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THE PERSONAL SOUND-SHAPERS

TASCAM has created the MINISTUDIO SERIES to provide creative people with convenient, versatile,
high-quality tools that make the art of working with and “shaping” sound as easy, productive and
enjoyable as possible — in a virtually unlimited range of applications.

A MINISTUDIO functions as a musical “canvas” on which you can record, modify, and build upon
sound until your “‘sonic image” is perfect. And since they are compact, fully integrated recording
systems, you can create almost anywhere, at any time.

TASCAM quality is relied on by professionals in all branches of music and sound production, and
the MINISTUDIO SERIES is no exception.

A TASCAM MINISTUDIO is an invaluable adjunct to your creative talent.

3610 Nashua Drive, Units 1 & 2, Mississauga, Ontario L4V 112
(416) 673-3303




Bryston Model
2B-LP PRO XLR

BRYSTON POWER AMPLIFIERS CONTINUE TO DEFINE
THE STATE-OF-THE-ART IN MUSICAL ACCURACY, LONG TERM
RELIABILITY AND PRODUCT INTEGRITY.

RYSTON design
philosophy incorpor-
ates three general
concepts.

1. Musical accuracy

2. Long term reliability

3. Product integrity

MUSICAL ACCURACY

Musical accuracy is reflected
throughout all Bryston power
amplifiers and includes the neces-
sity for wide-band transient accu-
racy. open loop linearity ahead of
closed loop specifications, and
power supply design as an inte-
gral part of the overall sonic and
electrical performance of a
power amplifier.

We have found that a simple
carbon film resistor can contribute
more static distortion to a signal
than the entire remainder of the
amplifiers circuitry combined.

We discovered that some param-
eters of transistors must be con-
trolled as much as 1000 times
more closely before their contribu-
tion to audible distortion is ren-
dered negligible.

We discovered that under cer-
tain actual conditions of speaker
loading, amplifiers were inca-
pable of yielding high-power tran-
sients without distortion.

In Canada:
dar=t o MARKETING LTD

57 Westmore Dr., Rexdale, Ontario,
Canada M9V 3Y6
(416) 746-0300

Each of the various steps or
stages in every Bryston amplifier,
from the input section to the out-
put section, without exception, are
designed to optimize the musical
experience.

STANDARDS OF RELIABILITY

E consider this criteri-

on to be exceedingly
important. We have
applied technigques
and materials in our everyday
construction of electronic equip-
ment more typically utilized in the
military and aerospace industries.

All components used in Bryston
power amplifiers are specified for
continuous duty at maximum
power, with typical safety margins
of 250%.

The power transistors used in all
Bryston amplifiers are 100% tested
for safe operating area, both
before and after installation in the
circuit. They are then taken to a
"burn-in" table when they are
given a capacitor load, a square-
wave input signal, and set at
slightly under clipping for a period
of 100 hours. During this time, the
input signal is cycled three hours
on to one hour off, to exert addi-
tional thermal stress.

Following the burn-in period,
the amplifiers are monitored for
DC bias stability for approximately
another full day. At this point, they
are returned to the test bench for
another complete checkout of all
operating parameters and func-
tions, at which time a test sheet is
made, and included in the pack-
ing with the unit.

As may be seen, Bryston takes
very seriously the correct function-
ing and long term reliability of its
products.

INTEGRITY

RYSTON contends that

the term 'best’ should

apply to the honesty

pride and courage with
which we conduct our business, as
well as to the performance of our
products.

For this reason, you will not
find Bryston's products being cos-
metically “updated” on a regular
basis merely in order to keep the
customer's interest in something
‘new'. If we make a change in the
circuitry, it will be because, and
only because, it yields a worth-
while performance or reliability
improvement.

In the United States:
[ s VERMONT

RFD #4, Berlin,
Monpelier, Vermont 05602
(802) 223-6159
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amsuon spots

The technology is brilliant.
The price is light.

The name is Sunn’. Who e¢lse but the
brightest name in professional lighting could
have engineered a value like the Sunn Spots
PLC 3200 console? It delivers all the power
and sophistication of a 815,000 console for
just under $3,000 (suggested retail price).

With 101 scene memories, there’s plenty
of room for creativity. Each one of those
memories can store settings for each of the
console’s 32 channels plus complete chase
data. The 32-character, backlit LCD display
gets vou through even the most complex
programming operations quickly and easily.

The PLC 3200 lets vou fine tune every
detail to the point of perfection. Crosstade
rate between scenes is fully programmable.
Chase is programmable for scenes, individ-

ual channels and any of the four submasters.

Use the convenient Chase Tap button to set

chase speed. Or use MIDI clock data. That’s
just one of many MIDI applications for the
PLC 3200. Bevond its MIDI In,Out and Thru
ports vou'll find the most thorough MIDI
implementation anywhere.

But MIDI is just the beginning. the PLC
3200 also features industry-standard, USITT
protocol AMX192 and DMXS312 ports for
easy interface with all lighting equipment.

It all adds up to a solid package of sophis-
ticated features. At a very light price. The
PLC 3200 from Sunn. For the name of vour
nearest Sunn Lighting dealer and a tull-line
brochure, send 82.00 to 1130 Columbia
Street, Brea, CA 92621. In Canada: TMI,

P.O. Box 279, Port Coquitlam, BC V3C 3V'7.

SUunne

W| Canadian Distributor:
P.O. Box 279, Port Coquitlam, B.C. V3C 3V7 (604) 464-1341 ® Toronto (416) 881-7555
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with added new features

* Phantom powerable.

¢ A/C Adapter connector.

¢ Battery operation optional.
¢ L.E.D. Power indicator.

RODAM Mfg. (Canada)Limited

81 Pelham Avenue, Toronto, Ontarilo MBN 1AS
Telephone: (418) 856-8462 + Telex: 08-986766

_—

Long & McQuade Limited |
Musical instruments |
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For sales, rentals, service, and financing when you
need it most. With 12 locations, you're looking at .
Canada’s Best! ’

1.459 Bloor St. W., Toronto, Ont. 7.10204-107th Ave., Edmonton, Alta.
2.828 Wilson Ave., Oownsview, Ont. 8.1664 West 4th Ave., Vancouver, B.C. [
3.745 U.S. Hwy. 46, Parsipenny, N.J. 9.2624 Quadra St., Victorie, B.C. |

4.1311 Tecumseh Rd. E., Windsor, Ont. 10.3607 West Broadway, Vancouver, B.C.
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ve., Winnipeg, Man. 11.1505-17 Ave., S.W. Calgary, Alta.
Oshawa, Ont. 12. 1744 Midland Ave., Scarborough, Ont.

M‘L}‘ SICIAN

EDITOR
Ted Burley

ART DIRECTOR
Nuala Byles

CONTRIBUTING WRITERS
Moe Berg, Rosemary Burns,
Ashley Collie, Sheila Davis,
Howard Druckman, David Henman,
Molly Johnson, Maureen Littlejohn,
Peter Nunn, Tim O'Connor,
Benjamin Russell, Perry Stern,
Julie Thorburn

DESIGN COORDINATOR
Lisa Passmore

ART ASSISTANTS
Don Hull, Chris Offen,
Amir Sadeghi, Donna Stevenson

PUBLISHER
Jim Norris

BUSINESS MANAGER
Maureen Jack

ADVERTISING REPRESENTATIVE
Maria Ralley

PRODUCTION MANAGER
Lisa Overton

ADVERTISING COORDINATOR
Janet Kopp

SPECIAL PROJECTS COORDINATOR
Kathy Whitney

Free Product Info

For more information on products advertised in
Canadian Musician. please use the reader serviee card
opposite page 59.

ISSN 0708-9635

Indexed in the Canadian Periodical Index.

Reader Enquiries:
Contact Kathy Whitney a1 ($16) $85-82814, or write
to Canadian Musician. 20 Holly St.. #101.,
Toronto. ON M4S 2E6.

Canadian Musician is published bi-monthly by Norris Publications, a
division of Norris-Whitney Communications Inc., at 20 Holly St., #10L
Toronto, Ontario M4S 2E6. All rights reserved. Contents may nat be
reprinted without written permission from the publisher. Subscription
rates: Canada: 1 year $14.00, 2 years $24.00, 3 years $3200. 5 years
$46.00 Outside Canada: 1 year $18.00, 2 years $29.00, 3 years $4100, 5
years $59.00 Single copies $2.50. To change your subscription address,
please send your new address with your old address (including former
postal code) to Subscription Dept., Canadian Musician at least six weeks
before moving. Canadian Musidan editorial, advertising and circulation
offices: 20 Holly St.. #101 Toronto, Ontario MAS 2E6 (416) 485-8284
FAX (416) 485-8924. Back issues of Canadian Musician are available in
Microform from Micromedia Limited, 158 Pear] St., Toronto, ON MSH
1L3. Please do nat send unsolicited manuscripts, artwork. photos. Query
only in writing, Canadian Musician takes no responsibility for return of
any unsolicited material. Printed in Canada. Second Class Mail Registra-
tion No. 4666. Postage paid at Toronto, Ont.

6 CANADIAN MUSICIAN




Sitting In At
A FACTOR Jury

nce every few months, as editor of

Canadian Musician, 1 am called

upon to participate in a FACTOR
jury session. FACTOR embodies several fed-
eral government funded loan and grant prog-
rams designed to initiate recordings of Cana-
dian demos, albums and videos. FACTOR has
helped finance early recordings and videos
by many of Canada's top recording acts, in-
cluding The Box, Kim Mitchell and Jane
Siberry. For those musicians who have ap-
plied for funding in the past. or anticipate do-
ing so in the future, I thought you might like a
peek behind the scenes at a recent jury I par-
ticipated n.

