn’t want to do in
order to arrive at that” “But at the same
time,” adds Chris, “it’'s not totally under-
ground, where it can't be played.”

What about the alternative/indie backlash?
“We used to really worry about what people
thought,” says Tom. “ ‘They think we're sell-
ing out, blah, blah.” But we don’t pay much at-
tention to that anymore. We're content now
just to do our music the way we want.”

“No matter what your music’s like,” says
Chris, “once it starts getting played on Top 40
some people are just going to hate vou any-
ways.”

Tom is nonetheless enthusiastic about al-
ternative/indie bands making it to AM
airwaves. “It's not just a college thing
anymore, which is good,” he says. “Finally, a
lot of fine bands are getting on AOR now, and
[ think that's where thev should be.”

Mightn't Capitol be pushing the Grapes to
fruition too fast? “That can’t happen,” says
Chris, "if vou're being promoted and mar-
keted properly. We're comfortable with what
we're doing, and Capitol doesn’t seem to real-
Iv expect a huge, sudden response. They're
willing to work on it over a few vears.

“We just want to go at our own pace.” he
says, “and whatever happens, happens.”

Lado Musical Inc. .
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WRITING
FOR A

S
By Harvey Wolfe

here are certain general rules that

apply to marketing. Whether you're

selling vacuum cleaners, air to air
missiles or rock ballads, you have to have the
right product for your prospective client.
Since you aren't pitching your material to
housewives or South American dictators, we
can safely narrow it down to publishers, A&R,
producers and recording artists whose nod of
approval you ultimately want to get.

You already know that popular recording
artists get a lot more material than they need,
and that you have to deliver something out-
standing to get over a small mountain of
other cassettes. It still comes down to the
right product, and in songwriting for singers
that means writing material that is going to
highlight the singer’s strengths, not the writ-
er's.

As simple as it sounds, it is a fact that
eludes a lot of talented and potentially suc-
cessful writers. You could write a great melo-
dy, but if the singer can't hit all the notes (and

hit them well) it's game over. do not collect
$200,000.

Every singer has a specific vocal range. It
is a finite (although training may change it)
range of notes that a singer can reach. As a
writer, it is crucial to be familiar with this
range but there is another range to he famil-
iar with as well. This is what we'll call a
singer's ‘effective’ vocal range: the smaller
group of notes that are a singer's strong
point, the best part of their batting order, so
to speak. If you can incorporate that
knowledge into the writing of your matenial,
you increase vour ability to deliver the right
product. A side benefit is that you're on the
way to building a framework and establishing
a focus on your songwriting goal which can be
very elusive. This also applies if you write
material for yourself. You are in the position
to highlight your strengths, and yet many
singers don't take advantage. Put on any Dire
Straits album and you can listen to someone
(Mark Knopfler) with an extremely limited

ER’S EFFECTIVE RANGE

vocal range singing expressive  and
melodically pleasing music. You will not catch
him with a silver sequin glove on his hand.
He knows what he can and cannot do and is a
perfect example of successfully working
within limitations. Too many writers will not
compromise a melody and end up losing in
the big picture. It brings to mind the old
medical joke, “the operation was successful,
but the patient died.”

We use Mark Knopfler as an example of a
singer with a small vocal range. Mike Reno
on the other hand has a very extensive range,
likes to stretch out, and that should be a
consideration if vou were to write for
Loverboy.

By listening to the artist’s albums, demos,
or performances you should be able to come
away with information that will give you an
edge when you get down to wniting,

(Harvey Wolte is a musician and regular CM
contributor).
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ARRANGING

BILL

HENDERSON'S

TRIBUTE TO
EMILY CARR

By Bill Henderson

little over a vear ago actress Joy

Coghill phoned me up and asked if

I'd be interested in writing the mu-
sic for her new play based on the life of B.C.
artist Emily Carr. Jov and | had worked to-
gether on a number of theatre projects in the
'60s, including George Ryga's Grass and Wild
Strawberries with The Collectors. Her new
plav. Song Of This Place, was to weave the
power of puppets, masks, music and acting
together into a completely new tvpe of per-
formance. As I considered my response, | re-
alized 1 felt like I'd been having difficulty with
the old rock and roll muse for a couple of
vears. Lots of ideas, fragments of songs, but
no fully developed songs that 1 was really
happy with. So an opportunity to explore
some new musical territory and a break from
the demands and limitations of pop music
seemed like a great idea. I said 'ves'.

To approach the music for this play,
looked at Emily Carr's paintings, absorbed a
number of her writings and particularly fo-
cused on her journals, Hundreds and Thou-
sands, where her version of the artist’s ‘jour-
neyis laid out. Reading of her struggles with
many of the same problems faced bv myself
and others around me was very inspiring.
Here was an acknowledged great artist re-
vealing how frustrated and unable she often
felt to put on canvas in the real world what
she saw in her head. How she was scorned
for trving new things that didn’t work right
off, and how she survived long drv stretches
and the certainty that she’d never paint any-
thing great, still to finally come up with con-
tinued incredibly powerful work. I was ex-
cited. Songs started to emerge. The first oc-
curred in a dramatic sort of way. One day
while I was driving my car [ got a mental pic-
ture (they used to call them visions). It was a
meadow on the edge of the forest, tall grass
and over reaching branches, waving in the
wind in the darkness. As I watched the pic-

ture while threading my way through traffic,

RAPI BY MAY HIZ

Bill Henderson and Puppet Harold manipulated
by Debra Thorne

a melody came which seemed to contain the
haunting power of the wind in the leaves and
grass. That was eighteen months ago. Since
then many other melodies tried to attach
themselves to this one. They wanted to he
the chorus or the bridge or whatever. Mostly
they came and went but finally a couple
seemed to have the right magnetic qualities
and they stuck. Thev became what is now the
last song in the plav. the finale.

Then I wrote a couple of narrative tvpe
songs that describe the characters. There's a
song for Harold. who ‘knows’ but can’t sav.
He got kicked in the head by a horse once and
a piece of him died. Harold's song has melody
lines that are short and repetitive so it sort of
stutters, and it's accompanied by strummed
violin. Then there’s Sophie who's had twenty
babies that all died. and in spite of the paim of
all that, she retains a real warm and earthly
love of life, kind of like a songwriter who
writes {ifty songs and thev all get rejected but
he keeps writing because he loves music.
Lyrically her song is just the cold facts of her
life balanced against a warm melody with soft
acoustic guitar accompaniment. These two
songs were written in one evening.

In the play Sophie carves a wooden bird for
her friend Harold. Sophie savs the bird is in
the wood, all you have to do is carve enough
away to set it free. Songwriting should be like
that. To really get it right you have to help the
bird, or in this case, the song. to emerge.
What often happens when you get a song idea
is vou grab two or three other similar ideas,
put them together and call it a song. Some-
times it is. But more often the individual
parts are subtly warring with each other, un-
dermining the total effect in spite of their
quality. It's a bit like sticking a bunch of sceds
together in the hope that it will be a tree.
Whereas if vou gently coax the original idea
to develop. eventually the song will emerge,
just as a tree grows from a single seed. And
as a result of that natural process there will

he a rightness about it; the song will have its
own life.

It’s a very subtle thing trving to capture a
song as it emerges. In her journals Emily
talks a lot about that process, in relation to
painting. of course. And in the play she savs.
“Grasp the bird and it flies. Enchant it and it
stavs.” And with that in mind. when an idea
would emerge, I'd watch it, touch it and test it
very gently. If an idea came up that I didn
understand, I didn't cut it out, I just gave it
time. Often 1t takes the brain a while to un-
derstand the wisdom of intuitive thought. It
can he scary and requires faith in vourself.
The easy route is to throw out anvthing that
doesn't make immediate logical sense. and
that so often is how strong innovative ideas
are lost or diluted. Working with Jov made
this casier because in her work she exercises
a great deal of courage and trust in herself. It
requires & lot of faith in the muse, which after
all is where the word ‘'music’ comes from.

In the play there’s a combination of written
and improvised pieces, and as it unfolds the
nature of the music changes and becomes
less narrative. One song called “All That
Stuff” is all kinds of rhythm instruments
played through a computer (shaker, cabassa,
tvmpani) blended with a kind of gasping
breathing pattern from the cast. I also incor-
porate binaural recordings of natural sounds
of the Pacific Northwest, particularly bird
songs. I'm using a sampler. kevboards, acous-
tic instruments, flutes and percussion.

The old question of ‘do I sit around and
wait for inspiration or do I go in there and
work to produce what 1 know will be popu-
lar?” was relevant for me in writing the music
for this play. I usuallv find that the latter pro-
cess results in boring stuff, but it’s largely a
matter of touch. You have to use vour mental
power to court the muse.

(Bill Henderson is widely known as leader of
rock band Chilliwack).
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COMPOSING

SOUNDTRACK
FOR HANDICAPPED
OLYMPICS VIDEO

By Jerry Tupis

ccasionally in the wacky world of

music composition an opportunity

arises that offers you both a chal-
lenge and a purpose. Such was the case when
Jim Hough and Thor Macijiwsky of
Cinemaction approached me about compos-
ing the music for the Handicapped Olympics
video "Dare to Dream”. In this article | will
try to relate some of the experience and some
of the decisions made during the course of
creating this soundtrack.

The first stage was of course viewing the
video in order to get a feeling and an under-
standing of what was to be the underlying
theme or “feel”. The video consists of a wide
variety of athletic endeavours and training
programs ranging from skiing, to swimming,
to high jumping etc., all of which are per-
formed by people with various handicaps. It
also profiles three of the athletes in depth.
There is narration running throughout the
video and it runs for just under twelve min-
utes. After several viewings lThor gave me his
ideas and tried to relate to me what it was
that he wanted the music to do. The theme or
feel was to create an aura of hope and prog-
ress. But, he pointed out in this case that that
was not (o be done with brassy fanfares and
driving rhythms. The music was to consist of
natural sounding instruments, specifically:
piano, flute, strings, acoustic guitar, and bass,
rather than “synthesized"” sound, and that it
was to smoothly weave its way through the
video in a supporting role. Then at the end
there was to be a collage of stop action shots
with accompanving vocals to close.

The gear | used consisted of a Fostex 8
track, Korg EX-800, Yamaha DX21. Yamaha
CX5M, Korg DDD-1 drum machine, Roland
SRV-2000 digital reverh. TEAC spring reverb
and acoustic guitar.

The original time allotted for writing and
recording the music was two weeks, which
was promptly cut to four days. Now, this
brings out the importance of organization.
Given the parameters within which to work 4
general layout or game plan of ideas was in
order. While viewing the video repeatedly [

7

Lanny McDonald

hroke it down into sections. On a large paper
or blackboard, if available, [ like to draw a
rough section by section sketch of the music
to be, charting mood changes. scene changes.
volume changes, crossfade sections, stand
alone sections and initial instrument sounds.
Then, while watching the visuals and follow-
ing along with the general lavout alterations
can be quickly made without getting stuck on
specific notes. This process is to familiarize
vourself with the video and create direction.
Also, it must be realized that scoring for film
is not the same as writing a song. In this case
the music is not the star of the show. It must
not stand out and detract from the narration,
and vet it must matntain the mood, and still at
times when called upon it must indeed stand
on its own for bhrief moments. This might
seem to make the job easier but it is in fact
exactly the reverse. Eleven plus minutes of
music must be composed without the luxury
of verses, choruses, bridges, etc., to take vou
through the gamut of three minute concen-
tration spans.

Synchromzing scene changes on this proj-
ect was interesting. Without the use of
SMPTE time code equipment to hit all the
scene changes dead on | had to allow for
slight timing differences between the video
equipment and the audio equipment. So in
order to make smooth musical transitions
from scene to scene there were points where
crossfading one piece of music into the other
had to be a Iittle wider so that if necessary
the soundtrack could be adjusted accordingly
(sped up or slowed down) in order to fit when
being mixed with the visual. The decision
was made to try domg it this way instead of
fading in and out with short pieces in order
to maintain a good flow.,

Now it was time to analyse the character of
the specific sounds or instruments to be
used, and how they could he used to bring out
certain emotions. [ should make the point
that [ believe any emotion can be achieved
with any sound or instrument in the hands of
an accomplished plaver, but given specifics
with which to work and unfortunately not be-

il

Handicapped Olympics medal winner with the Flames’

ing the master of all leaves one a little lim-
ited. Also. notes are notes. They can he made
into music or they can remain notes. Every
composer or writer has his or her stvle or
method for creating their work, so with that
in mind [ shall not expound on mine. Howev-
er, during the composition period there were
certain considerations and decisions to be
made. Care had to be taken not to overuse an
instrument or a theme. Simplicity was called
for but there had to be brief transatory mo-
ments in which the music had to make itself
noticed in order not to hecome a sleeper.
Tempo and theme changes had to move
smoothly to maintain the flow, and. depend-
ing on the subject in longer profiles where
the theme staved the same for an extended
time. instruments had to be appropriately al-
lotted to take turns plaving the melody. again
in order to stay interesting.

Having done all these things the music
track was complete except for the mixing
stage. Now it was time to put the vocals in. |
particularily enjoved this segment. While
watching silent pictures vou write lvric to tell
the storv. However no matter how great the
Ivrics are vou need a voice that can relay
their meaniing and the feeling of the project
to the viewer, and the fact that the vocal seg-
ment is the last part that will be heard in the
video finding such a person is crucial. In this
case though the choice was easy. On incredi-
bly sho:t notice Rena Gayle took the time to
sing the vocal part, and made the closing mo-
ments of the video.

After the final mixing of the soundtrack it
was now time to merge it with the visual
This was done at MASTER'S WORKSHOP
and the skill experience and patience of an
engineer at this point is essential. Luckily
Yuri Gorbachow is an engineer with these
qualities and was able to mix the sound and
picture into a smooth presentation. So, if all
comes together vou end up with the desired
effect. and in this case we did, but. not with-
out dedication.
tJerry Tupis is a Toronto based musician
with a small home studio.)
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he first thing you noticed when

I Loverboy began the first song of its

three night stand at the 86 Street
Music Hall was how much this was the way it
used to be.

Here was a five piece band playing stripped
down rock and roll again. There was none of
the over-arranged stuff, nothing that was cal-
culated for effect. It was just Paul Dean, Mike
Reno, Scott Smith, Doug Johnson and Matt
Frenette expertly romping through a collec-
tion of new songs with an abandon that was
welcome, missed and promising.

In anticipation of its next recording,
Loverhoy had decided to get back to the bars
-- to re-discover itself. Ten of the songs which
dominated the sets on those three nights in
the 1,200 capacity hall were planned for what
has become the new Wildside album. They
had the hard, propulsive drive of the early al-
bums and the early days of the band. They
were a reminder that, behind the
smokescreen of corporate maneouvering and
the flashy, if uninspiring, veneer protecting
the musicians, Loverboy is a formidable, gen-
uine rock and roll band.

Almost nine years ago, Loverboy was Paul
Dean’s 13th or 17th attempt to get the bal-
ance right. Yet within months of its forma-
tion, his new band hit its stride and, against
the staggering odds of '78-79 pop and rock,
was gathering momentum. Being an
unrepentant mainstream band comprised of
musicians who'd been branded by the rock of
the late 1960s and early '70s was the bane of
the new wave movement of the time But they
were just what American radio was looking
for as a panacea to the twin onslaught of disco
and punk. And that, as every Canadian rock
type knows, was the beginning of a career
which has rivalled or surpassed any mile-
stone ever set by a Canuck band.

The problem for Loverboy since 1983, how-
ever, has been to keep it up. The band slipped
with the self-same Keep It Up album, an al-
bum over which there is still debate within
the Loverboy fort, and regained its footing
with Lovin’ Every Minute, the album that
gave the band its first two top 10 hits and put
it back on the road in 1986 after a two year
break.