FACTOR juries are essentially very
instense group A&R sessions where you lis-
ten to between 15 and 20 demos in a two, to
two and a half, hour period. Assembled at a
boardroom table in a listening room is a panel
of so-called experts from the Canadian rec-
ord business who listen to the tapes and
score each on a variety of criteria, including
song quality, performance and sales and
airplay potential.

After hearing two songs (for the demo ap-
plication) or three songs (for album applica-
tions) the panel discuss what they have heard
and determine whether they will support
funding a project or not. Album applications
mus! be approved hy two separate juries be-
fore they are forwarded to the FACTOR
Board of Directors for the final OK. Demo
awards are granted on the spot.

Jurv participants are obliged to keep their
findings confidential and not discuss appli-
cants’ success or failure outside of the jury
room.

Along with myself, this particular jury in-
cluded the manager of one of Toronto’s top
recarding studios, the manager of one of Can-
ada’'s most successful international artists,
the owner of a studio specializing 1in
soundtracks and smaller album and demo
projects, and the arranger/keyboardist with a
major Canadian rock performer. This was the
first jury | had sat on with a working musi-
cian.

The sessions usually begin with the
coordinator outlining procedures for the pan-
el and explaining any recent changes in the
way FACTOR funds projects. This session
hegan with a discourse by the manager on
why FACTOR is flawed hecause it doesn’t al-
locate funding to promote records to radio.
He also suggested a much greater emphasis

be placed on financing demos rather than al-
bums.

Someone else rightly complained about the
placement of speakers in the room and the
poor quality of the stereo. It was a bitchy
start.

These tirades out of the wayv. we were set
to start. For each submission, the jury listens
to the first song cold, that is without knowing
who the artist 1s and without anv of the ac-
companving materials to peruse. A song is
rarelv plaved to the end. Each song is usually
cut off by jury consensus after at least one
verse and a chorus. Unfortunately, since most
applications are shockinglv poor, even the
most earnes! jury members quickly become
cvnical during a jury session.

As a general rule, for the juries | have sat
on, one record project and one demo are
agreed upon for funding per session. | have
personally supported fewer, but the jury ver-
dicts need not he unanimous.

\t this last session. despite my solitary
voice of dissent, the jury voted to finance an
album project by a west coast band whose
first album flopped a couple of vears ago and
were subsequently dropped by their label.
While their tape was the best produced of the
day, their stvle and songs were strictlv third-
rate Foreigner and offered little musically
original.

[ was also unable to sway the jury mem-
bers to finance a demo for a unique east coast
black singer. He had this one terrific song
about working in a fish plant set to a revved-
up, rocking, Calypso beat. His voice and
phrasing were like Esther Phillips doing '60s
gospel. He was great, tons of character. The
jury blew it.

Despite the imperfections, | will continue
to support FACTOR and participate in these
juries. It does provide funding to get projects
off the ground that might otherwise be
stalled. As well, it keeps me in touch with
what's happening at the grass roots level.
And there’s alwavs the hope that we'll discov-
er an exciting new talent in one of these
juries and I'll be able to play a small part in
bringing this artist to the record buving pub-
lic.

For more information ahout FACTOR, call
(416) 368-8678.

Ted Burley
Editor

A practicai education in audio and video
Jrecording arts and sciences for
anyons who takes recording serionsty.

1831 Hyperion Ave., (CM) Hollywood. CA 30027
Call Toll-Free: National 1-800-551-8877
State 1-800-972-1414 Local {213) 666-2380

X Telex 910 240-4388 IAVE HLWD
Accredited by The National Association of Trade & Technical Schools.

ALBUMS
CASSETTES
CD'S

3 Week Service

"Assured Excellence Guarantee”
serving all the North American Market

RECORDS

1712 Basellne Rd. W.
Bowmanville, Ont., L1C 323
_ CANADA 1-416-433-0250

U.S.A. 1-800-263-7798
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Fan For Two Years

faithfully for the past two years. I thor-
oughly enjoy every issue and will continue
to do so.

[ have always had a keen interest in the Ca-
nadian music industry and the superb talent
we have to offer. I am currently enrolled as a
student at Trebas Institute of Recording Arts
in Toronto. The school is everything I hoped
for. [ am working towards the goal of audio
engineer/producer and I'm on the right track
with Trebas. And | must add my thanks for
being introduced to the institute through
your magazine.

[ have also learned valuable information
about all aspects of this wonderful industry
I've committed my life to in your informative
articles. [ look forward to reading each new
issue and my subscription will ensure that I
will receive every copy! Keep up the great
work!

Cathy M. Doyle
Scarborough, ON

Ihave been purchasing your magazine

Capitalism Has No

Historical Chance

cian there appeared an editorial by Ted

Burley titled “The Musician In the Busi-
ness World”, which shared the pages of your
publication with a full page advertisement
taken out by my company. This editorial ap-
peared at first glance to be an essay of a capi-
talist apologist nature, but was nevertheless
self-defeating in the perspective it offered. It
brought home the words of Mikhail
Gorbachev (CPSU General Secretary) when
he stated “Capitalism has no historical
chance. Nor is it accidental that social devel-
opment as described by bourgeois ideologists
finds itself at an impasse, freezing as it were.”

For example, the first sentence of the edi-
torial that “capitalism has heen taking a bad
rap from the vast majoritv of musicians and
the music press” is followed by “Specifically,
businessmen running record companies,
hooking bands, etc. (and their obsession with
generating profit)..." The key appears in Bur-
ley's statement “and their obsession with
generating profit”, which obviously hits the
nail on the head. As is the psvchological na-
ture of obsession, little good can acrue. The
result invariably leads to errors in judge-
ment, which in the past has occurred in the
industry on a regular basis.

Then he goes on to quote US. Success
magazine writer Morgan Reynolds in his sa-
lute to the ‘competitive’ businessman, “They
refuse to be interviewed in the press, or

I n the January issue of Canadian Musi-

FEEDBACK

worse, they volunteer apologies for the short-
comings of capitalism.”

This hardly describes a competitive group
bravely fielding all criticism which is being
leveled at 1it, so much as it would appear to
describe a frightened, insecure, and disor-
ganized elite in full retreat...

“Under capitalism,” writes Reynolds, “the
natural competitiveness that self-interest en-
courages (is) not destruction, but excellence.”
Let us take a hard look at what sort of society
‘the capitalist model’ has engendered in the
United States, a societv which for all
intensive purposes is closer to bheing an open
texthook on the verities of destruction rather
than excellence.

If vou're a real capitalist why not set up a
company and land a lucrative military con-
tract with the pentagon? This is where all the
big time players such as Rockwell. General
Dynamics, and a host of companies in
Sunnyvale, Santa Clara, San Jose, etc. (silicon
valley) find themselves these days. Stop ped-
dling music to teenagers and get into the real
action, paving the way to Armageddon.

Tim J. Lawrence
President,
Delta Music Research

Affiliate member of the Canadian
Electroacoustic Community

Member of the New Democratic Party

Member of the Canadian Peace Pledge
Campaign

Member of the Communist Party of Canada

Member of the Arusha International
Resource Centre (Calgary)

Druckman Was Drunk’

think it was fairly clear that Druckman
was drunk. Blowing - bubbles - in - your
-own - vomit - drunk. Intoxicated. So it’s
understandable that he didn’t make the dis-
tinction between Fringe Product (a record li-
censing label operated by Record Peddler's
Ben Hoffman) and the distribution firm Rec-
ord Peddler, currently offering 13 Engines
Before Qur Time record for sale.
I'm paid to do this.
Sober up Howard, you're giving journalism
a bad name.

Wee Scratch McNab
Fringe Product Promotion Guru

Inelegant Language,

But Makes Good Point
n your April issue you published a letter
from John Meorniuk. While I cannot
support his inelegant language | cer-

tainly endorse his general description of your

magazine. During the years in which | have
been a subscriber, vour focus has changed to
become a magazine entirely devoted to rock
music, which of course is not interesting to
everyone. Perhaps you should change your
name to Canadian Rock Musician.

I do not intend to bother cancelling my
subscription but I certainly will not renew it.

William J. Hemmerick,
Toronto

Foster's Well-Deserved

LD 1L

Humility

enjoved King Of The Middle Of The

Road (the keyboards feature on David
Foster). I think Foster says it best
when he states, " Just because I surround my-
self with an orchestra, doesn’t mean [ have to
be compared to the greats.” The man has a
point there and I applaud his well-deserved
humility.

If David Foster has any gifts (in music), the
most obvious would be his ability to surround
himself with able players. I've always liked
his hair style.

Mendelson Joe
Toronto

Protesting Use Of
Recorded Music

he Toronto Musicians’ Association

strongly protests the decision by the

Academy of Canadian Cinema and
Television, and the Canadian Broadcasting
Association (who are co-producers) to re-
place “live” music with synthesizer and rec-
orded music, and the orchestra with an or-
gan, on the 1988 Genie Awards Show.

This national awards show is one of the
major presentations of the year, attracting a
large TV. and in-person audience. To insult
Canadian musicians by having them repre-
sented by only a single musician playing an
organ and surrounded by pre-taped
synthesizer music, is unbelievable. As it hap-
pens the single musician happens to be very
talented and has produced some fine music.

However, when one compares the music
ona US. produced awards show, I cannot re-
call their ever having utilized the services of
only one musician, any more than they would
have only one singer, comic, dancer, etc. Why
do we always have to look and sound so
cheap?

Bobby Herriot
President
Toronto Musicians’ Association
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You're Looking

[] L]

A Little Thinner

’ve been buving CM off the newsstand

for a few years now and last vear [
bought a one vear subscription. About
three issues later | received a renewal notice.
This struck me as a bit of an infringement
upon one of my basic rights..the right to
leave everything to the last minute. It also
made me consider the reason why I should or
should not resubscribe. Your first renewal
notice came the same month as the issue in
which you reworked vour format, gave it a
face-lift, so to speak. | noticed the new look
was a little thinner than the old. That's not
really that important to me as [ prefer con-
tent to stvle unless the style is content. |
don’t want to cause another futile fuss over
which is more important, style or content, the
singer or the song; it’s just that when [ look at
your magazine, [ look at the cover, the editor-
ial, the ads. the letters, the pictures, the arti-
cles and the classifieds. It’s my job, 'm a mu-
sician. And it looks a little thinner. But I am
going to renew, because there’s enough stuff
inside to make it worth the cash and every
two months I can have it mailed to my back-
water address and find out what Skinny Pup-
py is doing now.

Which brings me to some general com-
ments on Canadian musicians, from Saturday
night at the Diamond Club to Chamber music
in the lobby of the Petroleum Club, from
Bruce Cockburn in Belgium to the Beer Bar-
rel Polka at the Bradshaw wedding. Musically
this country is a rather large gamut as anyone
who does not focus too much attention on
their navel can realize. We live in a time
when the global village concept is becoming a
day to day reality, mainly based upon quan-
tum leaps in the communications industry
within the past hundred years or so. I can get
a technologies degree from a University in
the Western States, taught on videotape by
professors from Harvard or M.IT and
beamed via satellite into my living room in
Backwater Manitoba. [ can sample Howard
Pawley's voice and turn it into a hagpipe
(without too much editing, too..you should
hear it). The Inuit of Chesterfield Inlet can
watch the Gulf War heat up via CBC North or
they can watch the latest Corey Hart video on
Sam Taylor’s show. Music is globally accessi-
ble. But the funny thing is that in this high
tech, leading edge, instant access industry,
most of the business end of the music biz in
this country is done within walking distance
of the Hotel St. Leonard in downtown Toron-
to.

John Mosby
Backwater, MB

IFEEDBACK

Business’s Creative Spirit

s a musician/capitalist, [ was verv im-
pressed with Ted Burley's article
“The Musician in the Business
World.”
Not only the music industry. but the world
around us 1s suffering from irrational ideas.
It is articles like these that give us fuel and
knowledge. This helps us survive, create and
prosper.
Musicians have been in the dark too long.
Its nice to see an editor take this seriously.
Yes, musicians are taking negative views of
the very thing that can help them; capitalism.
My reply, will be a quote from Ayn Rand:
“For if there 1s more tragic a fool than the
businessman who doesn’t know that he’s an
exponent of man’s highest creative spirit - it
is the artist who thinks that the businessman
is his enemy.” (Atlas Shrugged 1957).

Rob Tavlor
Waterloo, ON

Appalled At Canadian

A&R Departments
sician) who has just concluded a mail-

B out to all the major record labels in

this country, I would like to offer some com-
ments on the recording industry in Canada,
specifically the A & R departments, and the
men who run them.

[ am appalled at the manner of responses
that are made by some record companies to
artists who submit material. In such an un-
der-nourished national music industry as
ours, a handful of men (no women) wield the
power to make or break you (encourage or
discourage) and I'm not sure if all of them
have the care and dedication necessary for
the job.

The form letters that were sent, | ignored.
A form letter is meaningless. (Actually, it
probably means no one listened to your tape.)
One label sent two replies in the space of a
month. Both began with the same sentence,
('though thev were not form letters’) “Thank
you for your submission..” The first letter
(with tape returned) adwvised: “Listen to the
radio and determine what is hot and what is
not and remember that it is easier to make
what vou can sell than to sell what you can
make.”

In the first place, the man’s a poet, but who
would want to know it? In the second place,
what awful advice; imitate someone else!
Since, as we all know, anyone who i1s unique
just doesn’t make it. | mean look at Chrissie
Hynde, Cyndi Lauper, and Suzanne Vega. I'm

eing an artist (singer/songwriter/mu-

sure that’s their collective credo.

I heard lately of an A & R man in this coun-
try who complained that all the demo tapes
he had received lately sounded like U2. He
wouldn't sign any of them, why should he?
There already is a U2.

The second letter from that same label
said, "1 do find your demo represents a com-
petent effort and I will retain it for future
submissions”.

Both letters were signed by the same guy.
but [ have a hard time believing that the same
person wrote them. If he did, I'm not sure
that he listened to the tape either. And if he
didn't listen to it, I'd prefer that he didn't tell
me he did - or tell me anything, for that mat-
ter. I think this fellow either needs a good va-
cation or a new job.

One A & R man expressed surprise that ar-
tists who submit tapes to him expect a reply.
[t seems that he expects the artists to some-
how chase him down for a response to their
work. How are we supposed to know that?
When an artist submits a tape to a record
company, 1t is a given that he is expecting a
reply, and hopefully a favourable one. Per-
haps we are to conclude that no reply means
no interest. But in this case, it might mean
that the company (or the A & R man) simply
has its own policy. A form letter might mean
no interest. It's very confusing.

On the other hand, Brian Allen of Attic Re-
cords took the time to call and be critical ina
very articulate and positive way. [ appreci-
ated it. ] also received intelligent and encour-
aging replies from Bob Roper at WEA (who
mentioned a song he liked by name - this
makes me believe that he listened) and from
William Tenn at Island (who said [ was too
mainstream for that label but wished me the
best of luck saving he felt sure there was a
deal out there for me somewhere).

John David Redmond at A & M (Irving-
Almo Music, publishing) has also been help-
ful and encouraging, realizing the value of
personal contact with an artist and well-
thought out advice.

To those who support and encourage the
struggling artists of this land, I say thanks
and | wish there were more of vou. To the
others who may be letting their greed get in
the way, may vou all turn into car salesmen.

Boy, do I feel better now (?).

Liz Tanzev
Toronto, ON

We Want Your Feedback
A 4

Please forward your letters of query, en-
couragement and disgust to The Editor,
20 Holly St,, #101, Toronto, ON M4S
2E6.,
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Good Music Books Used To
Be Hard To Find.
Not Anymore!
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Offers An Extensive
Selection of Music Books Now
Available By Mail Order.

ELECTRONIC DRUMS by Frank Vilardi & Steve Tarshis — - MS002
80 pages/$13.95 Basic rhythm boxes to sophisticated drum computers.
CASIO CZ BOOK by David Crombie & Paul Wiffen _ _ _ MS003

96 pages/$17.95 Diagrams & explanations of phase distortion synthesis.
programming, sequencers, interfacing and more.

COMPACT GUIDE TO MIDI SOFTWARE FOR THE ATARI ST by Howard Massey _ MS004
64 pages/$5.95

COMPACT GUIDE TO MIDI SOFTWARE FOR THE IBM PC/PS by Howard Massey — MS005
64 pages/$5.95

COMPACT GUIDE TO MIDI SOFTWARE FOR THE

COMMODORE 64/128 by Howard Massey — — _ MS006
64 pages/$5.95

COMPACT GUIDE TO MIDI SOFTWARE FOR THE MACINTOSH by Howard Massey __MS007
64 pages/$5.95 Reviews of sequencers, patch editor/librarians. music notation,

compositional aids, and signal processors.

COMPLETE DX7 by Howard Massey — MS008
288 pages/$34.95 Step-by-step instructions: 3 soundsheets: 82 hands-on exercises
almost 400 illustrations & diagrams: 4 comprehensive reference appendices.
COMPLETE DX 711 by Howard Massey - -

308 pages/$39.95 Application to both DX7UD and DX7IIFD, Non-technical approach to pr(xe;s
of digital FM synthesis; includes 3 soundsheets; hands-on exercises: illustrations and 6
reference appendices.

COMPLETE GUIDE TO MIDI SOFTWARE by Howard Massey ~MS010
228 pages/$26.95 60 reviews of MIDI software available for IBM, Apple, Atari, and Commodore
computers. Guided tour through pluses and minuses of each program so you can decide what's

right for you.

COMPLETE GUIDE TO SYNTHESIZERS, SEQUENCERS,

AND DRUM MACHINES by Dean Friedman S _MSo1
128 pages/$13.95 lllustrated info on latest synthesizers, sequencers, and drum machines:

includes section of music software and glossary.

DIGITAL DELAY HANDBOOK by Craig Anderton -MS012
144 pages/$13.95 69 applications not commonly thought of for a DDL that can save time and

money for the amateur and the professional.

DIGITAL X BOOK _MSo13

96 pages/$19.95 Guide to Yamaha X synthesizer series with info on 16 models including
DX100. QX1 and TX816.

-MS009

KEYFAX by Julian Colbeck MS021
208 pages/$14.95

MIDI BASICS by Akira Otsuka & Akihiko Nakajima ~MS023
64 pages/$14.95 MIDI theory and basics for beginners and advanced users

MIDI FOR MUSICIANS by Craig Anderton - MS025

120 pages/$19.95 Explantion of impact of MM on creation of music: illustrated with easy-to-

read diagrams and examples.

MUSIC THROUGH MIDI by Michael Boom — MS028
224 pages/$26.95 Concise survey of MIDI for any musician, examining theory and practical

aspects of interface, clearly illustrated with diagrams of typical setups.