Despite its impact and the customary tour-
to-infinity to support the atbum, Lovin’ Every
Minute Of It was not a success by the multi-

M H A R

million sales standard of the first two
Loverboy albums. It managed to sell a re-
spectable million and a half copies in the U.S.
and had a quiet, short-lived run in Canada.
Even the top 10 success of “Heaven In Your
Eyes”, a single lifted from the Top Gun
soundtrack, was offset by the news that key-
board player Doug Johnson had refused to
take part in its recording because he did not
agree with its pro-military theme and implicit
propaganda.

Lovin’ Every Minute Of It was more a rally
than a comeback. It attempted to take
Loverboy in a number of directions: To em-
phasize guitar, to experiment with technolo-
gy, to get heavier, to record ballads, to pres-
ent a different Loverboy from that of the
Keep It Up album. Yet it cost the group
mightily in the time it took just to make it and
the strain created within the group. For a
band whose primary virtue was its ability to
communicate to its fans directly, the distance
that now existed between Loverboy and the
audience could not afford to become wider.

Loverboy saw this for itself. Bruce
Fairbairn confirmed it. Bruce had produced
the first three Loverboy albums, which had
set him up for the hot stuff rep he now enjoys,
praise the gods of platinum and pass the Slip-
pery When Wet LP. Realizing that Loverboy
had lost its fighting trim, he approached the
group about the possibility of working with it
again.

In the meantime, Paul Dean already was on
the hunt for songs. During the summer of '86
he visited Jon Bon Jovi at his New Jersey
home and wrote songs with Jon and his
guitarist Richie Sambora. The outcome of
this quest was Wildside's first single, “Notor-
ious”. Dean also struck up a friendship with
two Nashville-based writers, Todd Cerney
and Taylor Rhodes, who, in some capacity,
have credits on five of the 11 songs heard on
the cassette or compact disc (the vinyl disc
has 10). Former Headpin, Brian Macleod,
wrote with Mike Reno, Doug Johnson con-
tributed a song and Alfie Zappacosta kicked
in another. Austin Roberts, another Nashville
writer came up with “Don’t Keep Me In The
Dark”, the ballad which is only on the CD and
cassette. And Bryan Adams had a hand in
“Hometown Hero”, the last song to be com-
pleted for Wildside. Now, as Reno and Dean
sit at the table in the conference room of

managers Lou Blair and Bruce Allen describ-
ing the assembly of songs for Wildside you
get this wild image of rock stars in sports cars
rocketing around the countryside and hand-
ing off cassette tapes to one another. Most of
Wildside seems to have been conceived in a
car,

But then again, so were so many of
Loverboy’s fans.
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Mike: This was a fun record to make.

CM: Hold it, Mike, you said that about
Lovin’ Every Minute Of It.

Mike: Tom (Allom, producer of Lovin’ Every
Minute Of It)was fun to work with, but it took
too long to make that record. When we went
in to do the record previous to Wildside [
think a lot of the songs weren't completed
and we were fighting for different lyrics and
fighting for different arrangements. This
time we didn't fight for anything; it was natu-
ral.

Paul: With the last album we spent half the
time and half the budget working on “This
Could Be The Night". That tune cost us. It
did well. No way did it pay for itself but it’s a
good song so you can't put a dollar on it. It
wasn't a matter of having it pay for itself, any-
way; it was a matter of getting it right no mat-
ter what it cost. We weren't going to put it out
'til it sounded good. It’s unfortunate it cost a
lot of dough but so what, Mike's rich.

CM: Was Lovin’ Every Minute Of It an
attempt to get harder, to play heavy met-
al. When you started the LP, metal was
everywhere on FM radio. Also, Tom
Allom is known as a metal-rock produc-

er.
PAUL: [ think if you look at tunes like ** Bul-
let in the Chamber” and “Too Much Too
Soon” they were a definite case of “I wanna
play metal on the guitar now, so here's the
songs. You got anything better? No? Then
let's put it out because we've been off the
road too long.”

CM: After going through several studios
and producers and enduring various
setbacks to complete the previous LP,
this one required only two months to
complete. Did you compile a list of do’s
and don’ts for this one?

PAUL: Yeah, it said, “Paul Dean will not pro-
duce this album.”
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Loverboy

MIKE: As you know, we worked with Bruce
Fairbairn for the first three Loverboy albums
and then we decided to try something differ-
ent for the sake of trying something different.
Bruce Fairbairn was so into doing our next
record, he came to us, and said, "Listen, |
want to do the next album.” He had just come
off the Bon Jovi thing, which was doing fabu-
lous. The one thing [ noticed about working
with Bruce this time was that he's really
learned a lot along the way. He's very patient;
he gets the job done without having to fight
for it.

PAUL: He's real conscious about the
pennies, too. I mean, that's what a producer is
supposed to do, besides putting the best per-
formances by everybody on to tape. You're
supposed to be conscious of the money. At
one point we had 10 songs down and we felt
that we needed one more. We wanted to get
another fast one that we could play onstage.
So we started working on “Hometown Hero”
in the studio and I think he said to himself,
"OK, I'll give these guys an hour, If they don't
get something in an hour, they're out of
here.” We gathered in a circle and started re-
hearsing the way we do in our warehouse, An
hour went by and it’s, like, two hundred
bucks an hour in the studio, and he says,
“OK, forget it, vou guvs don't know what
you're doing.”

CM: So you went back to the warehouse
and completed the song. I heard that
Fairbairn had gone to see Dokken be-

cause Dokken wanted to use him, but he
saw you and wanted to produce you in-
stead.

PAUL: Yeah, Dokken was opening for us in
California.

MIKE: We were kicking around ideas about
who we wanted to produce this new album
when we got home from the tour, and it just
turned out that way. He said one thing to me,
“I haven't heard vou guys sound this good. I
thought you'd be blown out at the end of the
tour.” He said something personally to me,
that, "Your range is really up there. [ haven't
seen you guys in about a vear and a half and
it’s really nice to see vou.”

PAUL: And that was the second last show in
a tour of 115 shows or something.

CM: By the time your tour got to Van-
couver last year, you were playing only
three or four songs from the LP whereas
you’d intended to make an album of
songs you could play live.

PAUL: We always do. That’s the bottom line.
For us, if you can't play them live there is no
point in putting them on a record.

MIKE: We test them, too, with the audience.
PAUL: We did this time, for the new album.
MIKE: But the last time, the way we tested
them was on tour. If they didn't get a big re-
sponse we kinda x'ed ‘em out of the set. For
this album we played three concerts in Van-
couver and played all our new material be-
fore we recorded it. That was a real plus for
us.

CM: The 86 Street shows were more
spontaneous than anything I've seen you

do in years, particularly the portions de-
voted to the new material.

MIKE: We never changed anything from
that. All we did was record it better, techni-
cally.

PAUL: Everything at that point was written
and arranged but “Hometown Hero.”

CM: How about “Notorious,” a song co-
written with Jon Bon Jovi, Richie
Sambora and Todd Cerney?

Paul: [ went to New Jersey to write songs
with Bon Jovi. We wrote for three days and
came up with three songs. For “Notorious”
we ended up using two thirds of the chorus
and a couple of the lyrics for the body of the
song. A lot of times our songs are made from
different pieces of other songs. This one is
from three pieces. This won't mean much to
anyone else, but our fans in Vancouver might
remember that we used to have a song called
“Loverboy” that we opened with in clubs. The
riff from that became the bridge and the
verse was written almost as a country song
by Todd Cerney.

CM: “Hometown Hero”, the song you
managed to complete in time for the LP.
PAUL: That started off with Bryan Adams
and myself. He wrote the melody for the
verse and then we re-wrote it a million times,
took a bunch of parts that Todd and Taylor
and I had written for other songs, pieced 'em
together like a puzzle. Most of these tunes
are like that, like puzzles: A bridge from this,
a verse from that, a chorus and intro. If
they're all in the same tempo vou usually can
find a way to put them all together.
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Loverboy

CM: It’s become prevalent among bands
within your spectrum of rock, bands
such as Heart and Starship, to use out-
side writers.

MIKE: Some of these writers -- some of the
guys Paul works with -- don't even have a de-
sire to be in a band anymore, like they used
to. They just want to write songs.

PAUL: They work for a publishing company,
show up everyday.

MIKE: They have their rhyming dictionaries
and they roam from town to town.

We'll take a good song wherever we can get
it. We try our best to write songs and we
write as many as we can, We write a lot of
songs that don't get used because we don't
think they're great enough.

PAUL: Or they're not new enough or differ-
ent enough.

MIKE: Plus Paul writes in a lot of different
styles and so do L. I write a lot of, uh, middle-
of-the-road stuff, which would be nice if | doa
solo record but I don’t know if I want to put it
on a Loverboy record.

CM: There is more room on this album
for the band, especially the rhythm sec-
tion, which I've always thought was one
of the band’s heaviest weapons.

MIKE: I thought the bass playing on this al-
bum was exceptional, especially hearing it on
the CD. There's some great parts. The
rhythm section is accented on this album
more than on any other. Scott’s really playing.
We kept a lot of the bass parts from the bed

tracks, which may be why I like it so much.
Which goes back to the Bruce Fairbairn ap-
proach. He said, “If you have to play it more
than four times, the song might not make the
record, so let's just play it, don't even think
about it, go for it, play what you want, make
some mistakes, it’s fun.”

CM: Was this approach a reaction to
Lovin’ Every Minute Of It?

Paul: I think it's a refining of it. We've got a
new definition of Loverboy in our minds. For
me, first of all. I wanted an album that Mike
could sing and sing lyrics he believed in. I
think he has a problem with things like “Steal
The Thunder”. Bless the guy for tryin'it, but
I don't think he really wants to sing about
teenage rebellion that much.

MIKE: He said it. While | was singing that
song, I didn't believe it. “Steal the thunder...
you want to drag me under.” I was going,
“Geeeez,” like, acting for this one. We didn't
do any of that on this record. We said, “If you
can't sing it, fuck, it's history. Next!”

I like it like that. We've had a pretty good run
of success and hits and stuff but now every-
body is getting to know one another really
well. When he was working with those guys
from Nashville...

PAUL: ..and Bon Jovi....

MIKE: He said, “Listen, think about this
Mike Reno guy. If he can't sing it, it’s not go-
ing to happen.”

CM: Yet the singing sounds tougher on
this record.

MIKE: You know what I did? I smoked and I
wailed and I said, “Now tape it,” just about as

my voice was ready to go.

PAUL: He sang real hard, too. | was taking
singing lessons at the time he was doing the
vocals on the album and I asked him if I could
sit in there and watch him. He was singing
real hard. It doesn’t sound like that on tape
but if you were to listen to his voice it’s totally
ratched but when it comes to compressors
and electronics it's a lot smoother, but, yeah,
he’s really beltin’,

MIKE: My voice is very durable. I can sing
for a long time and it's sweet. Sweet. Nice. |
said to myself, “I don’t want to sound nice for
this one. [ want to sound hard.” So I growled.
I worked the voice’ til it was just about bleed-
ing and then I taped the tracks.

PAUL: They were good songs for Mike to
sing in, which was another lesson from the
last album. The third album was a keyboard
album. That's the way it worked out. | was in
a really dry spell, I wasn't working with any
outside writers, we wanted to keep it in-
house, and Doug wrote four songs.

The next album was a guitar album. I figured
it was my turn, so everything was written
around the guitar riffs. If it was little too high
for Mike, well, too bad, that's the guitar key.
So, “Put out, guy, and keep up.”

CM: Do you jam a lot?

MIKE: We jam quite a bit. We end up
jamming funk, though.

PAUL: I think the essence of Loverboy is
that we're a funk band. I turn down, I play
“chicka-chicka” on my guitar, Mike sings
blues riffs, Doug plays every keyboard that
he's ever known and Scott's playing real

NOTE-FOR-NOTE “GUITAR SOLOS
) e

h)

TAPE ‘N STEP ™

TnS. is the first spreadsheet
music

For IBM & compatible with

2048

€
iy
)
"
-
-
-
-

{
-

[
L
)

D R W S w——— 1
= sequencer for
u tracks, and lots more!
] PRICE: $150.00
| Demo diskette $10.00
~
intelligent midi interface.
. < i _- ’:..“_,’ .
% . N
T FAB 1™
TAPE A Eruption- SpanishFly Ain't Talking ‘BoutLlove Beatlt- Jump Panama- Meanstreet Runnin With
The Devil Cathedral

TAPE 8 Flying High Again - Over The Mountain - Diary Of A Madman 1DontKnow Crazy Train - Believer
-Mr Crowley Revelation (Mother Earth) Dee

TAPE C Purple Haze - All Along The Watchtower Foxy Lady Voodoo Child (Slight Return) - The Wind
Cries Mary  Little Wing  Str Spangled Banner  Red House |

TAPE D Dazed And Confused | - Since | Been Lovin' You - Achilles Last Stand - Moby Dick  Stanway To
Heaven - Heartbreaker - Good Times, Bad Times - Black Dog - The Rover Whole Lottalove Rock
And Roll

TAPE E RockBottom - Too Hot To Handle - Lights Out - Armed And Ready Mother Mary - Coast To Coast
Only You Can Rock Me Into The Arena

TAPE G Crossroads - Sunstune Of Your Love - Hideaway - Cocaine - White Poom  Layla - Badge - While My
Guiter Gently Weeps

TAPE H YouReally Got Me I'm The One - Atomic Punk - Feel Your Love Toright - Little Oreamer - ice Cream
Man  On Fre - Youre No Good - Somebody Get me A Doctor - Bottoms Up!
Qutta Love Agan DOA

TAPE J WomeninLove - Beautiful Girls - Sinner’s Swing - Hear About It Later Unchained Push Comes To
Shove - So This Is Love? - Little Guitars (intro ) Top Jmmy  Hot For Teacher

TAPE K S150 — I'll Wart - Girt Gone Bad Good Enough  Why Can't This Be Love - Get Up  Dreams
Summer Nights - Love Walks In

TAPE L Black Star - Far Beyond The Sun - I'll See The Light Tonight - Disctples Of Hell | Am A Viking

TAPE M You Don'tRemember, I'll Never Forget - Liar - Queen InLove - Fire tar Boogie Shuttle - Rock Around
The Clock Hound Dog Rock This Town - Stray Cat Strut

TAPE N Sty Boy - Laches Nite in BuHalo? - Goin® Crazy - TobaccoRoad - Elephant Gun - Bug Trouble Bump
And Grind

TAPE 13TexasFlood Love Struck Baby - Pride And Joy - Couldn't Stand The Weather - Scuttle Buttin' - Tin
Pan Alley Stray Cat Strut - Rock This Town

TAPE X1 Johny B Goode - Roll Over Bethoven - Honky Tonk (Pt 1)-Memphis Guiter Booge Shuttle - Rock
Asound The Clock Hound Dog - Rock This Town  Stray Cat Strut

NOTE FOR NOTE tapes 21.95 & 1.50 Shipping. Ont. Res. add 7% sales tax.
Send cheques or m.o, to:

Morellis Music, 361 12th St. E.,
Owen Sound, Ont. N4K 1W1,
(519) 376-5533.

Dealer Inquiries invited. Please send for free catalogue.

This is a librarian & sound construction set. With randomization
mode for easy new sounds.

For Yamaha FB-01 Commodore 64. IBM XT AT & Compt.
PRICE: $79.99

MIDI PATCH NETWORK ™

MPN 1 16 in, 16 out patchbay with memory resident software
For IBM ™. Apple T™™ & compatibles.

|S| The

MIDI
|Z| ISl Connection™

P.O. Box 282, Stn D. Montreal, PQ Canada. H3K 3G5
Tel: (514) 933-5127

Write for free spec sheets. Dealer inquiries invited.
In Quebec add 9% provincial sales tax. Shipping is free on prepaid orders.
MPN 15 a registered trademark of The MIDI Connection. TNS is a registered trademark of

Non-Zero Cornmunication. Apple. Commodore, IBM, Yamaha are registered trademarks
of the respective companies.

CANADIAN MUSICIAN 41




The best support
any band could wish for:

Take Soundcraft on the road, and you know you i

canrely on your mix. ‘. R |
That's why the Series 8008 was chosen by more W : z.;‘
people than any other major live sound console. f P v
Now, the new Performance Series P
8000 has taken that philosophy a :j%ﬁﬁ}{w RRE :E 41
stage further. 4
You'll find equally exacting standards, and many Bt
of the same professional features, in the Series 500. P ] T SR L
While the new compact 200SR is perfect as a main = ~f."_,‘_»_> h .
mixer in a club system or a submixer at larger venues. ® ‘{ ’:
All have the clear ergonomics, reliable perform-
ance and sound quality that's uniquely Soundcraft's.
Series 8000. 500. And 200SR. Technology created
for music.
For furtherinformation,contact us today.
Co W L g A
~ooundcraft. < g
2 Sounderaft Canada Inc. 1444 ﬁqus ‘Bou'[gvaqd,.Donfajﬁougbﬁ@ G@hada %‘3%\)/ < T ; =5 R ‘,/
NP B R U Tel:(514) 6851610, Fax: (514) 6852094, © © 7y, e :.;~..\j:"-}-‘?.:-.::':.»_'\__:;~ g S P




Loverboy

funky lines and syncopated stuff.

MIKE: And then we say, “Hold it' Rock
band, rock band, rock band!”

PAUL: We've tried to make it work outside
rehearsals and it just doesn'’t happen. It goes
along and we have a great time but it just
never goes anywhere. It never really devel-
ops into a song. We've tried. The one time it
happened, [ think, was “It's Your Life.” That
came out of a jam and it had five guys cred-
ited.

MIKE: We did an hour and 10 minute jam
one time.

PAUL: Oh, it was great. Of “It’s Your Life” as
a matter of fact.

MIKE: You should hear how far this thing
got. It had all these effects on it, all these vo-
cal things.

PAUL: Lots of echo and effects.

MIKE: Really spacey, and then it goes to
everybody playing again and then it just goes
on and on and on and it sounded killer. Mind
you, we had to make a four minute song out of
it somewhere along the way. (Laughs).
PAUL: You just see the serious side of the
band. [ don't really like to sav the commercial
side. Commercial isn't a bad word; it just
means that a lot of people like it. But there’s a
lot more you really don’t get to see. We just
don’t put out our reggae songs or our country
songs or our blues songs.

CM: The four takes rule seems to have
kept the band more loose, which is in
contrast to the previous two records.
PAUL: Mattie got five beds done in one day.
We had to re-do “Love Will Rise Again.” He
was kinda disappointed that he had to re-do
one tune, but that was his all-time record, five
beds in one day.

MIKE: Sometimes when you do something
more than five times you remember what’s
coming next and you don't play what you feel.
You start thinking about it too much. We just
played it and had fun.

PAUL: If you listen near the end of “Notori-
ous” you can even hear Mattie laughing, He
does a big smash after the big Rock Ending
Number Four and there's this “ha ha ha ha.”
MIKE: It’s free. There’s a lot of stuff in there
like that.

PAUL: I was trying to open up on the guitar
a lot rather than play so strict. I wanted to
make a few mistakes and be a little bit out of
tune, do a couple more licks where normally I
would play a stock rhythm part. I'm trying to
do that as my career goes along -- open up. |
think the word is to be more free.

Whereas before everything had to be so per-

fect. Especially with the last album; that al-
bum was flawless. We spent two weeks
getting the digital glitches out of the beds. [t
had to be perfect. That's why we did it
digitally and that’s why it took two years and
cost me 18 years of my life.
MIKE: The record company has said that
this is the record Loverboy should have done
three years ago, in keeping with the excite-
ment of the first two. I believe that because
that’s kind of how I felt when we were doing
1t

CM: That’s hindsight talking. I remem-
ber you reached a point at the third LP
where, as you've said, you were going
through a dry spell and after years of
touring you were tired and needed to
make a change.

MIKE: But they asked us to change. They al-
most said, “You guys sound too much like
Loverboy,” and that used to drive me crazy.
That’s like telling the Beach Boys they sound
too much like the Beach Boys. They wanted
to hear something different so we gave it to
them. Now we can say we shouldn’t have
done that: we should've kept doing what we
do because that’s what we do.

CM: Has the band’s identity changed
much over the years?

PAUL: I don't know how people perceive us

anymore, [ think we split the audience more
than we used to. People either really like us
or they don’t like us; there is a polarity
whereas before they either really liked us or
they didn't care.

CM: After close to nine years the band
has become established. It must be hard
to get people excited about a new
Loverboy album.

MIKE: We're not the new kids on the block,
that's for sure.

PAUL: Where we live in West Van, people
see us on the street and they've already got
our autograph twice and they've already tak-
en pictures with their kids and they've al-
ready sat and talked with us. so now it's
“How ya doin?” Like you say. after nine
vears, it's “Yeah, it's Loverboy. no big deal.”
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PULLING GOLD FROM THE WELL

M ©)

T ] riting songs is a little like fetching
‘ \ water; you can only go to the well

J so often.

It’s an analogy that Haywire could relate to
earlier this year. When the Charlottetown
band presented about 30 songs it had written
for its second album to Attic Records, the
company wasn't satisfied. Attic wanted some
stronger songs. Four or five more.

“We said ‘Geez, we're all tapped out,
singer Paul MacAusland.

Keyboardist David Rashed, one half of the
band’s main wrting team with guitarist
Marvin Birt, said they had been writing for
four months and “by the end of that we were
just so exhausted. It was disappointing be-
cause we thought we had a lot of good hooky
tunes. We just told him (A&R director Brian
Allen) we couldn’t write anymore.”

The company suggested the band write
some songs with Taylor Rhodes of Nashville
who's written with Honeymoon Suite and
most recently co-wrote a few tunes on
Loverboy's new Wildside LP. With Rhodes
coming off the bench with fresh legs, the
group came up with the additional songs Attic
wanted for the new record Just Don't Stand
There. It's just the thing to build on the mo-
mentum of the 1986 debut Bad Boys which
went gold and established the unabashedly
mainstream quintet as mid-level contenders
in Canada.

Any fears about the second album jinx
have been nixed with Just Don't Stand There.
The LP looks certain to eclipse Bad Boys in
sales, but it's also vaulted the band into the
“next big thing” sweepstakes. These com-
mercial rockers mine similar ground as Glass
Tiger, always digging for that great hook, and

»1

said

@)

they've tapped a rich melodic vein.

They've also gone an important step for-
ward; they've developed their own sound and
made many people forget this was the band
critics said sounded too much like Honey-
moon Suite and Loverboy. They've refined
their pop side, but they've also beefed up the
rhythm end as evidenced by “Dance Desire,”
the first single. The song’s success on radio
and in discos has broadened the band’s ap-
peal from the l4-vear-old screamers who
pack Havwire concerts to night-clubbing
dancers.

Yet, it was a tough labour. “As an act gains
success in its field, each successive album be-
comes a little more of a painstaking creative
process,” said Allen, who returned as produc-
er for the new LP. “It’s really tough to ex-
pand. You tend to take a little more time to
make sure everything is right.”

And that included sending Haywire back to
the drawing board after it had delivered the
initial batch of songs. Allen said: “We didn’t
feel they had written up to their potential at
that point.”

He said most groups which write their own
songs have to go through the “whittling pro-
cess.”” In conjunction with the band, the pro-
ducer and record company executives throw
out the duds and the songs that sound too
similar (“self-plagiarism” Allen calls it). Allen
said the group needed a minimum of 10 songs
for the album and two extra.

“They had been writing their buns off and
when you get locked away with an idea and
you read it over enough times, you may be
convinced it’s great. But someone comes in
and says ‘Hang on, this piece goes nowhere,
while this one is fine." And you're going ‘Shit,

N N o R

[ thought this was great,” said Allen, who
played guitar and was the main writer in the
band Toronto for five years.

To help the band get those creative juices
flowing again, Attic suggested they try writ-
ing with Rhodes. “There was no sense of
sending them back into the same room with
the same pens and same guitars and expect
them to come up with something fresh.
Sometimes collaboration between various
parties can unlock various areas of your mind
you haven't used,” he said. “And not only did
they end up writing some good songs, but it
also helped the predominant writing mem-
bers of the band to look at things from a dif-
ferent angle.”

But he's quick to point out that Attic didn’t
doubt the band’s songwriting ability.
“They're damn good writers. That's one of
the reasons I wanted to sign the act.”

Allen also liked the dedication and profes-
sionalism the band had shown since
MacAusland, Rashed, Birt, bassist Ron Switz-
er and drummer Sean Kilbride formed
Haywire in 1982. After two years on the roads
of the Atlantic provinces, it won a band com-
petition sponsored by a Darmouth, N.S,, radio
station. The band won studio time to record a
single, but invested its own money and rec-
orded a five-song EP. Released in June 1985,
the self-titled record sold more than 5000
copies in the Maritimes.

It was the first step in a series of good
breaks that led to their singing with Attic in
January 1986. Bad Boys, with four songs re-
recorded from the EP, was released the fol-
lowing August and went gold only four
months later. Already well-known on the
East Coast, a national tour supporting Kim
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Haywire

Mitchell introduced Havwire to a national au-
dience. But now it's spreading beyond Cana-
dian borders; earlier this vear, the band rep-
resented Canada at the Yamaha World Popu-
lar Song Festival in Tokvo. Pepsi was so im-
pressed, it sponsored their 22-date tour of
the Maritimes in September. Haywire was
also nominated best new group for the 1987
Juno Awards.

Allen said the members of Haywire have
accomplished most of this on their own. He
said Attic has not had to “shape” the band’s
stage show or lead it by the hand through the
studio or songwriting. “They know the
essence of writing a good song. I was at-
tracted by their obvious energy and they're
genuine (on stage). They don't feel fake to me
at all.”

Nevertheless, it took Allen to establish the
direction of the group’s new material after he
noticed something special the band did dur-
ing an opening set for Mitchell in Toronto in
the summer of 1986. Havwire had made little
changes in many of the songs from Bad Boys.
including a "funk-rock thing - The band all of
a sudden cooked a little more than they did
with their normal stuff. They were smiling a
Jot and having fun, plus they had cooked up
this little tongue-in-cheek  choreography
thing.”

Allen told them later how much he loved
the tune and routine, and they told him they
love doing it. "1 said this could be part of the

new Haywire approach. So we developed that
further in the writing stage. And the guys be-
came more confident with that idea of hyping
up the bottom end a little more and becoming
a lot more rhythmic. (while) still incorporat-
ing a lot of pop-rock sensibilities into the
stuff. This was one of the major turning
points toward a conscious effort to steer it
into a direction on this album.”

That sense of fun also carried into the
three studios where Just Don't Stand There
was recorded. The first album was hard work
because Allen and the band didn’t know each
other that well, but this time “we knew what
each other’s socks smelied like.” Allen said.
He said he plaved all roles as producer. from
"overseer” to “suggestion-maker” to “the
person pushing for a better performance.”
Nevertheless, it was painstaking work and
they ran overtime in the studios.

Recording began  at  Metalworks  in
Mississauga, Ont., but they ran out of time
and went to Manta Sound in Toronto for
three or four days, Theyv finally finished up at
Morin Heights near Montreal. "With this al-
bum. we were a little more picky and choosy
with the songs.” Rashed said. “On the first al-
bum, if a part wasn't right, it might have been
good enough. But now with the experience of
being in the studio, we took the time to do it
right even at the cost of going over two weeks
in the studio.”

Whether it's the band’s studio savvy or
popularity, it still comes as a bit of a surprise
to Toronto types who think the only thing to
ever come out of P.EIL was a cute story about

a red-haired girl, “We've already proved vou
can make it from PE.L." said MacAusland.
“Attic has asked us ‘Why don’t you move to
Toronto and be where the music scene is?”
But I think that would probably hurt us more
than it would do us any good. Back there,
we're used to our own environment and you
feel really relaxed when you get back there.
When vou're up here (Toronto). vou find out
the ups and downs of the music business.
Like, say vour single wasn't doing as well as
vou expected. You'd be disappointed. And
that goes right to heart. And if | had to doa
concert a couple davs later, 1 couldn't per-
form as well.”

The band hasn't limited itself by staving
based in Charlottetown, MacAusland said.
even though it must pay increased costs to
transport equipment across the country and
all its phone calls with Attic are long distance.
Ard Allen notes Attic executives are in “daily
contact” with retailers and radio stations
across the country. A&M also distributes At-
tic nationally.

But Rashed and MacAusland aren't inter-
ested in being equated with a region or being
labelled. =T don't look at us as a commercial
band.” Rashed said. “Our music appeals to a
lot more people than if we were doing really
radical music. We just write the songs that
feel natural to do at the time. We're just writ-
ing about what we're doing and feeling at the
time ... just good clean fun.

“It doesn’'t matter what vou look like or
where vou're from. What it comes down to is
really good songs.” O

—
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music software

Look what they're saying about Master Tracks Pro,
available now for the Macintosh and Atari ST:

"Master Tracks Pro... a program clearly designed to be the do-it-all Mac
sequencer. This sequencer is one of the most impressive we've seen for

any computer. " Ted Greenwald, Keyboard, July 1987

"Master Tracks Pro offers a comprehensive range of powerful global
editing commands. Even in a world dominated by sequencers, this one
stands out from the rest. If you're just getting in to using the Macintosh
(or Atari ST) as a musical tool and you're looking to choose a sequencer,
Master Tracks Pro definitely qualifies amongst the very best of what's
Jim Burgess, Music Technology. July 1987

currently available.”

“Master Tracks Pro is doing a great job for me, and has solved my needs

Passport produces high quality music
software for professionals, amateurs and
music educators.
products
music printing software, synth editing
software and MIDI Interfaces.

Passport has music software and MIDI
Interfaces for the Macintosh, Atari ST,

Our complete line of
includes MIDlI sequencers,

IBM pc, Apple //e, llc, IIGS, Commodore

for a reliable sequencer that offers more features.The more | use this
program, the more | like it. Once you've played with graphic modulation
editing, it's hard to go back to any other method *

Craig Anderton, Electronic Musician, August 1987

Distributed in Canada by:
MUSICWARE DISTRIBUTORS
1573 Eglinton Avenue West
Toronto, Ontario M6E 2G9

Ay

(416) 785-3311

64, 128, an

Laser 128 computers.

PASSPORT DESIGNS, INC.

625 Miramontes Street

Half Moon Bay, California USA 94019
(415)726-0280

PASSPORT.

The Speed of Sound ™
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—Mario Cippolina,
Bassist with Huey Lewis and the News

On stage—concert after concert—Mario Cippolina depends on sound by Bose® for the sound he
wants, under all kinds of touring conditions. Find out why at your Bose professional products dealer.
There’s an entire line of Bose sound systems to meet your particular needs and budget. For more
information, write Bose Corporation, Dept. GP, The Mountain, Framingham, MA 01701.

Mario Cippolina with the Bose 802™/302 professional sound
system he used on the 1987 Huey Lewis and the News tour.
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Better sound through research.
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he word is out. In a style of music

reknowned for its traditionalism and

intransigence a tidal wave of change
has crashed against its shore, washing away
with it one of the most enduring icons of its
dark past.

Have symphonies dispensed with their
string sections? Has the guitar been
supplanted by the lyre as the instrument of
choice for folksingers? No. It's much more se-
rious than that. It's about studded bracelets.

The word comes from photographer Pat
Harbron. Noted for his work with many of
Canada's top and aspiring-to-top stars in the
music industry, Harbron learned of the cata-
clysmic change while on assignment with
Heavy Metal thunderers, Anvil. “I was
amazed,” he confides, plainly still reeling
from the disclosure.