NEW COMPLETE SYNTHESIZER by David Crombie — _ MS029
112 pages/$17.95 Synthesizer technology, playing techniques, diagrams.

100 PATCHES FOR CZ101 __ MSo030
40 pages/$10.95

100 PATCHES FOR DX7 MS031
56 pages/$10.95

600 VOICES FOR DX7 MS033
206 pages/$26.95

SYNTHESIST'S GUIDE TO ACOUSTIC INSTRUMENTS by Howard Massey MS035

228 pages/$26.95 Guide to why diffe rent acoustic instruments sound the way they do and how l:)'
more effectively imitate them; 25 instruments in detail with over 350 charts and diagrams,
including soundsheet.

NAME____ e
ADDRESS__ S
any.

PROV/STATE___ CODE.

Complete and Mail to:
CM Books, 20 Holly St., #101, Toronto, ON M4S 2E6
(416) 485-1049 FAX: (416) 485-8924

SYNTHESIZER BASICS by Dean Friedman - _MS036
152 pages/$19.95 Practical information on programming and using your own synthesizer,
including glossary and soundsheet.
UNDERSTANDING MIDI by Various Authors MS037
80 pages/$12.95 Comprehensive introduction to MIDI.
MUSIC DIRECTORY CANADA '88 — CMo01
608 pages/$24.95
SOME STRAIGHT TALK ABOUT THE MUSIC BUSINESS by Mona Coxson _______ CM002
208 pages/$14.95
TOTALAMOUNTPAYABLE R
ADD 10% FOR SHIPPING AND
HANDLING (MlNlMUM $1.00 B —

ENCLOSED IS MYCHEQUEFOR S

CHARGE TO MY
- - OVISA O AMERICAN EXPRESS [ MASTERCARD

CARDNO___ - S
EXPRYODATE _—

SIGNATURE -

CREDIT CARD HOLDERS CALL TODAY! (416) 485-1049
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Michael Breen’s One Man Show

bv Maureen Littlejohn

ichael Breen, 30, could easily be

described as a one-man band.

The slim, wiry native of Nicolet,
Quebec sings lead vocals, background vocals,
plays guitar, piano, synthesizer and does his
own drum programming on his debut album,
released in 1987 by Alert Records. While
Breen is responsible for the lion's share of
the playing on the record, he did get a hand
from Sylvain Larose on bass, Philippe
Bernard for added drums and percussion,
Claude Chaput on synthesizer, Gilles
Beaudoir on mandolin and guitars, Daniel
Barbe on organ and synthesizer, Sylvain
Clavet on drums for two tracks and Luc
Boivin on percussion for three tracks. Prod-
uced by Pierre Bazinet (Luba), the album was
recorded at Montreal's D.M.S. Studio and
digitally mixed at Le Studio in Morin Heights
by Jean-Claude Beaudoin and Paul
Northfield.

The album has a punchy dynamism -- the
songs are filled with alternately soaring/bit-
ing vocals metered to tight, tough drums and
interspersed with stinging guitar niffs -- and
Breen is proud to point out that three of the
tracks, including the single “Rain”, were writ-
ten while he was in the studio. “I prefer to
write in the studio because it's easier to keep
the song’s magic, " he explains. “When you

Michael Breen

get really mamiac on a song for a demo, it's
tough to redo later in the studio since you've
already given all the magic.”

“Rain” was the last song he did on the four
month project. “I was skinny, lost 10 pounds
during the recording, and was really tired,”
recalls Breen. “Pierre gave me the encour-
agement to go through with writing the
song.” Borrowing an Emulator and Macin-
tosh computer from Bazinet, Breen was able
to complete the song at home. “I programmed
the sequencers, did the piano and keyboard
parts and planned out the whole thing. Then |
took an MC500 and transferred evervthing
via the Mac and rearranged the velocity and
other things that needed fixing,” he explains.

Breen did all his back-up vocals for the al-
bum at home in Montreal on his 8-track
TASCAM 58 recorder and M50 TASCAM
board. “Together they sound very good,” he
savs. “And the frequency is always the same,
there’s no lower bottom end.” In his home
studio he also has a MC500 sequencer, Rev 7
and SRE2000 reverbs, a 3000 delay unit, a
Mesa Boogie amplifier, Drumulator, A DX7
and a D50, a Casio sampler and an old
“raunchy” Korg C3 organ. For guitar he uses
a Rockman, as well as a Roland Dimension )
chorus. “The Dimension D is an old machine
but I like it,” says Breen. “It opens up the

sound and puts in a third dimension, but you
can’t use it too much. Just a little is very
tasty.”

Building the home studio has been a grad-
ual process for Breen. After playing through-
out Quebec in a French Top 40 cover band for
three years during the disco era, he found he
wanted (o play his own songs. “I decided I'd
put together my own studio and find musi-
cians to play with me if I needed them.”

Starting  with a  TEAC 3440
4-track machine and an Allan & Heath 12
input board, he was able to slowly update his
equipment and eventually saved enough
money to buy the TASCAM 58. It was a demo
done in this home studio, on the TASCAM 8-
track, that landed him his deal with Alert Re-
cords, as well as winning him second place
(and a prize of JVL speakers and a Yamaha
Rev 7 reverb unit) in Rock Express’ 1986
National Talent Search. As his studio grew he
was also able to finance his own projects by
renting it out, “I needed the money. It was
tough at the beginning with no record and no
touring,” he explains, adding, “Since I'm play-
ing now, most of the equipment is on the road
with me.”

A prolific, spontaneous songwriter, Breen
makes sure he doesn’t miss any song ideas by
carrying a small Sony tape recorder with him
at all times. ‘Rain’ started with the
Drummulator SP12 in the DM.S. studio. |
found a good heat and then just started play-
ing three chords and a chorus, but [ had no
bridge. We stopped for the weekend and [ de-
cided to go skiing with my girlfriend.” He
laughs, “I brought the little recorder and on
the way to the ski slope, I found the bridge.”

Breen, who only tackled learning to speak
and sing in English a little over three years
ago doesn’t write his own lyrics. Instead he
hands over a completed melody to musician
friends like Sass Jordun, who wrote the
words to “Rain”, or Stephen Trotter or Geoff
Hughes, who also contributed to his debut al-
bum.

Although he has the ability to be a one-man
show, Breen belives forming a solid, consis-
tent musical team is the best approach to
touring and future recording. His band line-
up consists of Yves Frulla on keyboards,
Mark Urquart on guitar, Richard Lanthier on
bass and Peter Carlton on drums. “When |
give a musician a part | want them to give it
some of their own soul,” he explains, smiling.
“You have to be very careful to give other
musicians good positive energy.”
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TO APPRECIATE THE PCSERIES, TRY HITTING
ALL OF THESE MUTES SIMULTANEOUSLY.

WITH OUR PC SERIES CONSOLE, HITTING MULTIPLE
MUTES (FOR CATED EFFECTS OR ACCURATE DROP-
INS) BECOMES NO PROBLEM AT ALL.

BECAUSE THE PC PROVIDES MIDI CONTROLLED
AUTOMATED MUTING ON ALL INPUTS, MONITORS,
AUXILIARY MASTERS AND ON EFFECTS SENDS AND
RETURNS.

AS WELL AS EASE OF OPERATION, THE ‘INLINE’
CONCEPT HAS ALLOWED US TO ENDOW THE PC WITH e _
A HOST OF STANDARD FEATURES THAT YOU WON'T  MDIMUTES CAN BE WRITTEN INREAL ORSTEP

TIME. AND RECALLED EITHER INDIVIDUALLY
OR AS PATCHES THROUGH THE KEYPAD OR

FIND ON OTHER CONSOLES. FOR INSTANCE, DUAL usinc A mibi seauencer
LINE INPUTS ON EACH CHANNEL GIVE YOU UP TO 56 INPUTS ON REMIX, 52 OF
THESE WITH EQ.

PERHAPS THIS EXPLAINS WHY THIS MIXER IS FAST BECOMING ESSENTIAL FOR
KEYBOARD WORKSHOPS, PRE-PRODUCTION AND SIXTEEN TRACK WORK.

BUT THE TRULY REMARKABLE THING ABOUT THE PC IS ITS SPECIFICATION.
THIS CONSOLE ACTUALLY MATCHES THESONICPURITY OF CONSOLES COSTING
MORE THAN TEN TIMES ITS PRICE.
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omnimedia 9653 Cote De Liesse, Dorval, Quebec HOP 1A3 TEL: (514) 636-9971 FAX: (514) 636-5347
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Digilech Introduces The DSP 64

igiTech has introduced the Dual
Digital Reverberation and Effects
Signal Processor, the DSP 64.

The DSP 64 offers two independent digital
effects processors in a single rack-mountable
chassis. Each digital processor has stereo in-
puts and outputs and an effect defeat, so that
the DSP 64 may be operated as two indepen-
dent reverb-effect units, or as a single stereo
unit with the ability to do different reverh ef-
fects for the right and left channels. Each of
the digital reverb effect signal channels offer
the user 30 different reverberation effects
ranging from large room environments with
long decay times to small room environ-
ments, and reverse reverb effects to gated
reverbation effects. The unit utilizes 16-bit A-
D-A linear PCM encoding and two of
DigiTech’s new DSP256 custom VLSIs, de-
signed for wide dynamic range and smooth
sounding effects.