While dressing the band for a sleeve photo
Harbron laid in his usual supply of HM
paraphenalia, generally enough to keep a
modestly sized S & M specialty shop well
stocked. Handing one of the Anvils the
Fetish, an act Harbron's performed for every
metal act he's ever photographed, he was
dumbfounded at being refused. It was then
that he got the word. Harbron recounts the
moment: “We were almost ready to start
shooting when 1 handed one to one of the
guys. He just shook his head and told me,
‘Studded bracelets are out, man." So we lost
them.” You'd think he was refusing a stick of
gum!

There you have it. It is one of nature's
wonders that most changes are so gradual as
to be imperceptible to the human eye.
Erosion takes centuries, evolution occurs
through milleniums, But here, before our
very eves, something that seemed so stable,
so reliable, so predictable has been altered,
never to be the same again. “Studded
bracelets are out.” One shudders at the con-
sequences. What could be next: Springsteen
in polvester?

.
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54-40

More importantly, though, especially for
the hordes of metalheads still at home, still
practicing, still shopping for things like
studded bracelets, is the question: How were
we to know? If it werent for the lucky
accident of reading this article some poor
wrist-bound kids would be fruitlessly
working towards an impossible career,
victims of their own fashion ignorance.

And what about the others? Who's to tell
them that lame is out; that skinny ties don't
cut it anymore; that they should leave their
sister's makeup alone? In an ever more
fashion conscious music industry. sartorial
suicide is only a photo session away.

The latest trend in the endlessly micro-
scopic analysis of the music business is trying
to establish the role of “imaging” in music
marketing. Putting album graphics aside for
the moment, since imaging can be reduced,
albeit simplistically, to meaning how one
looks, the hottom line of it must be Fashion.
If, as the saving goes, “Clothes make the
man,” and the man (or, of course, woman)
makes music, then is it also true that,
“Clothes make the music?” Some would
argue, “Yes."

Remarking on the comparative speed in
which a total promotion package (record,
video, tour -- not necessarily in that order) is
foisted on the public, photographer Harbron
makes an astute observation: “People see hit
singles before they hear them these days.”
This being the case, a cottage industrv of
stylists, fashion co-ordinators and image
consulatants has gained credibility among
record and management companies.

And who can blame them? On the
musician’s end of the stick you have people
who have, to varying degrees, devoted
themselves to their craft. Playing an
instrument, writing a song, that’s more than
enough to keep a body busy. On the
management end they're busy checking
demographics, arguing with bank managers.

New Regime

phoning the Mercedes dealer looking to
replace a stolen hood ornament. Who has
time for fashion? With the possible exception
of Ray Danniels, have you ever seen a
manager dressed well? But as the record-
buying public has become increasingly
educated in the language of fashion (through
TV, films and a plethora of fashion maga-
zines), their demands on the appearance of
their favourite groups have become
remarkably sophisticated as well. The bands
have to keep up.

Kevin Connelly is the frontman for New
Regime. When the band first surfaced a
couple of vears ago they wore the big haircuts
and loud clothes that were de rigueur at the
time. These days they appear in varying
degrees of leather and denim, which, not
conincidentally, is de riguere now. Look at
Platinum Blonde, Loverboy, 54-40, Haywire,
Spoons, and on and on. Everybody is dressing
down these days.

“For the first LP,” Connelly contends, “we
were trying to stick out from the voices in the
crowd using exaggerated dress to doit. In a
husiness that is as extreme as this vou're not
just dressing up, you're dressing out.” Now
the band has gone for what is generally
referred to as the "modified street look,”
clothes that can be worn both on- and off-
stage. What they're saying to their audience
is: we're one of vou (but we're up here and
vou're not).

But the current trend of democratizing
fashions for rock- oriented bands is not
paralleled by trends in other styvies of music
and dress. Funk and R&B bands still rely on
an exotic combination of slick high fashion
formal wear and lingerie for their “look,”
inspired most obviously by Prince. “Big”
bands, usually long established ones with
older musicians, like Genesis, including our
own Rush and Triumph rely on a kind of
relaxed, casual look that has become the
leisure suit of the eighties. And Heavy Metal

Anvil
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N/DYM means .

better sensitivity

N/DYM design means more micro-
phone signal to cut through the elec-
trical noise of mixers and processors

fi l- hal | L H
G T L N ew N/DYM™ microphones

NIDYM means break every Electro-Voice tradition
Neodymim the are cuthsuper but one. Excellence

magnet at the heart of every NJDYM
mic, not only creates an enormous

magnetic field within the gap, the When was the last time you used a microphone that

“fringe” flux outside the gap is also in- B )

fense, surroundntlg tgleidv?lai coil with perfomled so well you actually did a double take? You
TN Ma; or lower . . . . .

?hg?or%on evegnngl.ll;nge peak SOPL65 aCtually Sald, “WOW! ThlS thlng 1S fantaSth."

Chances are it hasn't
happened in years. It hasn't
happened because even though
microphones have been modified
and improved gradually over the
years, there hasn't been any real
breakthrough for over two decades.

The new N/DYM™ micro-
phones are going to make you say
“Wow!” This innovative series
of vocal and instrument dynamics
represents the first genuine
advance in microphone perform-
ance in nearly a quarter century.

At the heart of this
Electro-Voice breakthrough is
N/DYM, a totally new microphone
technology. N/DYM aligned design
uses a rare earth supermagnet that
is four times more powerful than
conventional dynamic microphone
magnets. The power and presence
of these N/DYM microphones is
anything but traditional. They con-
vert more sound energy into usable

N DYM

N/DYM means signal than any other dynamic microphone. That’s 6 dB
iAYEne stare hotter than the most popular!

ith 50 percent more surface area o "
than other designs, the larger N/D But the proof is in performance. We know it’s not the
diaphragm intercepts more sound 3
waves and converts this energy into components but the sound that equates to excellence in

more output. Reinforced to prevent
“breakup,” the diaphragm reliably
couples high-frequency pressures
and voice coil movements all the
way to 20,000 Hz.

N/DYM means
less feedback

Our supercardioid pattern rejects

your mind. See your Electro-Voice
dealer for a demonstration before
your next performance.

To learn more about N/D
Series microphones, see

more unwanted off-axis sound than your Electro-Voice d_ealer or
the usual cardioid. And the unigue write (c‘;ullon Industries
geometry of the N/DYM magnetic (Canada) Ltd., 345 Herbert
structure keeps our pattern super- MUS'C MICROPHONES Street, Gananoque, Ont.
L‘afdlold at allfrequem‘tes Dwison o/ lnd istnes (Canede) L td K7G Zvl




Rock Fashion

Liona Boyd

is as Heavy Metal has always been (except
for the lost bracelets): a blantant cop of the
New York Dolls and KISS with a bit of Hell's
Angels thrown in for good measure. Each
style of music has its own set of fashion con-
ventions, which means each “look” has a
distinctive voice that speaks to the audience.

But, what's being said? And perhaps more
importantly, how can someone who knows
music but can't dress well to save his/her life
get into the conversation?

Molly Johnson, chanteuse extraordinaire,
lives in the heart of Toronto's bohemia,
Queen Street West. Dividing her time
between her band, the aggressively funky
Alta Moda, and her lounge act (which
performed for a week at the prestigious
Imperial Room in the Royal York Hotel

earlier this year) Blue Monday, Johnson is an
example of how different fashions work more
effectively for different styles of music.

“When I'm doing Blue Monday,” she
explains, “I'll wear vintage clothing, usually
something old ['ve picked up in Kensington
Market for next to nothing.” In the slinky
gowns of bygone eras Johnson evokes the
image of her blues predecessors, most
particularly Billie Holliday. But when she’s
kicking out with Alta Moda, Johnson needs
something flash, something astonishing, and,
as she states pragmatically, “Something [ can
sweat in.” A fragile bit of linen that won't
make it past the first drv cleaning may be
gorgeous, but totally impractical.

For her Alta Moda gear, Johnson looks to
the young fashion designers whose shops
litter the Queen Street area. “If you're going
to be a biliboard,” she notes, remarking on
the increasing reliance on musicians as fash-
ion trendsetters, “then why not be a billboard
for your friends?” On any given night you
might see the singer in dresses by some of
Canada’s best young designers including
Comrags, Bent Boys and Price Roman, none
of which are exclusive to Toronto.

Often Johnson will borrow outfits, cleaning
and returning them the next day, so that
there's always something new to see, always
a surprise. She has also come to rely on a
stylist. Sharmain Beddoe (also her best
friend), to hustle up outfits from various
designers. Eventually hunting for clothes
became too demanding on Johnson's time: “I
hate to think about clothes, it's too

distracting.”

But Johnson is a fashion natural, someone
who always looks stylish and is secure about
her personal and professional fashion
statements. Others are not quite so confident.
Until recently Strange Advance wouldn't
even allow their photograph to appear on
their album jackets. For their latest release
Current Records called in a stylist, Myles
Rogers, to appropriate a look for the band.
For photographer Pat Harbron, it presented
an interesting challenge.

“Because I'm the guy who's responsible for
the immediate visuals,” he explains, “if they
come to me and say they want something new
it's very exciting.” Harbron prefers to work
with a stylist because at least then there's
some expertise involved in the choices being
made. For Strange Advance nothing too
outrageous was needed, just something that

Anne Murray

The first word.

The last word.

In a word. the most impressive sampling kevboard inits

price range. For the most reasons:
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Classical Guitar Strings

“A superior quality
string which actually
improves the sound of
any guitar” says

Norbert Kraft, Canada’s

eminent Guitar Virtuoso who was so
impressed with the Royal Classics
that he used a set for his recital at

You owe it to yourself to try them.
Available at all retail stores.

Distributed in Canada by:

BOOsEvestaWKES

8 Unmatched sound library 8 I6-track multi timbral MIDI
produced by Fomu SCQUenceer.
sampling professionats B Up to 100 presetsin
B Unsurpassed sound quality memory.
B Up 1052 seconds samipling 8 Indwidual channel outputs
time plus stereo outputs
B 122 samples assignable to
keyboard at one time
[t's all available on both the Emax Digital Sanipling System ™ and
compact Emax Rack. " Comenand try them. Because, good as an
Emax sounds on puper. words can’t desenbe what happens when R
you play one Gu‘tar ’87.
om—
See the new Emax HD Digital —
Sampling System and the SP 1200 -
Sampling Percussion System T
at all: Applied Magic
mmm Long & McQuade Locations:
"' * Toronto * Windsor * Edmonton
* Downsview * Winnipeg * Vancouver
® Oshawa ¢ Calgary * Victoria
Erinvasatradenark of E mu Sastems Emax Rack s a tridenmuark of Emu Ssatems

279 Yorkland Boulevard, Willowdale, ON M2J 157
(416) 491-1900
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“The New QSC MX 1500 Is The Most Powerful
2 ohm, 2 Rack Space Amplifier In The World.
And There
Are Good

Reasons
Why It Is”

Patrick Quilter
VP/Engineering. QSC Audio.

The MX 1500 is designed for performance. To create modern music. musicians need
modern equipment. Amplifying digital synths. popped bass strings and sampled percussion to
concert levels —without robbing the throb from the low end. the sparkle from the highs or
clipping transients beyond recognition — requires both exceptional fidelity and awesome
reserves of power — that's the MX 1500. The MX 1500 is designed to be powerful.
Though only two rack-spaces tall. the dual-monaural MX 1500 can deliver 750 watts of brute
power per channel [both channels driven] into a 2 ohm load. The MX 1500 can handle
virtually any load a high-performance speaker system can present. The MX 1500 is
designed to be reliable. You might even say indestructible. Sophisticated multiple failsafe
circuits are built-in to protect both amplifier and speakers. Your system s protected from open
and short circuits. mismatched loads. overheating and DC faults. Dual-monaural amplifier
design means if one channel fails for any reason. the other will still keep on working. QSC
backs up the MX 1500 with a 3-year parts and labor warranty. and gives you the best service
commitment you'll find anywhere. The MX 1500 is ready for you. The MX 1500 is
ready to rack and roll right now. Never has so much power been packed into so
little rack space. Maybe that's why the volume S‘C Quality

knobs go to 11! For more information contact: . ?;f,’,‘,’,‘,‘,fitmem

S.E. Marketing Inc.,

3524 Grittith St., St. Laurent, P.Q

H4T 1A7 (514) 733-5344




Rock Fashion

would convey the mood of the music and the
style of the band. The end result was a
subdued portrait of Darrvl Kromm and Drew
Arnott that shows them to be serious while
not intense, and stvlish without being too
flashy. Just like their songs.

The decisions made ahout a band's image
often include input from sources outside of
the band, namely management and record
company flacks. Since the onset of the stylist
boom bands have had to deal with a
phenomenal amount of scrutiny on their
overall appearance and its ultimate effect.
Gerry Young, who manages both Alta Moda
and Strange Advance, would prefer to leave
the bands to their own devices, but he
recognizes that the scrounging abilities of the
stylist is @ major factor in his use ofthem:
“Most bands,” he explains, “can't afford the
clothes it takes to make them look good.”

Another  reason why  management
companies are looking more and more
towards stvlists is that with rosters of talent
that include diverse styles. one person in the
organization would have to be conversant in
too many fashion languages. Even if a
manager knew enough about fashion to outfit
one band, could he be expected to dress two
or three more? At TBA where the
management team of Bruce Barrow and Tony
Tsavbaris just finished toning down Platinum
Blonde. thev're also busy gussving up the
new High-NRG combo Tu.

In the last couple of vears a few established

Canadian acts have gone through major
image overhauls. Anne Murray (from rural
coziness to urban chic), Liona Boyd (from rig-
id formality to a softer more leisurely look),
and Platinum Blonde (from extravagant
leathers and makeup to the aforementioned
modified street look) are but three examples
of image reappraisals that have gotten more
than their share of media attention. While it
would be hard to find three more divergent
acts to illustrate a point. it's important to note
that all three made their decisions for the
same combination of reasons: to broaden
their audience by changing the wayv people
see them. And all three were equally
concerned that they might be making the
biggest mistake of their careers.

Tim Blanks, a regular contributor to Cana-
dian Musician knows a thing or two about the
subject. Recently he became the editor of To-

ronto Life Fashion, the country’s pre-eminent
fashion magazine and his observations on
hoth fashion and music are heeded in hoth
camps. Of the two dozens of Canadian music
he states: "Anne Murrav's decision didn't
hurt her. So she lost a few peasant fans and
gained 25 billion new fans. And Liona Bovd?
It was a ridiculous move because it was so
artificial.” For Blanks its not just the look but
the motive that can make or break an image
changeover. For him Platinum Blonde will
get away with their new look because, “The
audience can relate to: ‘I'm sick of squeezing
myself into leather drainpipes every

Saturday night.” Why not put on a pair of old
denims and a t-shirt, it’s comfortable.”
When changing looks, or simply establish-
ing one for vourself Blanks offers this advice:
“The star who changes his image all the time
might get respect and admiration, but he’ll

Platinum Blonde

CAPAC:

READY TO HELP
SONGWRITERS
EARN THE INCOME
THLEY DESERVE

CAPAC
— the Composers. Authors and Publishers Association of Canada —
exists to help songwriters, lyricists. composers and music publishers
earn the income they deserve

And how?

And then

It’s simple to explain, but harder to do: CAPAC’s main function is to collect
licence fees tfrom organizations which use music (radio and television
broadcasters, bars and nightclubs. concert halls and taverns, shopping
malls and public parks, even planes and dentists’ offices).

CAPAC distributes the money to the composers and music publishers
whose music has been used. This isn’t chicken feed, either — last year,

CAPAC members (and the members of similar organizations in other
countries) earned almost $30 million from the use of their music in Canada

The Composers,
Authors & Publishers Assoclation of Canada

Serving Canada’s

If you're a songwriter,
or if you work in the music business, you ought to know more about
CAPAC, what it does, and how it works

And that's easy to do.