The user may, in each of the two channels,
select one of two banks, each with fifteen ef-
fects, at the touch of a button. Mix. output,
and input controls on each channel allow the
DSP 64 to be used in a wide range of signal

level applications. Each channel offers inputs
and outputs on the rear of the unit in stereo
also an effect defeat switch jack is provided
for each channel on the rear of the unit for re-
mote defeating of the effect in performance
applications. The unit is housed in a rack-

mountable steel chassis, with a screened alu-
minum front panel. Information on the top of
the unit gives the user program content.
For more information, contact: Heinl Elec-
tronics, 41 Industrial Pkwyv. S., Aurora ON
LAG 3Y5.

New JBL/UREI Limiter/Compressor

ould Marketing has introduced the

JBL/UREI 7110  Limiter/Com-

pressor to their line of signal pro-
cessing equipment.

The 7110 features soft-knee compression
curves adjustable from 15:1 through infini-
ty:L

The 7110°’s automatic preset button serves
a twofold purpose by engaging a program-de-
pendant variable attack and release circuit
and fixing the compression ratio and peak/
average blend controls to critically accepted
settings. Multiple channel limiting is accom-
modated through the available simple link
function while an active balanced input al-

lows enough threshold range to provide full
limiting action with input signals down to -
20dBm. The 7110's unbalanced output is ca-
pable of +22dBm into 600 Ohms.

High resolution LED displays provide for
easy reading of gan reduction levels or in-
put/output. The output display’s zero refer-
ence is adjustable from -10dBm to +8dBm.
The unhalanced output is capable of +22dBm
into 600 Ohms and an optional output trans-
former accessory is available.

For more information, contact: Gould Mar-
keting Inc., 6445 Cote de Liesse, Montreal,
PQ H4T 1E5 (514) 342-4441.

°

With Rosco’s new 1500 Smoke Machine,
your act won’t go up in a puff of smoke.

From wispy cigarette smoke to stage-filling
clouds, Rosco’s 1500 will never quit smoking.
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, Madrid, Tokyo and Lisbon




Tascam Unveils
First 8-Track
Multitrack
(assette Recorder

ascam, a full-line manufacturer of

professional audio equipment, has

introduced  the first  8-track
multitrack cassette recorder using standard
audio cassettes.

The innovative rack-mount Tascam 238
Syncaset supplies twice the amount of tracks
previously available in a standard cassette
multitrack recorder.

Features on the Tascam 238 include 3-3/4
ips tape speed, full-function remote control,
auto punch in/out, auto rehearse, dbx 11 noise
reduction, and MIDI (FSK) compatibility. Ad-
ditionally, the ergonomically designed 238
Syncaset is SMPTE-friendly, giving it the
ability to lock up with other decks and syn-
chronize with video.

The 238 Synset also features a serial con-
nector for external computer control and
open architecture for future software devel-

| RECORDING
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opment. The soon-to-he released Tascam
MIDiiZER synchronizer will be an important
part of the 238 system, allowing easy integra-
tion with MIDI instruments and SMPTE ma-

chine synchronization.

For more information, contact: TEAC Can-
ada, 3610 Nashua Dr, Units 1 & 2
Mississauga, ON L4V 11.2 (416) 671-3367.

5 A X

Vivian Campbell, guita

on tour with “WHIT

officially become part-of
products development team an
ranks of other renowned guita
Eddy Van Halen, Pai

and Richie Sambora;

Campbell’s new guitar, ¢

SWAN?”, is the result of this-col

tion, .

and is mgrketed by KRAMER's worldwide

distribu

n network. The “NIGHT

SWAN?, and all other KRAMER products’
are available in Canada exclusively

through
ERIKSON MUSIC

Contact the office nearest you.

Ferringtorn un

Floyd Rose Specletr’

Erikson

Montreal Otfice & Warehouse

378 Isabey, St Laurent. Quebec HAT 1wt

Telephone (514) 738-3000

VANCOUVER

3496 Vanness Avenue Vancouver BC VSR 5A9
Telephone (604) 438-9212

TORONTO

111 Granton Orive 404/406 Richmond Hill Ontario L4C4X8
Telephone (416) 764-6350
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By Benjamin Russell

he black hole. It's a rock 'n’ roll phe-

nomenon. You're watching live con-

cert footage on TV and what do you
see? The background is black, the audience is
hidden in inky darkness. The band appears to
be nowhere in particular - in limbo between
worlds. Very dramatic surely, but hey - ha-
ven't we seen it all before, at least once too of-
ten? Thus spake Don Allan, director of the
new Luba special to be shown on CBC.

“Originally somebody wanted us to shoot it
at the Spectrum. I just didn't feel it was right
for Luba. Her music is very much from the
heart. I wanted to really feel that it was a
warmer concert and not a typical rock 'n’ roll
thing. I decided to go after something that
had some character to it in terms of its archi-
tecture. We searched it out and found Me-
tropolis (just off “The Main” in Montreal). It
was incredible that we found it because I had
designed it in my head and thought we would
never get it but hoped to get something close.
What we really wanted to do was to sort of
surround Luba with people, be they on
balconies or around her, because we wanted
her warmth reflected in the
atmosphere of the concert. I think we were
successful in that.”

We asked producer, Bruce Glawson of
Cambium Productions, how the show came
about. “CBC has been very supportive of this
kind of music special where it goes beyond
the concerts. We also do a behind-the-scenes
look at their career, on the road, and in the
recording studio doing interviews. We had
the idea for a series of shows, Jane Siberry

being the first one we did (One More Colour).
For us it was a matter of approaching artists
that we were interested in. Jane and Luba
were sort of at the top of our list so we went
specifically after them and fortunately, they
said yes. The financing is basically Telefilm
Canada, Ontario Film Development Corpora-
tion and the CBC. It will be sold world-wide.”

There were eight cameramen on the shoot.
Don Allan: “It's a couple more than people
would normally use. Instead of playing it safe
having one guy on a close up, one on a me-
dium shot, one on a wide shot and just sort of
cutting between them; having them hold
their shots until they’re told to do something
else, I encourage the cameramen to be crea-
tive. Give me a shot. Once they take it, give
me a different variation. Because cameramen
are not used to that, you have to sort of coach
them, but at the same time, they'll give you
stuff that you couldnt ask them for some-
times, and those magic moments happen. It
becomes a much more creative process. But
by going for the gusto,” you can sometimes
screw things up too, like when the guitarist
starts you're not getting that exact shot, so
you need those extra couple of cameramen to
cover your ass,”

Did he coach the band too? “Not much. I
mean, we're supposed to be documenting
their performance, not staging it. We kind of
worked together on it. You want them to be
totally natural but at the same time you need
to define certain parameters so everybody is
going to know what's going to happen. You
have to remember that they are actually per-

Shooting Luba For TV Special

Luba in concert at Metropolis

forming live as opposed to lip syncing. That's
gotta be the priority for them. It's just telling
them to make their moves a bit bigger and to
be aware of the camera men. Move in and out
from the mic so as to give us the transition el-
ement within shots.

“It's a good-looking band and they're all
very talented in their own rights. Luba is in-
credibly dynamic. She really is a Jekyll and
Hyde; she goes from this shy little woman to
a big voiced, energetic performer.”

Formerly the Theatre Francis, it's easy to
visualize Sarah Bernhardt in performance, as
she was in 1895. Today, all the gaudy trap-
pings of an earlier epoch make great fodder
for directors and lighting personnel. Don ex-
plains the techniques they used: “We used
lighting to subtly pick up bits of the architec-
ture and at the same time tried not to
overlight it. It might have seemed to the live
audience to have been brighter than a normal
concert, but compared to tvpical television
concerts, it was underlit and I'm really happy
with the way it looks. There's two extremes:
there’s the rock 'n’ roll guys who have their
scenes in their head and just light from this
to that and do things for the eye when you're
standing there. Then there's the television
guys who say, no, you need all the lights on all
the time and just change the colours in the
background. I'm from the new school in that
I'm used to technology that can handle the
more subtle things, and so lighting was to put
a spotlight on Luba, expose correctly for her,
and let the background create moods.”
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Video Pooling Your Talent

by Maureen Littlejohn

ost indie bands and many signed

bands only dream of playing to

audiences of 300,000 people a
week, let alone crowds that big in a year. Vid-
eo pools make that dream become reality by
giving bands a chance to perform via the
small (and sometimes big) screen in all of
Canada’s major clubs.

Currently there are four pools operating in
the country--RPI Videopool, Musician Video
Services, Rock Canada Network and Network
Video--who duplicate and distribute specially
programmed tapes to the hospitality indus-
try. The pools usually program tapes with
videos obtained from major record
companies but are also gradually branching
out into using independent releases. Copy-
right is monitored by the Video Music Li-
cencing Agency Inc. (VLA), an agency set up
by the majors and smaller distributors. The
pools pay access and clip fees to the VLA who
in turn forward the money to their members
(in some cases access fees go directly to the
record company). These fees are usually

used to “offset the cost of making the video,”
notes Patrick Fox, VLA Director of
Investigative Services.

Don’t pay copyright

The largest pool, Network Video, services
145 clubs with approximately 300,000 view-
ers (each club receives 26 one-hour tapes per
year) nationally, and in addition they cater to
approximately 200 occasional user clients.
Network Video offers three tape forinats to
their club clients; album oriented rock
(AOR), the more popular Top 40/dance
format, and ambient (“video wallpaper™). So
far some of the videos theyv've programmed
have been by Pursuit of Happiness, Grapes of
Wrath, and an independent soul/dance band
called Tantara. “We can’t pay the indepen-
dent bands copyright,” savs Troke. “But we
can offer them national exposure.” This is es-
pecially encouraging for dance oriented
bands, who often have a tough time gaining
airplay since so few radio stations have dance
formats. Of course, they have to sink some

dollars into making a video as well as a
recording, but that doesn’t necessarily mean
spending a fortune. “Tantara’s video,” notes
Network production and programming con-
sultant, David McNally, “looked good but was
shot for under $2,500.”

Indies Welcome

Most video pools are very open to receiv-
ing independently produced videos, “but the
quality must be good,” notes Terry Debono,
President of Rock Canada Network. “We
need one inch masters, and the video has to
be as ciose to the audio form of the recording
as possible. DJs are very strict about what
they play.” Debono also notes the importance
of timing, “Two to three weeks after being re-
leased is the maximum time we can wait to
receive videos.” Because of the constant de-
mand for fresh material and VLA rules, tapes
usually stay with the clubs for a limit of three
months and then they are returned to the
pool where they are destroved.

Debono admits Rock Network receives
most of their videos from major record
companies, but often they have to look for
material” outside. Pools are not subject to
CRTC regulations, but Debono maintains his
company presents a fair split of Canadian and
foreign artists.”

PRIVATE LESSONS

Study with Jaco Pastorivs, Rik Emmet, Tommy Aldridge & other Pros.
Over 70 different Music Instruction Videos, from Bluegrass to Heavy
Metal, Banjo to Synth, for beginners on up.

AVAILABLE AT

YOUR LOCAL MUSIC STORE

Free catalogue:

VASHBLRN

Rumark Video, Box 8, Stn. S, R

Toronto, ON M5M 4L6

*Trademan of Rumark Video inc

What A Great Guitar Should Be

Ask Your Dealer About
Stephen’s Extended Cutaway

By )():E.\L SHWKED

Boosey & Hawkes (Canada) Lid.
279 Yorkland Boulevard.
Willowdale. Ontario. M2J 157
Tel.: (416) 491-1900
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LET US PUT
YOUR NAME

ON THE
COVER OF

CANADIAN

Subscribe to Canada’s only magazine for
musicians and we’ll put your name on the cover
of each and every issue...delivered right to your
door.

Every issue of Canadian Musician provides you with
a full lineup of information on the complete process of
making and marketing your music. From the latest in
products, to trends in business, to the actual people
making the music.

In Canadian Musician, the players do the talking.
We employ the expertise of Canada’s foremost
authorities on  guitar, keyboards, bass,
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percussion, vocals, MIDI, songwriting, and
recording, to provide you with an insider’s view of
the Canadian music scene.

You get all of this information for only $14.00 a year,
so fill out the attached coupon and send it to us with
your payment, or phone (416) 485-8284 and charge it
to your VISA, Mastercard or American Express.

After all, nothing matters like the future of your
music. Make an investment in tomorrow by
subscribing to Canadian Musician today! And who
knows, maybe someday...
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Trusted for unsurpassed pick-up and delivery. World-wide!

tc electronics (canada) Itd. Branch Office

87 Brunswick Boulevard 964 Westport Crescent
Dollard des Ormeaux Unit §

Québec HIB 2/s Mississauga. Ontario LST 153
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b Tira 0'Connor

espite all the hyperbole about how

lives have been changed by a

Springsteen anthem or a Dylan
epic, music is just another form of entertain-
ment when you get right down to it. Some im-
portant things have been said in songs like
“Won't Get Fooled Again” or “Revolution,”
but most modern music generally comes
down to hoy wants girl, usually in fishnet
stockings.

So when things that really do matter -- like
death -- thrust themselves upon a songwriter,
writing a tune seems incredibly insignificant.

Thus, in 1982 after Downchild pianist Jane
Vasey died of leukemia, leader Donny Walsh
found that he just couldn’t put pen to paper
anymore. The combination of Vasey’s death
and Walsh's writing block became too much;
the Toronto band that had become one of
North America’s premier blues acts since
1970 ground to a halt. Singer Tony Flaim
went solo and Walsh, who had lived with
Vasey, ran fishing charters on Lake Ontario.

The band eventually drifted back together
and played sporadically, but the spark was
gone. In a recent interview, Walsh said “]
knew I couldn't write, but [ wasn’t really sure
why. But you watch this happen to somebody
and all your priorities change. Values and
things become really different.”

Flaim notices Walsh is starting to fumble
for words and jumps in: “It’s hard to get peo-
ple together and do something positive when
something like that happens. How do you go
around and say ‘Guys, I got this tune and 1
think it's great.’ Like who fucking cares?”

But the band started to regain its old spark

Downchild’s Still In Business

-

when slide guitarist Mike McKenna joined
about three years ago. McKenna, whom
Walsh compares to Elmore James as a stylist,
played with the nifty McKenna Mendelson
Mainline in early "70s.

Flaim rejoined a year later and “the last
piece in the puzzle” was the addition of Gene
Taylor last fall. The Texas native is one of
North America’s top blues pianists, having
played with T-Bone Walker and the Blasters.
His desire to join Downchild said a lot about
Walsh's stature in the blues community.

Taylor rounded out an outfit that included
veteran Downchild bassist Dennis Pinhorn,
tenor saxophonist Pat Carey and trumpet
player Boh Heslin. Drummer Marty Vickers
joined shortly before Christmas.

“As the band started becoming a band
again,” Flaim said, “and when it started being
fun for Donny, I noticed the songs started to
come to him again. As soon as he got happy,
you couldn’t stop him.”

Having secured a record deal with Stony
Plain, Downchild went into Toronto’s Round
Sound studios with Walsh and engineer
Danny Sustar handling the production. The
result is the appropriately titled It's Been So
Long, a sweet slice of blues that’s big on soul-
stirring melody and shuffling rhythm. The
horns give it big-band sparkle and
McKenna’s guitar adds muscle, while Walsh
contributes his rough-and-ready harmonica.

Walsh contends the record is the best
Downchild album yet, mainly because “it's &
band album. One of my main goals was to let
the guys in the band have more input because
I was producing it.”

e e g,

Tony Flaim (left), Donnie Walsh

As the producer, Walsh said he was also far
more confident that he’d get the record and
the performances he wanted. “We used to
have producers from outside the band who
would feel obligations to the band and to the
record company. Tony would he in the studio
singing awful and the producer would make
him stay at it until he got it right. Well, you
don't get it right that way. You go home and
come back tomorrow..and then in one take
the next day, ‘Boom!".”

Flaim said Walsh's production style made
working on the LP a lot of fun, and it allowed
the group’s sides to co-exist. “With this band,
you've got a muscle element with Donny,
Gene and myself and then vou got the tenor
sax guy who's got a music degree and a bass
player who's got all kinds of chops. So we got
this slick side and the muscle side. But as far
as soul is concerned, none of these guys can
be beat.”

That Walsh let the players have plenty of
sav in the studio might surprise some folks,
considering Walsh's reputation as a no-non-
sense leader. Nearly 70 musicians have
trooped through the group, most of them dis-
missed because of unreliability, including
Walsh's brother Richard. Flaim said. “You al-
ways have to have a guy who says ‘Get in the
van. We're going now.’ But there's never been
anybody in this band who couldn't get their
opinion across.”

“The way this band is set up,” Walsh said,
“is that when it comes down to 'Are we are
going to do it this way or that way,” [ make the
decision. And we get it done.”
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PAUL YOUNG DOESN'T
ENDORSE BEYER MICS.

Paul Young shown using the Beyer MCE 81 Tourgroup Series mic.

HE USES THEM.

Paul Young's singing achieves a rare blend of classic soulfulness and modern energy. Matched to an explosive and
unusually mobile stage presence, this exciting combination has won the hearts of fans and critics all over the world.
Young's passion for excellence on stage places unusual demands on his microphone. That’s why he depends on

Beyer Tourgroup Series mics. Their unmatched accuracy and transparent natural sound bring out the subtle
nuances that form the distinctive character of his sound like no other mics could. And their solid, road-proof
construction withstands any kind of punishment.
If performance means more to you than “endorsements,” as it does to Paul, choose Beyer.

| TourGroup beyerdynamic)))}

4190 Seré Street /| SAINT-LAURENT, Québec /| H4T 1A6
Tel. (514) 341 6933 / Facsimile (514) 341 0469




by Julie Thorburn, YideoFACT Program Director
0 you want to be a rock star! Prepare
for a long hard battle. No matter how
difficult you think it’s going to be to
get recognition for your music and to “make”
it in this business - it’s ten times harder! Just
think, if it was easy, everyone would have
platinum records on their livingroom walls,
Fortunately there is some help along the
way. Certain institutions have realized that
the pursuit of musical excellence i1s a noble

one and they are prepared to offer some
assistance. The important kind of help:

money!!!
VideoFACT is one such program. Our
money comes from the MuchMusic/

MusiquePlus Network as part of their
promise of performance. MuchMusic/
MusiquePlus recognizes that a steady supply
of quality Canadian videos is important for
their station’s programming. Three and a half
years ago when they received approval to go
on the air they committed 2.4% of their gross
revenue towards developing Canadian talent.
They decided to put this money to work for
them...helping to produce music videos that
they could broadcast.

Over the past years VideoFACT has
offered awards totalling over $600,000 and
has been involved in the production of 120
music videos. This makes VideoFACT the
single largest body involved with video
production in Canada.

VideoFACT finances music videos in both
english and french, in all musical categories
and in all regions of the country. Our
strongest involvement is with rock/pop music
since that's where the demand is.

VideoFACT acts basically as a financing
body. We can provide an award of up to
$10,000 or half of the production costs for a
music video. Our contribution is an award
which does not have to be repaid.