CAPAC is based downtown in three major centres — Toronto. Montréal and
Vancouver. There are experienced staff members on hand to answer your
concerns and questions. All you have to do is telephone or drop by
you'll receive a warm welcome
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Introducing the FX 57 from DOD.
The Hard Rock Distortion pedal that
combines distortion with delay.

For an effect sostrong, it’s almost
overpowering.

The FX 57 kicks out a wide range
of distortions with 7 to 40 milh-
seconds of delay, to give your sound
incredible new punch. In a package

© 1987 DOD Electronics Corporation

MEGA-MUSCLE.

>

that’s tough enough to play longer
than any other pedal you can buy.
Add muscle to your distortion
sound. Check out the new FX 57
Hard Rock Distortion, along with the
entire FX series, at your DOD dealer.
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Put the FX 57 Hard Rock Distortion to work with the FX

40B, the FX 75Band the incredible FX 17 Wah-Volume

pedal, for a complete rock sound at an affordable price.
Manufactured in the

D D U.S.A. with an exclusive
3-year warranty.

World Radio History




UTHORIZED DOD DEALERS

Echo Music, St. John's

Boddingtons Music, Toronto
Keyboards, Cambridge
Music Co., Markham

The Carpenter Shop, Stratford
The Second Look, Sault Ste. Marin
Sherwood Music, Kitchener
Walter Ostanek Music, St. Cat
Monsham House of

wood Audio, Winnipeg
Long & McQuade, Winnipeg
SASKATCHEWAN
Gordie Brandt's Music, Prince Albert
B. Sharp Music, Regina
Guitar College, Regina
H.E.L. Music Supplies, Saskatoon
Regina Music Box, Regina
The Music Box, Saskatoon

Giovanni's, Edmonton

Richard's Rere Guitars, Vancouver
Guitar Studio, Coquitiam

Creative Music, Langley
B & B Music, Prince George
Music City,

einl Flectronics Inc.

(416) 727-1951
16 Mary Street, Aurora, Ontario 14G 3W8

Rock Fashion

never get adulation. The great thing about
Cary Grant was that he was always Cary
Grant. That's something that stars who are
bigger than stars have ever been. like Madon-
na or Springsteen, know.”

While he admits that, “Force of personality
can subsume a visual image,” Blanks will not
underestimate the value of having a strong
sense of personal fashion. “Having an original
look,” he claims, “requires as much genius as
having an original sound.”

In North America there is the apparent
need to convey that everything about a per-
former’s look comes naturally to that individ-
ual, something that doesn't necessarily hold
true around the world. So many styles and
trends that come from abroad are accepted
here, but not all of the strategies are. In an
environment such as London, where fashion
means everything on a social level, Blanks
points out that, “It's impossible to be in the
forefront anymore,” so the emphasis is on us-
ing trends, not establishing them. As Pat
Harbron says, “While groups are often the ar-
biters of fashions and fads, they're influenced
by what's around them as well.”

The English are not as hung up on “origi-
nality” as we are. “To get attention,” Blanks
says. “a band will be conspicuous wearing de-
signers that everyone knows cost a fortune.
They are following a fashion statement being
made by someone else and that shows their
upward mobility.”

If wearing, and affording, designer fashions
is more than some new band blowing in from
Saskatchewan can bear, then Blanks has this
advice to offer:

-*Option’ is the key word in the fashion king-
dom, and it’s the same thing with pop. Noth-
ing is more versatile than neutrality. But neu-
trality needn’t be wimpiness, that’s a mistake
that they all make. I mean, Sade did it
brilliantly. She was a blank canvas on which
any audience anywhere could project its
dreams or aspirations.

- If you're insecure, start with the simplest. A
strong sense of self is very evident in the way
you look.

- You have to dress honestly so that you're
not fussing about yourself. People always re-
spond to honesty. They'll respond to hype,
but not forever.

- Don't pick up on a look, because chances are
you don't have the good sense to know when
it’s finished, and nothing dates you faster.

While it may be well nigh impossible to tell
whether or not a performer’s dress effects re-
cord and ticket sales, there are certain exam-
ples that illustrate Blanks' points. Larry
Gowan, for example. It is Blanks’ opinion that
Gowan's contrived, comic-book image and
highly stylized stage persona will perpetually
keep him back: “You get the real sense that
someone told him: ‘This is your good side.’ |
You get that sense that it's very calculated,
very studied and very uncomfortable.”

On the other hand. though, Blanks notes ‘
that breaking from traditionalism just for |
change’s sake can also be a mistake. “Irony,” l
he explains, “puts a North American audi- 1
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Rock Fashion
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ence off. Heavy Metal in a tux just wouldn't
work. The audience’s expectations are de-
fined by the style of music.

"Fifteen vears ago David Bowie did Ziggy
Stardust. Since then there's been a real com-
ing together of art, fashion, music and film.
It's much more of a cultural stew than ever,
And with video the cross-referencing is going
on at such a rate that you see a David Lynch
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film one day and the next you see twelve vid-
eos with borrowed images from it.” Because
of the constant repetition of videos and the
ready availability of most new fashions, creat-
ing a blatant or outrageous image grows old
faster than a sick joke.

A few years back American rocker Billy
Squire tried to broaden his appeal by dress-
ing more “fashionably” in one of his videos.
In a ripped pink tank top a la Flashdance and

a pair of painted on pants he careened about
his stage set like a whirling dirvish. That vid-
¢o, and that look, almost buried his career.
Says Blanks: "If David Bowie said, *Should [
come out in a tu-tu?’ You're going to sav: 'You
can do anything, the more theatrical the bet-
ter.” But if Billy Squire says: "Should I come
out in a Flashdance outfit?’ You'd say: ‘Billy,
get off the pot, the audience is going to hate
that.™ Obviously it was a question Squire
neglected to ask.

The music business is easily as subject to
whim and change as the fashion business is.
Sometimes appearance is the be all and end
all. Sometimes a nice set of clothes isn't
worth a tinker's damn. Needless to say the
music has to come first, but once you've es-
tablished that the art is in place, it's time to
get your act together.

Tim Blanks says that there are five basic
fashion themes to choose from. 1. Expensive
classic; 2. Japanese influence; 3. Body con-
scious; 4. Street; and 5. Eccentric. While he
states rock stylists (as opposed to stylists
with a fashion hackground like Rogers and
Beddoe, the two stylists mentioned above)
are unnecessary (“They're all failed fashion
designers,”), he accepts that they will gener-
ally draw their inspiration from one of these
five themes.

He also stresses that honesty is the hest
policy: "Don't jump on a bandwagon. If you
have faith in vour music and you look the way
you look, it should translate into an image.
Anything studied looks desperate and noth-
ing is more unattractive than desperation.' ]

The Perfect Piano for Playing Around
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as the new Technics Digital Ensemble.
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flutist, have a seat. At the new
Technics digital ensemble.

Available at a
Technics Keyboard
Dealer near you.
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Choosing A
Sound System
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f there was one thing better about buy-
ing sound systems ten years ago, it was

making the final decision on what to get.

This was by virtue of the fact that you had a

much shorter list to choose from to begin

with. Nowadays that list has grown
exponentially and a whole new factor is pres-
ent: obsolescence. In the old days A7 enclo-
sures were passed down from generation to
generation but there appear to be no new in-
dustry mainstays. In fact, in each interview
we conducted for this section we asked if an-
yone thought there was a single new product
that would stand the test of time, We drew
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the same negative response in each case.

The silver lining is that between cost effec-
tive technology and a competitive market-
place, musicians have the opportunity to get
their hands on hi-tech and formerly high tick-
et gear at prices within their grasps.

But there is no sure hedge against obsoles-
cence. Mind you, there are a couple of charac-
teristics to look for in equipment that can
lead to long and productive service: equip-
ment that is modular and versatile. There isa
prevailing paranoia that the equipment you
are purchasing is in the process of being out-
dated and devalued moments after the cash
register rings and locks shut. This is not true.
It happens months (years?) earlier when the
grandson of a Kamikaze pilot working in R
and D across the world proudly walks into his
boss office. He is holding the new, im-
proved model that replaces the one that you
will be the first on the block to own, eight
months later.

The idea is to generate as much foresight
as you can in choosing equipment. For
younger bands this means choosing a power
amp for your sound system that works well in
tandem with others. As you graduate to
larger rooms you'll be half way there, or have
a solid amp for monitor purposes.

Bands that have outgrown their eight and
twelve channel mixers because they need
two extra inputs may think their only option
is a sixteen input console. Rather than going
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for the sixteen (and probably running out of
inputs soon after) they might consider a unit
that has space for twenty four input modules
and purchase it with just the fourteen they
need, expanding when necessary.

Another area of sound reinforcement that
is going through a deceptive stage is outhoard
gear. [t is by far the most unstable of the links
that make up a sound system, in terms of
obsolence. While MIDI was establishing a
solid foothold on the synthesizer/sampler/
drum machine market, manufacturers kept
churning out new and improved digital de-
lays, choruses, reverbs etc. without those
funny plugs on the back. In our research we
have found that most sound people still ha-
ven't MIDified their racks but the tide is
turning. Consequently there will be some ex-
cellent deals on good quality delays etc., from
people who want totally MIDI effects racks,
but before you get bullish (I always wanted to
write for The Wall Streel Journal) on these
units, take a look down the road and try to es-
tablish where you see yourself.

Finally, there is one more area to touch on.
Where once you could add a musician to your
group and needed one more mike and an in-
put on the console, you now can drop two
people but require six more inputs because of
a new keyboard or rack set-up. So when
you're chosing a new system remember to
keep open as many options as possible, and a
year down the line you'll be glad you did.
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Yamaha series 2000 and 3000 mixers which
he is very pleased with. "They allow one per-
son to do more,” he stated. “The subgrouping
features offer lots of flexibility.”

Before ending our trans-continental con-
versation with Joey Wolpert we asked him if
there was anything he'd like to add, possibly
in the form of advice, to younger sound engi-
neers getting their careers under way. He
thought for a moment before solemnly an-
swering.

“Don't bend over the back of a piece of
equipment looking for a problem and light a
match,” he advised. “Many a soundman has
set his head on fire. Carry a flashlight.”

Brad Mulligan:
Mercenary of Sound

“I call myself a mercenary of sound,” Brad
Mulligan admitted in a recent conversation,
“I'just did a two hour live to air mix for Global
and CHIN. Before that I was out for a month
with an industrial tour and most of my spring
was taken up doing theatrical shows. ['ve
been working with several bands as well.”
These bands include Chalk Circle, The
Rhythm Twins, Tom Cochrane and Jane
Siberry who he devotes a lot of his time to.

Brad may call himself a mercenary but he's
also what might be called a renaissance
(sound) man, well versed in the techniques
and equipment for most live sound situations.
He also operates, along with four partners,
Reel Time Productions, a company that
supplies a variety of sound services.

“I guess you could say I'm a real Lexicon
lover,” Brad said in discussing his outboard
rack which includes a Lexicon PCM42,
PCM60, and a PCM70. He also uses a

“Garbage In,

garbage out.’
Brad Mulligan

Valley People 802 processing rack with
Kepex, Gain Brains, e.q. and noise gates,

“I use a Yamaha Master MIDI Station to
control my PCM70, Rev 7 and a DHI500
and plan on using it extensively on the next
Jane Siberry tour.”

Working on Siberry's sound system is a big
pre-occupation of Brad's that he spends a lot
of time on.

“Jane is a very demanding artist and she
knows what she wants,” he explained. “When

[ work with her, the system is quite extensive
because she has such high standards and is
very finicky about her monitors.”

At the moment Brad is in the planning
stages of a monitor system for the next
Siberry tour that is a drastic departure from
the norm. It would have her wearing wire-
less, walkman-like ear implants.

It is a system similar to the one currently
being used by Stevie Wonder and when Won-
der was recently in town, Brad was given a
tour of the set-up by Bruce Drysdale.

“There's a guy under the stage that does
Stevie Wonder's mix and a second guy look-
ing after the FM transmission equipment to
the wireless earphones,” he explained. “Well
as you can imagine I'm tryving to do the same
thing but on a Canadian budget.”

Scratch two guys under the stage, not to
mention an additional subterranean thirty
thousand dollar mixer. Brad is in the process
of tackling that problem as well and believes
he has an angle on bringing the system in at a
reasonable cost.

When asked what he felt about technology
possibly being a crutch that performers could
successfully take advantage of to hide
weaknesses, Brad had definite views on the
subject.

“Garbage in, garbage out.” he believes.
“The bottom line is that you have to have it
and you can't buy it, no matter how much
technology you have. One of the biggest jokes
soundmen share goes: when the band has a
bad night — the sound was terrible.”

Brad Mulligan's eclectic sound engineering
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skills were well put to the test at an outdoor
show in Fort Erie. An all day affair with ten
thousand people in attendance, the perform-
ances were supplied by a day of rock and roll
bands followed by the Buffalo Symphony Or-
chestra with The Toronto Mendelsohn Chotr.

“We had a two hour changeover from a ba-
sic rock and roll set-up to an orchestra and
choir involving over one hundred and twenty
microphones,” Brad said of the show he
worked on with Band Aid. “No sound check
either.”

By using a C.D. player and lots of classical
compact discs, the system had to be re-equal-
ized during the changeover while ten thou-
sand patiently waited.

“I had the assistant conductors of the or-
chestra and the choir going over the score,
cueing me on parts,” he said recalling one of
the most exhilarating jobs of his career.

Brad believes that a wealth of information
1s available for those interested, just for the
price of asking.

“When [ was in high school and bands
would come to play. I'd be there when they
showed up in the afternoon and I'd offer to
help out the soundman for free. They were
usually very receptive and [ learned a lot
from some good people including Paul
DeVilliers (who went on to produce Mr. Mis-
ter and Yes) and it was one of the greatest
wavs to figure out how it all fits together,” he
continued. “But I don't see that today. I've
never had somebodv come up to me and ask
questions. I'd be glad to help anyone looking
for some information.”

Michael Barlow:
Road Warrior

While many live sound engineers work in a
variety of styles and applications, Michael
Barlow could definitely be considered a spe-
cialist. Although he is well versed in most as-
pects of live sound. his chosen field of
endeaver is rock and roll.

Although his allegiance is to Platinum
Blonde, who he’s been with through thick and
thin, he’s managed to do live work with Lee

Michael Barlow

Aaron, New Regime, Glass Tiger and Eye
Iive, keeping on track with his rock and roll
preferences.

And don't for a second think that his hard
rock infatuation is representative of a “let's
party” attitude. His approach to sound is both
studied and methodical.

“[ learned a lot from seeing soundmen do-
ing things right, and doing things wrong.” he
recalled. After an initiation into the music biz
with Blue Max that had him doing sound and
lights, he worked with more Toronto-hased
bands improving his skills while on the road.

Last summer “the road” took him to Eu-
rope with Lee Aaron where Murphy's Law
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Never!

It has a totally new heat exchanger, devel-
oped after seven years of field experience
with artificial smoke. And its external tank can
be refilled without stopping operation in mid-
scene.

Perfect for concert tours, the 1500 emits
safe, extra-dry smoke instead of the wet, un-
comfortable kind. It's portable. It uses non-
toxic, non-flammable Rosco Smoke Fluid,
available everywhere. And its remote control
comes as standard equipment. All at a price
that won't blow your budget.

Fact is, our smoke fluid won an Academy
Award. So you know the 1500’s reliability is
not just a pipe dream.

rosco

Rosco Laboratories Ltd.
1271 Denison Street, #66
Markham, Ontario L3R 4B5
(416) 475-1400

Other offices in: New York, Hollywood,
London, Madri& Tojyg and Lisbon




SOLND
SOUND

came into play.

His personal rack which contains a Lexicon
PCM70, three SPX90s, a Roland SRV2000
and various Ashley and DBX compressors
and gates, was damaged in shipping.

“The PCM70 was the master MIDI con-
troller and of course the unit that was dam-
aged,” he said. With shows to do and little
time to react, he had to program all his effects
manually. This incident did not sour his atti-
tude towards MIDI and he's investigating
new MIDI applications,

“I'm looking forward to experimenting
with the DMP7, the new digital mixing pro-
cessor built by Yamaha that allows for auto-
mated and MIDI based mixing,” he claimed.
“I hope to have one on tour with The Blondes
this time, and use it as an auxiliary mixer to
try different approaches.”

Michael also believes that performers
should be disencumbered of technical tasks
when on stage, and is planning a fully MIDI
system for Platinum Blonde where the key-
hoard and percussion signals are transferred
through MIDI to a master MIDI section off
stage, with an operator controlling all of the
sounds.

With Platinum Blonde leaning towards
more elaborate arrangements on their new
album, Michael knows these changes have to
shine in live performance and it is a part of
his job to be sure the right gear is being im-

plemented.

“In the console department I find the
Yamaha PM3000 and the Soundcraft Series 4
to be outstanding quality products and since
my livelihood depends on whether or not the
mix happens, I prefer to use either of those,”
he said.

With the improved quality of home audio
and the advent of the compact disc, standards
have increased dramatically in the last few
years. Barlow believes that concert goers ex-
pect, and are entitled to attend high fidelity
live performances.

“The tools are there and in working with
the players you can reproduce what they did
in the studio, or a different version live if it's
desired, but with equal quality.”

As much as he pursues state of the art live
sound, Michael still has a rocker’s attitude to-
wards what a concert should be and makes
sure he can hold up his end of the bargain. He
goes for the sub-sonic bins on the floor to
take care of the lows and to move air, for
more feel.

When it comes to the road Michael knows
hard work and sweat are no strangers to the
people that keep the wheels of live music in
motion, the crews. Sadly, greedy and decep-
tive management are no strangers either.

“I'd like to create a contract for road crew
people that would protect them from being
denied payment for work rendered,” he said,
remarking on a concept he's had in mind for a
while, Meanwhile his work is cut out for him,
preparing for a Platinum Blonde tour and
wherever the road leads.
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fully!), the retailers. They deal with the de-
mands, the desires and the dollars of musi-
cians everywhere, and we spoke with a selec-
tion of them from around the country.

Steve Coster:
Kostar, Montreal

From his vantage point as one of Montreal's
main live sound equipment sources, Steve
Coster is seeing a shift in direction.

“Bands are getting away from the massive
modular systems, the ones with bulky compo-
nents such as butterfly cabinets,” he says.
“Normally those were long throw systems. In
club work there are people sitting ten to fif-
teen feet in front of the speakers, and a short
throw speaker is more appropriate.”

The long standing axiom that many club
bands lived by prescribed going for “the high-
est common denominator” in choosing a live
sound reinforcement system. One set-up that
took care of your most demanding conditions,
and that you tolerated the rest of the time.

“People are going to an all-in-one-box, usu-
ally front loaded and smaller,” he says, and
Kostar meets these demands with Turbo
Sound cabinets which he rents exclusively.
He finds them adaptable to a large variety of
live sound applications.

“We'll rent them to a club band and when
we have a major show we’ll put sixteen to-
gether.”

To go with the Turbo Sound cabinets, Cos-
ter has found that Soundcraft consoles and
QSC power amps create a winning combina-
tion.

Kostar rents a variety of equipment and
MIDI is not a major factor in most requests.

“A lot of musicians are very naive about
sound,” Steve believes. “Players that are up
on elaborate keyboard and guitar set-ups,
know very little about sound or even system
wiring.”

He also doesn't believe that a large percen-
tage of soundmen are as knowledgeable as
they should be. A lot of musicians put their
sound in hands that are not the most capable.

“They leave it up to the soundmen, a lot of
whom are not up to par with the musicians
they work with.”

In the processing department, he sees sev-
eral new products that he believes are
standouts, both technically and value-wise.

“A company in the United States called
CDT makes a great product called the
Polyframe,” he says. “It contains eight effects
in one double rack space including two com-
pressors, two quad noise gates and other ef-
fects like the Dynex, a device that prevents
the leakage of drums into vocal mics. It
works very well for singing drummers.” The
Polyframe, including eight effects, retails for
twenty-seven hundred dollars.

Steve also thinks very highly of Alesis and
Lexicon products, having a general prefer-
ence for the sound of American processing
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equipment, as opposed to the Japanese prod-
ucts which have gained a firm grip on the
market.

He also sees another factor affecting live
sound reinforcement decisions and it has
nothing to do with sound.

“More of band's budgets are going into
elaborate lighting set-up,” he claims, “and
most club owners concur. The nicer clubs
don’t want huge speaker stacks that take
away from table space. They don't mind
lights, because they sit on stage and are visu-
ally exciting.”

Dave “Benny”
Bennett:
Westbury Sound

Westbury Sound in Toronto supplies systems
to an elite and varied group of performers
that include Gowan, Honeymoon Suite and
Raffi. Performers that expect the most up to
date gear in the systems that they take out.
CM asked Benny at Westbury about technol-
ogy and obsolence in sound equipment.

“It is definitely reaching a point where it's
useful life is shorter,” he replied. “We used to
get five or six years out of a console and it
was still considered reasonably state of the
art. These days the technology that you see in
keyboard equipment is showing up in live
mixing consoles which haven't been touched
until recently. [ can see the mixing consoles
of today and tomorrow having a useful life of
a couple of years.”

With all the technology starting to be
aimed at the core of any sound system — the
console — and most effects now being manu-
factured fully MIDI, we wondered if sound
engineers were taking advantage of the tech-
nology already waiting at their fingertips.
“There aren’t many soundmen using it yet,”
Benny said. “We just finished a tour with
Honeymoon Suite and their sound engineer
Al Robb has racks of MIDI equipment ganged
together. He uses a remote unit that sits on
top of the console and definitely takes advan-
tage of MIDL

“With most of the other sound engineers
we work with, they will have half a dozen ef-
fects, and use one for one song and another
unit for the next.”

Benny himself sees the writing on the wall,
and although Westbury doesn't have any
MIDI consoles as of vet, he believes they will
be more visible in the marketplace in the
next six months to a year.

He also believes the new generation of ef-
fects are reliable under “industrial use” road
conditions, but “it's starting to get to the
point where your average technician can't re-
pair them anymore.

“Most technicians are more familiar with
analog signal processing and now the equip-
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ment utilizes the microprocessor,” he contin-
ued. "Since the equipment is all so different,
you'd be better off sending it back to the man-
ufacturer where the tech who fixes the unit
all the time will take care of it, or replace a
faulty factory installed i.c.”

More and more of the hands Westbury
works with take their own effects racks on
the road to duplicate live what they do in the
studio, and even sample sounds from their al-
bums to bring on the road.

“They will sample the drums and trigger
the samplers with contacts or microphones,
but the mikes aren’t reproducing the live
drums, just triggering the sampled sounds,”
he said, but the system is not perfect.

“You may hit one drum and the trigger for
the next drum picks it up because it is right
beside it, and the wrong drum is triggered.
They're still working that out.”

Alfred Larter:

A practical education in audie and video
recording arts and sciences for
anyone who takes recording seriously.
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Alfred Larter is the live sound specialist at
Music Stop in Halifax and brought up an im-
portant factor concerning the direction live
sound 1s taking.

“The gap is getting smaller between the
audiophile sound standards that people have
at home and live sound.”

Bands on the east coast, as elsewhere in
Canada are going on the road with more and
more elaborate systems in tow. Just as the big
recording acts have travelled with virtual re-
cording studios on wheels, making their
rounds of the arenas and stadiums, the club
acts now more than ever are getting into the
picture.

Larter sees the groups passing through the
doors of Music Stop slowly building what
amounts to very impressive set-ups, taking
full advantage of the new technology and
plummeting pricetags.

With MIDI making inroads in processing
equipment used by live sound engineers, are
bands on the east coast getting on this slow
moving band wagon and MIDlfving their
sound systems? We asked Alfred.

“On the whole they’re not,” he replied. "1
do know a soundman who has three Yamaha
SPX90s and a MIDI controller. He has a very
effective set-up that’s really eased his work-
load a lot.”

With all the jobs that some soundmen are
responsible for including front of house
sound, monitor mixes, lighting and visual ef-
fects (fog machines, flash-pots etc.) it's sur-
prising that more of them don't take advan-
tage of the benefits a MIDI controlled rack
has to offer. Bands expect dozens of different
sound changes in the course of a night, be it
in original material or worse yet, in duplicat-
ing production characteristics of twenty dif-
ferent records. A MIDI set-up can simplify
life for a soundman and free up time for other
tasks, 0
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LIVE AND

By Derry Grehan

or the purpose of this article, I've de-

cided to focus mainly on the various

equipment setups [ have used in both
studio and live situations.

There is really not a whole lot to talk about
concerning the first Honeymoon Suite album,
as it was a time when we had only the bare
essentials and took them directly from the lo-
cal rock bar, down the street to the studio.
My setup, of course, was very hasic, consist-
ing of nothing more than a few pedals (chor-
us, distortion, delay) stuck crudely on a piece
of wood and running through this old Mar-
shall 50 watt head and a couple of 100 watt bot
toms. It wasn’t much but it sounded good at
that time and did the job.

In the studio 1 used the same thing; a
modified Marshall top that was kicking
around Phase One at the time; and did with-
out the space-age pedalboard for a few weeks.
Since the album was done rather quickly and
on a low budget, we more or less got a half
decent guitar sound, and just went for that
the whole way through. The only guitars |
had then were a '72 Red Strat and a '68 Gib-
son SG Special, but neither sounded that
good 1n the studio. Instead, 1 did almost the
whole record with a beautiful old '65 Gibson
SG, owned by Paul Gross of Phase One. with
the exception of some clean parts on which |
used the Strat (ie."Wave Babies”). 1 should
also mention at this time that [ was messing
around with some cheap wireless units when
plaving live and went through nothing but ag-
gravation. Don't get me wrong, | love being
wireless, but take my advice and stav on a
cord until vou can afford a dependable unit.

The Big Prize was a different story. There
was a little more money. a little more time
and we were certainly working with some of
the best people in the husiness on that rec-
ord. Bruce Fairbairn is an excellent producer
and knows how to make a band sound the
best they possibly can on record. | was very
pleased with the overall guitar sound and
owe a lot of that to Bob Rock. Almost all the
amps | used were his. He knew his studio

STUDIO SETUPS FOR
HONEYMOON SUITE

(Little Mountain Sound) inside/out and how
to make it sound good. We used mostlv com-
binations of Hi-Watt heads and cabinets as
well as my Marshalls. Almost all the time, we
ran in stereo through an old Roland tape echo
and sometimes had as many as three sepa-
rate amp setups for one track.

For guitar, I did most of the album with an
old Kramer SDS-1 guitar. It was more or less
the predecessor to the Baretta, being a strat-
stvle. one pick-up job with a Floyd Rose and
maple neck. Other than some small acoustic
parts, the only other guitar [ used was my ob-
noxious pink Hamer Steve Stevens. Despite
its appearance, it had the greatest out of
phase strat-like tone that 1 used in parts of
“Feel It Again.”

During the vear following the release of
The Big Prize, my live set-up pretty well
stayed the same with the addition of a NADY
700 wireless which worked great. I had begun
to accumulate various guitars as [ went along,
which included the Hamer, a Carvin
doubleneck, and several Lados, but the white
Kramer was still my workhorse.

Unfortunatelv, half-way through the vear
we had our truck stolen in New Jersey while
on tour with Heart. I lost all my amps plus
eight guitars and can only sav “Thank God for
insurance.” However, no money will ever re-
place vour favourite axe.

I guess this brings us to the present, which
finds me at home, for the moment, in Toronto
getting ready to go back to L.A. in a few short
weeks to finish recording album number
three. We were all quite excited to learn that
Ted Templeman would produce this record
for us. | have to admit [ was a little nervous
plaving guitar in front of him the first time,
considering who this guy has worked with in
the past.

Ted has a pretty simple approach to re-
cording. He's into a group feel and once the
hand is set up in the studio where they can call
all hear and see each other, the headphones
are turned up loud and the tape machine rolls.

My studio setup this time is more bhasic
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Derry Grehan

than before. There are two amps running in
stereo by way of a Roland SDE 2500 with
around 7-9 ml sec. between them. The cabi-
nets are individually miked and are panned
hard left and right to create a doubling effect.
One head is a very old modified Marshall
50 watt, used on some Van Halen sessions,
and a Seymour Duncan Convertible, which is
used on the delayed signal. Up to this point,
we've got the best tone from my Kramer
Pacer with the occasional Baretta being used
on some other tracks.

Probably the smartest, and certainly the
most expensive investment ['ve made to date
in my gear is the Bradshaw System.* It was
well worth it as [ was fed up with going on
stage in front of thousands not knowing if my
velcro & wood pedalboard would cut it for 45
minutes. The Bradshaw Box, as it's some-
times called, is quite simple. The smaller
board, which [ have, has three rows of five
switches which trigger five presets, on/off
switching for up to seven effects and two ad-
vance setting switches for the rack
mountable units. There is a Korg Volume
pedal thrown in for good measure. All effects
can be used separately or in any combination
with each other.

The rack holds an SPX90, Roland SDE
2500, Boss DDL, Ibanez Chorus and Tube
Screamer pedals, Hush II C, Furman Power
Bar and NADY 701 wireless. The whole sys-
tem runs in stereo through two old Marshall
50 W heads and four cabinets.

For guitars these days I have an assort-
ment of Kramers (which includes a few
Barettas, a Pacer and a Ferrington) as well as
a Steinberger, a Hamer Chapparel and a
bunch of Lados, one of which has become my
favourite of late.  Affectionately known as
“Ketchup & Mustard,” this guitar was com-
pletely custom made from scratch by Joe and
John at Lado.

*Based in L.A, Bob Bradshaw operates Cus-
tom Audio Electronics, 11125 Weddington
St., N. Hollywood, CA 91601.
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TECHNOLOGY

FOR
BEINGS

By Amin Bhatia

n my life, [ have had the good fortune to

have worked with some damn ingenious

legendaries in the biz, including David
Foster and Toto’s Steve Porcaro. The results
of my work with them (as well as their kind
pushing tapes through various doors). has
resulted in my debut album on Capitol's new
label Cinema Records.

The album is called The Interstellar Suite,
and it’s a science fiction fantasy that stems
from my love for film music. It features syn-
thesizers, sound effects, dialogue and sym-
phonic orchestrations on a scope of pure high
fidelity. (You know the ad for that tape
manufacturer where a guv sitting in a chair is
blown backward by the sound? This album
does that).

Cinema Records is the new progressive la-
bel founded by radio guru Lee Abrams. The
man invented the Album Oriented Rock for-
mat as we know it and he’s now working at
bringing back that progressive '70s sound.
Consequently Cinema is mainly an instru-
mental rock label intended for lovers of Yes.
Emerson Lake and Palmer and the Moody
Blues. No we are NOT New Age! This is not
music to wash your BMW by, It is music in-
tended to be dynamic; to motivate rather
than tranquilize. It works on all levels from
high tech rock to orchestral synthesis and in-
cludes Patrick Moraz, Pete Bardens, Michael
Hoenig and myself..so far.

Interstellar Suite, works on various levels
of the orchestral synthesis variety. On a mu-
sical level it serves as a film score without the

IKEYBOARDS

Amin Bhatia

film.

On atechnical level it’s an audiophile demo
that'll really test vour speakers and scare
vour neighbours! We worked hard to pre-
serve the transients of the laser cannons and
the thunder of the timpani rolls.