Who's Eligible?

Anyone is eligible to apply for financing as
long as their project meets basic CRTC
Canadian content criteria. Also, the rights to
the master sound recording and master video
must be owned by a Canadian or a Canadian
company.

The proposal has to be for a new
production.  Since the objective of
VideoFACT is to stimulate the production of
Canadian music videos (not to replace funds
already allocated towards production)
completed music videos will not be
considered for financing.

Record labels will often apply to
VideoFACT on behalf of artists on their
roster but an artist does not have to be

affiliated with a record label to be eligible.
VideoFACT has recognized, over the years,
that the life blood of the industry lies in the
new and developing artists who have yet to
reach the mainstream.  VideoFACT
consistently offers its awards to “unknowns”
and many of these “unknowns” have gone on
to successful careers, both nationally and in-
ternationally. For example, VideoFACT was
involved in the first music videos for The
Box, Jane Siberry, K.D. Lang, Kim Mitchell,
The Jitters and Haywire. More recently
there’s been Andy Cash, Blue Rodeo, Jeff
Healey, Jeffrey Hatcher.

Evaluation

VideoFACT basically acts as a financing body.
The applicant is expected to make all the
creative and production decisions. The Board
will either approve or reject involvement in a
production based on the video proposal. The
Board meets four times a year.

‘ ‘ The better

the application
the better
the chances. ’ ’

It's the Board of Directors of VideoFACT
who decide how the fund is going to be
allocated. The Board is made up of Bernie
Finkelstein from True North Records who is
the Chairman, Doug Bennett from Doug and

the Slugs, Paul-Emile Beauln from
Radiomutual, Pierre Marchand from
MusiquePlus, John Martin and Moses

Znaimer from MuchMusic and Deborah
Samuel, a video director.

Each application is evaluated in terms of
the song and the visual concept.

No one makes a direct presentation to the
Board of Directors so your ideas have to
translate well onto paper. Obviously how you
communicate your ideas can often be as im-
portant as what you are saying.

The Application Form

Every applicant must start with the four page
VideoFACT application form. These forms
are available from the VideoFACT office in

How To Get Money From VideoFACT

Toronto, MusiquePlus in Montreal and
MuchWest in Vancouver.

The application form provides us with
some basic information on your production. It
should be filled out as completely and accu-
rately as possible. The more complete and
well thought out your application, the better
the chance you have for success.

The Song

This 1s the single most important element in
the proposal. A weak song will never make a
good video. Applicants are encouraged to en-
sure that their tape is of satisfactory quality
before submission. Remember that the com-
petition is stiff. Putting your rough demo up
against artists with finished masters puts
your application at a disadvantage. Get your
song together and then think about its video
potential.

Video Concept Information

For our purposes the video concept informa-
tion should break down into three sections -
video synopsis, video treatment and script/
storyboard. The video synopsis should be a
comprehensive capsulated version of the vid-
eo concept. Just a few sentences explaining
what ideas you are going to communicate
with your video and your song.

Information about the technical approach
to the production should be detailed in the
video treatment.

The script should be no longer than five
pages. The best approach is to divide an
81/2" x 11” piece of paper down the middle. Put
the audio cues (lyrics of the song) down the
left hand side of the page and the
corresponding visuals down the nght hand
side.

If you are using an interesting locale it
helps to provide photographs.

Biography

Always include a recent photo of the perform-

er and an up-to-date bio. This helps to put

your request in a human perspective.
Include 3/4” or VHS copies of previously

produced music videos if available.

Deadlines

VideoFACT operates on a deadline system.
There are four deadlines a year and
applications must arrive in the VideoFACT
office by 5:00 EDT on the day of the
deadline. Late applications will not be
processed or reviewed. Board decisions will
be available three weeks after the deadline.
The next deadline for submitting applications
is Monday, May 2, 1988, the next being early
July. For more information, contact
VideoFACT at (416) 596-8696.
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More Music Careers Than Being a Performer

by Paul Steenhuis

he question “How can I get a job in

the music business?” is one of the

most common that we have to deal
with at our school. Generally we find that the
motivation behind such a question ¢omes
from a true interest and appreciation of mu-
sic. The problem facing most peoplq is decid-
ing what kind of education would be the most
appropriate in preparation for their chosen
career.

The performance aspects of the business
enjoy high public visibility and strongly at-
tract those people wanting to expose their tal-
ents. But there are many aspects of the biz
that are less visible and could attract those
people who love music but are not interested
in performing or are not musicians. Finding
out about these areas of the biz is more diffi-
cult.

For anybody wishing to become involved in
the music industry, it is important to have a
broad knowledge of all areas in order to un-
derstand their inter-relationships. Each area
has its own complement of specialists.

The industry is constantly being subjected
to the introduction of new techniques and
processes and the rate at which new hard-
ware shows up almost precludes anyone from
keeping up with current technology. The re-
sult is that for the newcomer there is always
more to learn. One cannot delete the basics
from education but one must add the innova-
tions. This increases the demand on the stu-
dent and makes preparation for entry level to
the job market more difficult each year. How-
ever, as far as the industry is concerned, as
conditions become more advanced the de-
mand for trained individuals increases. The
closer the applicant is to current entry level,
the less time the employer need spend on
training.

Now perhaps we can go back and look at
the opening question, “How can I get a job in
the music business?” The days of walking in
off the street, which is how I got my start, are
over. It is important to identify an area of real
interest and carefully select an education that
bests caters to entry level. The majority of em-
ployers are more inclined to treat applicants
seriously and with consideration if they have
spent time and money in preparation for their
career.

Because facets of the industry are so highly
specialised, it is important to realise that on-
the-job training constitutes a vital part of ex-
perience and you must always be willing to
learn and start at the bottom. No studio man-
ager is going to risk an unproven engineer on

COPYRIGHT
performance rights

mechanical nights

MANAGER

agent
promoter

LIVE SOUND
engineer
Iighting

PERFORMANCE

ACOUSTICS

design
construction

MARKETING
promotion
advertising

a $60,000.00 a year client.

The best preparation in the world will not
get you a job if you are not actively pursuing a
gig. Be positive, pleasantly aggressive. Luck,
being in the right place at the right time and
who you know play a great part in securing a
position in the industry. But if you don’t know
what you're doing or why you're doing it, you
won't last long.

POET
LYRICIST
SONGWRITER
COMPOSER

MUSICIANS

ARTISTS PUBLISHER

INSTRUMENTS
manufacture |
distrnibution
retail

RECORDING

STUDIO VIDEO, TV

PRODUCER

ofchesiration
arrangement

RECORD

COMPANY MANUFACTURER

DISTRIBUTION

CONSUMER

For in depth information about the indus-
try talking to the people who are part of it.

(Paul Steenhuis is the Managing Director of
the Ontario Institute of Audio Recording
Technology in London, Ontario. He has been
active in the music industry as an engineer
and producer for 22 years and active in edu-
cation for 13 years).
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Rheostatics:
A Perverse
Approach

To Success

by Howard Druckman

Imost everything the Rheostatics do

flies in the face of conventional mu-

sic-biz wisdom. They write and per-
form a hybrid of folk. funk, metal, and pop,
going for each song instead of maintaining a
single style. Their gigs are gleefully sloppy
rather than stolidly professional. Thev tour
this behemoth of country with no financial
backing, and actually manage to turn a profit.
They are all four singer/writers, a sure for-

mula for creative implosion. And they write
about the Canadian condition, never a partic-
ularly popular subject.

The Rheostatics are fast becoming Cana-
da’s most popular alternative/indie band,
despite an unintentionally perverse ap-
proach. Thev've gained a reputation on col-
lege radio, played three two-week jaunts a
piece in both Vancouver and Winnipeg in the
past vear, and recently did a live national ra-
dio broadcast of all-new material on CBC'’s
Brave New Waves, out of Montreal.

And of course, there’s their debut album,
Greatest Hits (ho, ho), which extends Cana-
dian traditions from Lightfoot folk to Neil
Young grunge-rock to Max Webster subur-
ban teen pop. The Rheostatics may only refer
to Canada incidentally, but it's always there.

“We didn’t want to make a rough-sounding,
‘alternative’ album.” says guitarist Dave
Bidini. “We wanted to make an accessible re-
cord. There are pop songs on it. If your
grandma can listen to 'Higher and Higher' or
‘Crescent Moon’ and she won't turn off the
stereo or burn the pancakes — that's excel-
lent.”

In fact, Toronto’s CFNY-FM ultimately al-
lowed three album cuts into their regular ro-
tation over a two-month period. But The
Rheostatics’ current foundation is touring.

Their first western jaunt, last summer, was
no picnic. They drove the Bidini family’s Del-
ta 88, hitched up a trailer for gear, slept on
friends’ floors, and sold T-shirts to acquire
ready cash. They also plaved to 700 people
opening for The Dead Milkmen and to 1200
opening for The Hoodoo Gurus. Though the
tour was supposed to support the album, de-
lays kept it from coming out until they were
already back home in Toronto.

“The tour was in support of the T-shirt,”
smiles singer/bassist Tim Vesley. “But we
got a lot more money on the road than we do
in Toronto. Partly because we're something
fresh from out of town, and partly hecause
they take into account that we drove 800
kilometers to get there.”

Though the Delta 88 broke down
irreperably outside of Revelstoke, B.C., and
the band had to rent a car for half the tour,
they made back almost all of the $3500 they'd
sunk into the venture.

Now they're earning enough on the road to
avoid using it, travelling to Vancouver and
Winnipeg by plane, instruments and all. But
their shows can still be pretty chaotic.