On another level [ set out to prove some-
thing to the industry: There were absolutely
no samplers used on this album. No
Svnclaviers, no Emulators, nothin" We all
know hundreds of acoustic instrument play-
ers that have had their sounds copped and
stored on some floppy: rather than aggravate
that issue I decided to create my synth or-
chestra from scratch. The result? A Roland
Microcomposer with half of a TX 816 rack, a
couple of Super JXs, an OB Expander and a
souped up Minimoog! That's not a lot in to-
day’s technopop world, but with multitrack
tape and a few months of sweat it results in
about 120 different instruments at the same
time...and it's thick!

People have asked me how many session
plavers I brought in to sweeten up the synth
tracks. When [ reply “none” they proceed di-
rectly to the next obvious question: “What
samplers d'va use?” My bhiggest joy is the
shocked look on their face when I again say
“none”.

You see, it is my belief that the thick gutsy
wall of sound we all strive for does not come
from MIDling up a room full of kevboards. It
comes from working each element humanly
and separately, then combining it later, track
by track, laver by laver: the way the Beatles

used to do it, the way Disney used todo it, the
way Lucasfilm does it now. Qur musical
history comes from giant concert halls with a
hundred people playing together, humanly
random, emotionally svnchronized; some-
thing vou just can't match with one digitized
marcatto string sample on auto-correct! It
takes time and several takes of each track,
blended together to achieve a thick orches-
tral effect. If you're going to use your sampler
use it as a starting point only. You have to
multitrack! Several takes! Much time' It's
worth it.

The success I've had with this technique is
demonstrated in name-dropping examples
like winning the Roland international
synthesizer competition two years in a row;
programming sounds for David Foster on his
solo album (the sounds were later used in
Michael Jackson's Thriller). Working with
Steve Porcaro on synth programs and orches-
tral intros to Toto's last album, Farenheit.
And finally, getting a call from Cinema rec-
ords to actually do an album for money!

I'm quite proud to say that the jov in proj-
ects like these did not come from acquiring
the latest piece of techno-gear. Nor did it
come from the latest snare drum sampled off
the CD of the week. It came from knowing
one's existing equipment till it's second na-
ture. Then, locking in and sweating till it
sounds right.

(Amin Bhatia is an Edmonton based musi-
cian/programmer who has worked with David
Foster and Toto.)
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By Ken Sinnaeve

y first recording band was
Streetheart which I was with
from the start to a rather

unglorious finish. | made seven records with
the band. Several tunes, in particular, “Ac-
tion” and “Under My Thumb” are considered
FM classics.

Over the years I've plaved through a few
different bass amps. My first was an old
tweed-style Fender Bassman. It had four in-
puts and the whole band including the singer
used to play through it. Then I had a Sunn
amp which sounded great but wasn’t very
loud.

When I first came to Toronto with
Streetheart 1 had an Acoustic 370 with one
18" speaker. All kinds of problems plagued
me with this beast, including too much bot-
tom end spilling around on stage, into the
drum mikes, etc., and not being able to get
any definition.

Some guys sounded great with this amp
but my style of playing (which was pretty
busy at the time) didn’t match up with it very
well. Then I got a Mono-Block and a B.C. Rich
Eagle bass from Prakash John. This in combi-
nation with a couple of front loaded cabinets
and watching Prakash play cleaned up my
sound a lot.

The Mono-Block had been “souped-up” by
Pete Traynor and certainly sounded a lot bet-
ter than standard models. Unfortunately, af-
ter blowing it up in Fort Rampage, Saskatche-
wan 1t was never the same.

I kept those same cabinets, which were
custom built from one and a half inch thick
wood until the end of Streetheart. At that
point I was using the Rich through an
Alembic tube pre-amp into a Peavey CS-800
amp driving four 15" JBLs. Unfortunately, [
lost all this stuff when the band broke up.

After that [ got an older Spector bass from
Scott Smith and since I wasn’t doing much
live stuff, I just went straight into the board
and rented a bass rig for each session,

A lot of engineers I've worked with live and
in the studio seem to like the sound of this
hass direct, but then again they probably say
that to all bass players.

When [ have used an amp in the studio |
usually go for a “tube” type of sound to bal-
ance with the clean direct sound. On the early
Streetheart stuff [ used an SVT. Later on, |
used a Galien-Krueger. You can get a slightly
overdriven tube sound on it. On the Tom
Cochrane album, 1 went through an H & H
with MOS-FET circuitry. It's a ballsy little
amp.

Since Red Rider is the first band ['ve
played live with in years (other than the odd
bar gig), I've had to start looking for a bass
system that will sound great on a big stage
and stand up to the rigors of the road. I think
I may have found it.

The cabinets are designed and built by
Odessa Acoustics which is a subsidiary of
Bruit Bleu Sonorisation, a Quebec based
sound company. It's basically a bi-amped sys-
tem. The SW-15 bottoms have two JBL. 2225
in them and I used two of these. On top are
two MM1-12 cabs with a JBL E120 speaker
and a tweeter in each. The boxes are very
heavy duty and are finished in industrial
strength black epoxy (no wimp leatherette
here). You just can’t get store-bought stuff
made this well. The bottoms are driven by an
Ashly FET-500 power-amp and the tops are
powered by an Ashly FET-200.

[ like MOS-FET amps because unlike most
transistor amps they clip smoothly with no
spikes or glitches.

1 used an Ashly BP-41 pre-amp which has a
lot of nice features. It has a presence boost
with a pre-set curve that adds warmth as well
as highs, a standard three place (bass, mid,
treble) E.Q. section and a single band of
parametric E.Q. A built-in two way crossover
simplifies bi-amplification and there's a built-
in headphone amp too.

The direct out is quiet and it has a pre-post
switch that allows you to send your signal to
the board before or after your E.Q. section.

All in all, a very punchy, warm sounding
system that looks great and is extremely
roadworthy. Thanks to Gerr Electro Acous-
tics and Bruit Bleu for specs and co-opera-
tion.

Playing live with Red Rider is a lot of fun
but it can be tricky. There’s a lot of sound on
stage, what with three guitars, a wall of key-
boards, drums, drum machine, vocals and not
to mention me thrashing away underneath.
(Sometimes it sounds like Elvis is in the
building.) Consequently we're constantly re-
minding ourselves to be aware of the dynam-
ics in the music which thankfully (on record
at least) there are a lot of. It's almost like vou
have to exaggerate the dynamics hve if you
want them to be heard. Especially in an
arena. I know my own approach to playing
changes from the studio to the hockey hall. |
tend to play more staccato and with a pick so
that the notes don’t overlap. I also mute the
strings with the heel of my palm, although 1
do this in the studio too.

On stage | use my E.Q. primarily to cut

FROM STREETHEART TO RED RIDER

Ken Sinnaeve

unwanted frequencies rather than boost. In
arenas vou want to get red of as much
boominess on stage as possible because it
seems to come from everywhere anyway, so |
try to find the real resonant peaks and cut
them.

Most of the time | have the bass through
my monitor fairly loud. That way | can turn
my system down a bit and get a nice spread
between my wedge and my amp. This also
helps overall volume on stage because if the
other guys are getting blown away by your
amp the natural thing to do is turn up them-
selves or fire vou,

I think any bass player will tell you that
playing with a good drummer certainly
makes a bass player sound better and I've
been lucky to play with some of the best in-
cluding: Matt Frenette on the first two
Streetheart albums, Anton Fig on the
Partland Bros., Graham Broad, Jorn Ander-
son and Randall Corvell with Red Rider.

Interestingly, when I was called over to
Wales to do the Red Rider record, they had
already cut the bed tracks with another bass
plaver. Paul Martinez. Consequently, [ put
down my bass parts to Graham Broad's drum
tracks after he was done. He’s a great drum-
mer and I hope to meet him someday.

The Spector was used on all the tunes |
plaved on except for "Boy Inside the Man” on
which | used a Steinberger. On “Lasting
Song” 1 played all the choruses and bridge
using the Spector and then went back and did
all the verses with a Fender fretless. The tag
at the end of “River of Stone” 1s also fretless.
On several songs including “Bov” and “Riv-
er” | tuned the E string down to a D.

(Ken Sinnaeve plays bass with Red Rider).
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By Gil Moore

he new Triumph album Surveillance

was a completelv new experience for

me as a drummer. We decided from
the past experience of other albums that on
certain tracks we would work with a click and
other tracks we wouldn't. The click tends to
aive songs a stiff feel at times as opposed to a
loose groove that develops when tracks are
recorded to a drummer playing in free time. [
personally haven't decided which school of
thought is right. I think it’s a matter of selec-
tive use with good taste heing the criteria.

| have used click tracks before and 1 sup-
pose the only reason this time it felt like a
trip into outer space is because of the way in
which we used svnchronizers. [ plaved a lot of
rough tracks initially with Mike and Rik that
were transposed on to Greg Loate’s drum
computers/synchronizer equipment. Normal-
ly at this stage of the writing process for a
Triumph album. the band continues to jam
out ideas and rearrange songs continually.
This usually consists of going back out on the
floor time, and time and time again to try to
find the right feel and the right arrangement.
This time we tried using the computer. We
went back with a time corrected track that
was now available to us and rearranged the
song electronicallv. All [ could think of while
this was going on was, “where was this equip-
ment when 1 had tennis elhow two albums
ago?” This could have saved me a lot of grief
and aggravation.

I couldn't help but feel lazy at this point. At
the same time, [ was amazed by the ability of
the machines. The funny thing [ found was al-
though I nitially feared the computer might
lock me into an uncreative mode where |
would be unable to give tracks the spark of
life, I found the reverse was true. The com-
puter always seemed like a mediocre drum-
mer to me. However, I could play along live to
the computer and feel like a side man as op-
posed to feeling like the anchor of the band

WORKING WITH
MACHINES ON NEW
TRIUMPH ALBUM

and ] think that allowed me to be a little more
creative.

The other thing that was great was our ed-
iting capabilities later on. When you record in
free time, editing is onlyv possible at certain
intervals during the music where natural edit
points occur. With the use of click tracks and
electronic drums etc., editing capabilities be-
come far greater in the early stage of
overdubs (ie; prior to too many guitars and/
or vocals being laid down). Working with
Greg was an experience I won't forget and |
definitelv plan on using some combination of
the same tvpe of equipment on the next Tri-
umph album.

By the way, Greg's main unit was an EMU
SP-12. As far as my acoustic drums are con-
cerned, I used a superb set of Tama Artstar
drums as follows: 2-22” bass drums, 8, 10, 12,
14, 15, 18, and 20" tom toms, 62" deep metal
snare. [ use a wide assortment of Sabian cym-
bals which | change from track to track, al-
though I never change my ride cymbal which
1$ a 22" leopard rod and a 14" set of leopard
hats. I find, regardless of the crash cymbal
sounds, or specialty cymbal sounds that those
two constants work well in every situation.
Most of the crash cymbals are larger in diam-
eter than is customary. [ like the deep sound
of large Sabian AA crash cymbals.

I use Aquarian X-10 graphite drum sticks
which [ am firmly convinced provide a fatter
snare drum sound. The graphite doesn’t dent
on impact with the rim of the snare drum on
the backbeat and cymbals sound crisper as
well. [ use Aquarian shock grips which actual-
Iy give me a softer feel than wood even
though | am using a more rigid stick.

The drums were recorded with two sets of
mics in the “live area” of the Metalworks Stu-
dios in Mississauga. Most of vou probably
know we built these studios to our own speci-
fications, and the rear half of the main floor is
very loud. We close-miked the entire kit as

Gil Moore

well as using an assortment of ambient mics.
The miking techniques and microphones
themselves changed from track to track de-
pending on the set-up and the requirements
of the tune. One thing | found especially use-
ful on this album was the use of a circular
piece of mylar to dampen the snare drums
shightly and fatten it up. I'm generally a “don’t
put anything on my drums” kind of guy but
this is one technique 1 really like. Aquarian
Products (the makers of the drum sticks pre-
viously mentioned) are soon going to be man-
ufacturing a line of heads pre-dampened in
this manner and I think this will be a boon to
drummers in the studio.

| had a great time making this album but [
can honestly say I'm glad it’s over. It's been a
long grind. People have asked me what 1 fo-
cus on or what's the most important thing in
the studio when you're making a record or
what's the new twist on this record? I got to
admit the more records I have made the
more 1 have found there is no magic secret
other than trying to focus on the center of the
beat and create a smooth groove.

This becomes an exceptional challenge
when vou're working with machines. The one
mistake a lot of drummers make is they allow
the machine to correct their time or they try
to play in such a way that if thev feel them-
selves going out of synch with the machine,
they instantly correct it. This is a mistake.
The way to work with machines and still cre-
ate feel 1s to be able to have the machine play
even if you're not 100 percent on with it all
the time. Some of the tracks on our album are
absolutely perfect in sync with the machine,
and other tracks arent. | evaluate them lis-
tening to plavback monitors without listening
to the svne track. That way I'm listening for a
feel and a groove, not for metronomic perfec-
tion. | think that this is the way that drum-
mers can work with machines and still prod-
uce good music.
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By Tonv Carlucei

n my February 1986 Canadian Musician

article “High-tech Keyboards, Friend or

Foe,” I made mention of two new units
for the brass/woodwind player. This article
will discuss these new updated units. the
PITCHRIDER 4000 Mark II and the AKAI
EVI wind synthesizer, from the users point of
view. Both propel the brass/woodwind play-
ers into the MIDI world.
EVI Wind Synthesizer
This is now being made and distributed by
AKAL This MIDI set up does have some
similarities in its features (pitch bend, vol-
ume dynamics, input sensitivity) to the
Pitchrider, and is activated solely by air pres-
sure whereas with the MK II, vou use your
own horn to activate the synth sounds. So the
standard mouthpiece lip buzz approach is not
needed here. The EVI also comes with a
Synth module, the EWU 2000, that boasts a
number of pre-set interal sounds. The thing
to remember about the EVI, from a trumpet
player's point of view, is that although it was
designed with the trumpet player in mind,
your approach to it is going to be different
than that of your own axe. It will require a se-
rious time commitment on your part to get to
the level that you are currently on your trum-
pet.

Note: the EWI (Sax version) is much easier
to learn. It has a truer sense of feel and its set
up is very much closer to the real sax.

What makes the EVI a little more difficult
to learn is:

L As vou ascend or descend in a run. a key on
the end roller must be pressed every 4th in-
terval to continue vour line with fluency. This
“bridge” per se, will take a lot of practise to
master with flawless articulation;

2. Your fingering between ¢ and f now will be
the same in the high register as it is in the
low register;

3. To change octaves. your thumb, while rest-
ing in a slot between two rollers, must make a

BRASS

MIDI

CONTROLLERS
FOR BRASS PLAYERN

smooth but clean jerk into the next slot.
(Another problem is resting your fingers on
the valves. Touching the valves will inadver-
tently, trigger the synth, so you must adjust
to not putting vour fingers on the valves not
in use.) Moving from slot to slot (right to as-
cend, left to descend) combined with the 4th
interval key and some alternate fingering,
will require a lot more thinking on vour part.
The EVI is a great MIDI unit but its success
will depend on whether the trumpet player of
today will be willing to put in a lot of practis-
ing time into learning its different approach.
The Pitch Rider 4000 Mark 11

The MKII takes an alternate route from the
EVI, it allows you to trigger synth sounds
from your acoustic horn. This is done by
MIDling vour horn, via pick up mic from your
mouthpiece to the MKII to the synth module.
The MKII is the most up-to-date version of
this unit and hosts a number of new modifica-
tions. It has the same brain and look as the
7000 MKII but has a different memory set up.
The MKII now has a built in pre-amp (where
as before vou needed an external pre amp to
hoost signal) and comes with the MFS 40 foot
pedal. The foot pedal has a 64 pre-set memo-
ry built-in and a host of functions.

1. The Chain and Steps pedals allow vou to
program any number of synth patchs up to 64
in any sequence you wish. This simply means
vou'll never have to touch your synth or MKII
when on a gig. All patches and functions are
pre-set, and controlled from these foot pedal
functions.

2. The Sustain pedal works much like a sus-
tain pedal on a keyboard. Just press it down,
play a short note, and the synth note will hold
for as long as the pedal is held down. This is
great for those long power endings in rock
and roll. Holding down the sustain pedal and
playing a progression of notes (up to six) will
result in you being able to play chords. Each
note will sustain as long as the Sustain pedal

Tony Carlucci

is down.

3. The Hold pedal works much like the sus-
tain pedal except vou don’t have to hold it
down with vour foot, it will “grab hold” of the
note(s) and lock them in. This will allow you
to play over the chord, now locked in, either
with the synth sound or your acoustic horn
sound. or hoth. By the way. the MKII also can
assign each note in the chord to be a different
sound. All vou need is a multi timbrel synth
unit. Another interesting feature the MKII of-
fers is the ahility for you to play a run or lick
or anything at any speed for that matter and
have the MKII split each note into a chord or
interval. You can now play a whole solo in
parallel 4ths or 5ths or whatever your ear de-
sires.

4. The Bypass pedal when pressed down and
released will effectively turn off the MIDI
output from the MKIL You can now play with
your acoustic sound alone, the MFS 40 foot
pedal is an extremely convenient extension
to the MKIL

Some of the other key functions the MKII
offers help to add the expression of your own
instument to the synth sound.

Pitch Bend allows your synth to smoothly
follow any pitch variations of up to 12
semitones that vou perform on vour instru-
ment. such as portamento note transitions or
pitch vibrato.

Volume Dynamics gives vou an open door
to applving the cresendo and decresendo and
again having the synth following the dynamic
changes in volume. The synth vou are using
must have the ability to respond to MIDI
channel after touch messages in order for
this function to work properly.

Input Sensitivity will give you more control
on your attack and further the natural ex-
pression of vour horn on to the synth sound.

(Tony Carlucci is a busy live and studio
session player).
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THE SINGER

IN THE

RECORDING

STUDIO

By Rosemary Burns

any of Canadian Musician readers
know that [ have had the opportu-
nity to work with my students in

the recording studio. It has been a learning
experience for me and I have tried many
experments in the studio to see what the
results would be. I am always looking for ways
to get the best possible result from the singer.

I began to teach a course at Sheridan Col-
lege several years ago in the art of singing in
the recording studio, but now [ am working in
professional studios in conjunction with sev-
eral record companies and their artists. So
many stage performers are not comfortable in
the studio.

Everyone knows to go anywhere in this bus-
iness you must get a record deal, and to do that
you have to have a demo - even if it is only ona
four track.

[ find that very few producers know how to
record the voice and those of you who produce
your own band know even less. Much of the
music of today is MIDI or synthesized so that
the only identifying part of the music becomes
the vocals. The lead singer puts his or her
mark on the group. [ feel that the voice should
always be recorded flat. So few people do this.
They add reverb, echo, double track and all
kinds of things on the first cut. I feel this is
wrong. By this method we end up with a Max
Headroom-like human robot and lose the per-
sonality of the performer. We must leave the
voice as natural as possible. If there are flaws
and imperfections, leave them there. Some-
times that little mistake will make the music
come to life.

[ have been in studios where the producer is
unhappy with this or that phrase and keeps
doing it over and over.

If you don't get it in three trys leave it alone
for another day or just leave it. Often I see the

engineer punch in for every phrase. This too is
a terrible mistake; we lose the flow of the
music. We must think in terms of the vocal
instrument. We are the instrument and we
must play the instrument. Punching in every
line is like asking a pole vaulter to jump with-
out running.

[ have found that many times the first run
through is the best and many times this is not
recorded. Another thing I find is that the artist
1s many times their own worse enemy by not
taking in energy. They expect to work in the
studio for hours without taking in any nourish-
ment. As you use the energy you must replace
it. Eat something.

Many singers don't have a clue about micro-
phone techniques. If vou are going into the stu-
dio for the first time you should take time for
at least a half an hour to find out what the mic
can do for you. Experiment. Find out what
happens when you get in close to the mic turn
your back, step back and sing full voice sing a
line of vowels see what happens when you
“pop” the mic. Then listen back. Another
important feature is the mic itself. We all know
that there are verv expensive mics out there
but they may not be for vou. Try different set-
ups. [ tell you it can make the world of differ-
ence.

Back in the '50s when I was recording in
Vienna for the first time [ had the good fortune
to sit in on some recording sessions before it
was my turn to record. I found it fascinating as
anyone does the first time round. At that time,
the whole orchestra - seventy musicians - the
conductor and soloist would record together.
There would be at least twenty mics on the
floor in various sections of the orchestra. The
soloist would have one mic for themselves.
Now at the time the whole orchestra would he
playing forte and the soloist would be singing

Rosemary Burns

forte, the soloist would have to turn their back
to the mic because the little red needle would
go over if they didn't and the whole thing
would he ruined. It didn't take very long for
the singer to learn when to back away from the
mic and if they were singing pianissimo to
close in on the mic.

Today not many artists have to turn their
hack on the mics but there are still some that
have so much power that they must. But in
almost all cases the artist must learn how to
close in on the mic to get the intimate, sexy
sounds and to back off to get strong, full
sounds. Oh yes I know let the engineer do it at
the controls but the true artist learns to do the
work and the engineer does very little. There
is a very big difference in the final product.
Learn to control your recording sound by
learning microphone technique.

[ have written hefore about trying to create
an atmosphere in the recording studio and
have suggested to the artist to get a candle and
light the flame as it gives you a focus to work
to. Recently, I was in a studio where the artist
when [ arrived was in a blacked out studio
with only the lights in the board side being on.

It was impossible to see him working. [
insisted that the light must be on him. [ could
not work with someone without seeing them.
At this time, as things didn’t seem to be work-
ing out. | suggested that we get the old candle
and see if the flame would give the performer
some inspiration. [ then asked the studio
assistant for a candle, forgetting that the word
for a spot light is also called a candle. Well lo
and behold a spotlight was placed at the front
of the singer and he felt as if he was on the
stage and [ must admit that we got the best
performance out of him that he has ever done.

Experiment — make yourself at home — try
different things.
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MARKETPLACE

EDUCATION

Play the blues! 5 Star Music
presents: A course for beginners
to intermediate. Learn in your
own home, blues licks and solos.
Rock and Blues Licks Vol-
umes 1&2 - (Tape & 2 Books)
$21.95 14 Blues Solos (Tape &
Book) $2195 Blues Rhythms
(Tape & Book) $21.95 Complete
Course NOW ONLY $59.95
Please add $2.00 postage. Ontar-
10 residents add 7% sales tax.
Teachers!! A great course for
your students. Send cheque or
M.O. to: Morelli’s Music, 361
12th St. E., Owen Sound, ON
N4K 1W1 (519) 376-5533.

Acoustic Guitar Construction
Seminars, Design and con-
struct acoustic guitars. Inten-
sive seven week “build as vou
learn” course covers all aspects of
luthiery. For information, Time-
less  Instruments, BOX 51,
TUGASKE. SK SOH 4B0.

ATTENTION WRITERS: AG-
GRESSIVE MUSIC PUBLISH-
ER looking for hit songs to repre-
sent. Send cassette with 1-3 songs
to: Lunar Music, 44 West 32nd St.,
Hanulton, ON Canada 1.9C 5G6 (416)
388-3597. SASE. for return
Replies within 30 davs.

Metal Runs Professional Gui-
tar Instruction! Learn heavv
metal in your home. Famous So-
los and Licks taught by: Vivian
Campbell of Dio - $19.95,
Ronnie Le Tekro of TN.T-
$19.95, Beginning Lead Guitar
- 40 licks and runs - $19.95. Each
lesson includes booklet and cas-
sette. Please add $1.00 shipping
per tape. Ontario residents add
7% sales tax. Send cheque or
M.O. to: Morelli’s Music, 361
12th St. E., Owen Sound, ON
N4K 1W1 (519) 376-5533.

FOR SALE

The only professional 12-
bank ESQ-1/ESQ-M Patch
Librarian for the Commodore
64/128! Super Fast Action-100%
Machine Language Program!
Features: 12-Banks (480 voices)
in computer memory at the same
time for easy rearranging/

swapping of voices, renaming
sounds, printer support and
more! Stores over 1500
voices per diskette. Program
supports  Passport, Sequential,
Dr. T. Syntech. Sonus & compati-
ble interfaces. Price only
$44.00! Payment by Canadian
Postal Money Order only in USA
dollars. Prompt shipping! Send
to: Music Direct Inc., PO. Box
266-C, Hazel Park, Michigan
48030 USA.

Attention Guitarists: Improve
your sound and performance
with I.C. Sound Headphone
Amps, effects units, lap steels,
publications and  accessories.
Buy direct/save money! Write
for free catalogue now. I.C.
Sound, 163 Pointe Claire Ave.,
Pointe Claire, PQ H9S 4M7.

Exact Guitar rock music! Van
Halen, Hendrix Ete. Chords &
Solos! Tablature!! $45.00 for all
105 songs. $4.00 for list & exam-
ple. Benincasa. Box 1191,
Peterborough, ON K9J 7H4.

Mechanics of Metal “Tricks”
Lesson One: Taught by GIT.
graduate and award winner.
Learn every imaginable Harmon-
ic, 8 Finger Tapping, Tremolo Bar
Technique. “Talking  Guitar”,
growls and screams, loads more!
Lesson Two “Total Scales and
Modes,” cassette and booklet
$29.95 plus $2.00 shipping. Ontar-
10 residents please add 7% sales
tax. Morelli’s Music, 361 12th
St. E., Owen Sound, ON N4K
1W1 Dealer Inquiries Invited.

Learn virtually every scale, ar-
peggio, and trick vou'll ever need
know to play vour own leads, so-
los and licks - in all keys and in
all plaving positions; with “The
Lead Guitar Lesson Prog-
ram!” This program is not a
gimmicky booklet that teaches a
few licks and solos, but teaches
all aspects of Guitar playing.
Learn how to be an Innovator
not an Imitator! Great for
Teachers. Only $29.95 includes
Book and Cassette, plus $2.00
shipping.  Ontario  residents,
please add 7% sales tax. Send
cheque or M.O. to: Morelli’s
Music, 361 12th St. E., Owen
Sound, ON N4K 1W1.

LEGAL SERVICES

LEGAL SERVICES FOR THE
CREATIVE ARTS. Musicians,
songwriters, producers, recording
companies, etc. If you work in the
creative arts and need legal ad-
vice, call: Brendan J. Moher, Bar-
nister & Solicitor, 618A Queen St.
W, Toronto, ON Mé6] 1E4 (416)
862-7892.

PUBLICATIONS

Now!! Sting, Paul McCartney,
Paul Simon and others tell how
they start to write songs, Quincy
Jones on producing records.
Herbie Hancock on synthesizers,
Dave Grusin on arranging, Jeff
Beck and John Williams on play-
ing guitar.  The list goes on and
on. Every subject is covered from
making the music to publishing it,
promoting concerts and tours, the
press and publicity, videos, and
much, much, more - all in one
book entitled Making Music by
George Martin, producer of
such greats as the Beatles. Find
out what makes the pros tick!!
Send $17.50 - includes fast delive-
ry for Christmas. Note - the book
1s 100% guaranteed satisfaction!
This book is just one of many
quality books or tapes available
through the free information
package. Call 1-306-592-2276. Col-
lect calls will be accepted between
6:00 pm. - 8:00 am. (CST) -
lines will be opened 24 hours, 7
days per week or write to:
Christin’s Music Knowledge, 1569
Cameron St., Regina, SK S4T 277,
We accept Visa and Mastercard.

RECORDING

Independent Record Produc-
tion and Promotion. 24-Track
Studio - Established producers.
Record Tracking for Canada, U.S,
UK. and Australia. Contact: Mari-
gold Productions - (416) 484-8789.

16 Track Recording: Enjoy
modern technology at reasonable
rates, in a relaxed Christian at-
mosphere. Located in Dundas,
Ontario (416) 627-9662.

SERVICES

The Twelfth Fret Guitarist
Pro Shop: offering highest quali-
tv repairs of stringed instruments.
Sales of vintage guitars, parts,
pickups, luthiers supplies and
books. Handmade electric and
acoustic guitars built on premises,
plus courses taught in guitar
building, Canadian Gibson/Fend-
er repair centre. Full refinishing
facility, repairs shipped/received
across Canada. We mail-order
guitars by Jackson/Charvel, Fend-
er and Ibanez, Fostex recording
and effects equipment at discount
prices. Write: 920 Kingston Rd.,
Toronto, ON M4E 1S5, (416) 694-
8162.

WANTED

Canadian Hard Rock Drum-
mers - U.S. band looking for tal-
ented drummer to relocate to Bal-
timore, Maryland. Band plays
original music, and features Phila-
delphia  guitarist:  Charleston,
South Carolina vocalist/guitarist;
and Hamburg, West Germany vo-
calist/bassist. Serious only need
apply. Write to Bruce Senat, PO.
Box 146, Haverford, PA 19041-
0146 USA. Please send demo and
recent photo.

Vintage Guitars will buy, sell
or trade - Fender and Gibson
electrics. '55 Fender Stratocaster
SB. 57 Fender Stratocaster SB.
‘64 Stratocaster-Cherry. '59 Gib-
son Les Paul-Standard. '58 Gibson
Flying-V. "48 Fender Broadcaster.
'59 Les Paul Junior. Many many
more! Call (416) 420-6380 or
write to: PO. Box 327, Canadian
Musician, 832 Mt. Pleasant Rd.,
Toronto, ON M4P 2L3.

If you're looking for an inex-
pensive way to advertise your
small BUSINESS to a lucra-
tive music market, look to our
classified section of Canadian Mu-
sician magazine. Rates: 6(0¢ per
word. Minimum $10.00. Frequen-
cy discount: 3 ads -4%, 6 ads - 8%,
12 ads - 12%, Payment In Ad-
vance. Visa, American Express
and MasterCard accepted. Con-
tact: Janet Kopp, Canadian Musi-
cian, 832 Mt. Pleasant Rd., Toron-
to, ON Md4P 2L.3.
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GREATEST HITS

Ludwig's Rocker . The line of drums that the Modular It hardware, the legless hi-hat

proved you don't have to own a bank to get stand, the low profile snare stand, the Modular

great sound and craftsmanship. But if you think tom-tom mounting system, the new Rocker

the limited price means limited kits, take a kick spurs...they're all a part of the package.

look gt the,Rocker I L20350. The L2050. It's Rocker I, and it's available
From top to bottom, the L2050 now at your Ludwig dealer.

is Rocker Il at its best. The
»#&" Power Plus toms and bass
T drums, the Power snare, ‘E

Pron 4R A SELMER COMPANY
s PO. Box 310 - Elkhart, IN 46515

e
N ~p . . \ E: | ‘.
Shown
with optional & ‘
Ebony heads.




DON'T JUST
TAKE THE STAGE.
OWN IT.

Whether you're playing for 20
people or 2@.000, you have to

control every gspect of your
sound. JBL's new

Performance Seges is a
complete ling aker
systems that i orate the

same unique technology that has
made us the dominant force in
international tour sound. They let
you rock louder, longer, and with
more versatility than any other
stage speakers in their class.

There’s a Performance
Series system for every stage
need: monitor, vocal and instru-
ment reinforcement, even a high-
frequency power pack for custom
loading.

JBL's new Performance Series.
They're the perfect speakers for
the next important stage in your
career...the one you command
tonight. Hear them perform at
your local JBL dealer today. .

OR CONTACT:
7 -Gould Marketing Inc,
1 6445 Cote de Liesse}
{ Montreal, PQ H4T
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