After eight vears together, thev're tight
enough to get away with such horseplay. “We
go completely loopy playing live,” says Bidini,
“and our music reflects that.”
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Puncan
Pickups

Hot LIVE WIRE Pickups

for Strat*

Sound: Slightly compressed for a very con
trolled sound at loud volumes, rock & roll
tone, biting. really cuts through in live
groups.

Ciassic LIVE WIRE Pickups
for Strat®

Sound: Smooth, warm classic tone, excel
lent sustain, very quiet, excellent string to
string volume balance

Classic LIVE WIRE
Humbucker

Sound: Warm and full, like a JB Model,
but brighter.

SH-AHI1 Allan Holdsworth™

Sound: Smooth tone - not percussive, lots
of detail. excellent sustain,

SH-PG-1 Pearly Gates™
Humbucker

SH-9 Silverbird™

Sound: " Bell-like™ tone, lots of definition,
bright tone. low end rolloff.

SHKB-1 Hawkbucker™ Bass

Sound: " Piano-like” tone, warm charac-
ter, smooth tone with detail and definition,
excellent transient response for slaps and
pops. punchy high end

FS-1 Full Shred Humbucker
FS-1n (neck); FS-1b (bridge)
Sound: Neck-Throaty, expressive, thick

singing tone; clear and bluesy. Rich
harmonics, excellent midrange.

Sound: Bridge- Strong midrange to cut
through; fat and ‘chunky’. Smooth, rich
harmonics.
Other features: Two rows of adjustable
Allen screw pole pieces to fine tune
brightness.

Output: Moderate Magnet: Alnico V
Wiring: Four conductor

Sound: ZZ Top Texas Blues - raw
humbucker tone. Great sustain. Great
harmonics.
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NO
PATIENCE
REQUIRED

Patience is not necessarily a desirable trait for a musician.
When musical ideas are running through your head you need
equipment that won't slow down the creative process. Make
you wait. While you risk losing a great idea. Or the feel. Or
the moment,

Instead your equipment must perform, document, and help
you produce results. As fast as you can work. As fast as you
can create.

Alesis didn’t invent the drum machine and MIDI sequencer/
recorder. We reinvented them. We think a drum machine

should sound exactly like real drums. And a MIDI sequencer
should be a powerful, flexible computer, yet work as simply
as a multi track recorder.

With the Alesis HR-16 High Sample Rate 16 Bit Digital
Drum Machine and the MMT-8 Multi Track MIDI Recorder
you can work like a musician. Think like a musician. Create
like @ musician. And sound like a great engineer. They'll let
you exercise your musical muscle, instead of your patience.

The drum machine and sequencer have arrived. The real
thing. At last.

e —

ALESIS

LOS ANGELES: Alesis Comp., P.O. Box 3908, Los Angeles, CA 90078
Canadian Distributor:

LONDON: 6, Letchworth Business Center, Avenue One, Letchworth, Hertfordshire SG6 2 HR
P.O. Box 279, Port Coquitlam, B.C. V3C 3V7 ¢ (604) 464-1341 « Toronto (416) 881-7555



PRODUCT REVIEW:

Ear
Iraining
Software

For
The Mac

by Benjamin Russell

hile the Macintosh is the choice
for musicians with its intuitive
interface and a wealth of the best

music software available for any computer, it
has suffered from a dearth of educational
packages. One of the first programs to ad-
dress this situation was an ear training pack-
age called Listen. Recently, version 21 ar-
rived on our doorstep from Resonate (the
publisher). We're pleased to see it supports
MIDL

For music teachers, ear training can be a
real drudge. Picture sitting at a piano playing
intervals, short silly melodies, and chord in-
versions for hours at a time and you begin to
get the idea. It’s no fun for teacher or student
but it’s the repetitious, mind-numbing sort of
thing that computers excel at. Enter Listen.
Users select exercises and levels of difficulty,
the Mac generates examples and plays them
back over the internal speaker, headphones,
or ideally, an external sound system.

Booting the program presents us with
three windows: two are graphic repre-
sentations of a piano keyboard and a guitar
fret-board respectively. The other called
“Progress and Explanation” serves to keep
us informed. The first thing you'll do is load a
“sound”, t.e. one of 25 synthesized timbres
included in the package, which utilize the
Mac’s sound chip. Choosing a sound with
simple harmonic content, such as a flute,
makes doing the exercises a little easier.
More complex timbres contain harmonics
which could be confused with fundamental
pitches; what the user can handle will
obviously depend on his (or her) level.

& File Edit Window Exercise Material

Options Level

ofege Lo g Lo g e Lo

EEP— Piano

Two Note Melody

Guitar
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(_start }{_ Next ] Play the second note. The first is given on the Piano and

o L L L LS O CL LS e Lagagadace s

buitar 3

Screen of Listen 2.1 ear training software for the Mac.

Notes are played by clicking on the
keyboard or guitar strings but it's far more
satisfactory to connect a MIDI keyboard. This
requires an interface. (We know of several
retailing in the neighborhood of $100-150.)
MIDI control is found in the Options menu
and any of the 16 MIDI channels may be
chosen. Patch through is also available so you
could turn off the Mac’s volume and use your
synth or sampler for more realistic sounds,
should you so desire. Once you've made your
selections, simply click on the “Use MIDI”
button and you're in business. A thoughtful
inclusion is the ability to assign keys on the
MIDI keyboard to control program’s
operation. These may then be used instead of
the on screen buttons to start exercises and
SO on.

What are the exercises? They range from
basic recognition of simple intervals to some
very hard stuff. Picking out 13th chords
played on “Tubular Voice” might have been a
piece of cake for Beethoven; the average guy
will have to work his way up to it. But hey,
that's why you'll buy this program isn't it!
Typically, the Mac plays the notes; you
recognize and play them back. Alternatively,
you could choose one of the multiple choice
exercises such as “Interval Naming”. The
computer plays the interval and you press
one of several buttons to choose whether it’s
a minor 3rd, major 7th, etc.

Listen does a great job of graphically
reinforcing the learning process. Let's say
you're doing triads. While the Mac plays 3
notes the cursor changes to an ear. Then it
becomes a pointing finger and you point at

the notes in succession from lowest to
highest. When you click on the notes, the
cursor changes to a happy or sad face
depending on your accuracy. In the
“Progress” window, “?” icons representing
the notes will change to checkmarks or
crosses depending on whether you chose
correctly. If you got it wrong, the computer
plays it again and you have another whack at
it. Either way, it marks up the score for the
current exercise in a bar graph with totals
telling your score.

In practice (pun intended), Listen is a lot of
fun for everyone whether a beginner or
seasoned professional. One reason people are
scared of music is that they don't want to
make mistakes in front of people, whether it
be an audience or even their teacher. The
Mac doesn’t care if you're talented or not.
Just think of it as a game. Do you get
discouraged when you get blown up in
PT109? No, you jump right back in and try to
better your score. It's a challenge and can
easily become an addiction. Listen has
exactly the same effect so beware!

Documentation is excellent. The 86 page
manual is clearly laid out and includes a
glossary of musical and computer terms to
make sure everyone knows the vocabulary.
It’s what you might call very educational...

List price in Canada is $125. Listen is copy
protected but may be installed on a hard disk
using the key disc method. For more
information contact Resonate: PO Box 996,
Menlo Park, CA 94026, USA, or in Canada,
MusicWare: 1166 Eglinton Ave. West,
Toronto, M6C 2E3.
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Apple Introduces The

Apple MIDI Interface

A Apple MIDI Interface, its first prod-
uct specifically designed for the mu-

sic market, offering musicians, music educa-
tors and hobbyists a low-cost. high-quality
Apple-labeled product.

The Apple MIDI Interface for the Apple
IIGS and Macintosh family of personal com-
puters has one MIDI In-plug and one MIDI
Out-plug, making it suitable for a broad range
of musical applications.

“The Apple MIDI Interface demonstrates
our interest in and commitment to the music
market,” said John Boyle, Product Marketing
Manager. Apple Canada. “MIDI and comput-
er technology have sparked a revolution in
the music industry, changing the way music
is created. This technology provides musi-
cians with much greater creative control over
their music than has ever been available be-
fore. It is not something that will turn a be-
ginner into an advanced player, but it will al-
low musicians, at no matter what level, to get
the most out of their music.”

The Apple MIDI Interface measures three

pple Canada Inc. has introduced the

inches long by two inches wide and one and
one % inches deep. It connects to one of the
computer’s two serial ports via Apple’s stand-
ard circular eight connecotr. MIDI instru-
ments are connected to the interface via two
five-pin standard MIDI cables.

For more information, contact: Apple Can-
ada, 7495 Birchmount Rd., Markham, ON
3R 5G2 (416) 477-5800.

New Versions Of
Performer and
Composer Software

Debut
inter NAMM and MacWorld Expo
served as the stage for the intro-
duction of Mark of the Unicorn’s
newest Professional Composer and Perform-
er software programs for the Apple Macin-
tosh line of computers and the Apple MIDI
interface.
The new Version 2.2 of the Professinal
Composer score notation software includes
several music printing advances. To Compos-

er's support of Adobe’s Sonata laser-font,
Version 2.2 adds enharmonic transposition,
slanted beams, text utilities and greater con-
trol over the placement of articulations, dy-
namics, ornaments and page formatting.

Version 2.3 of the Performer sequencer
software improves many of the program's ad-
vanced features and adds Mac Il compatibili-
tv. Programmable tempo changes, indepen-
dent track looping and multiple meters all
run 60% to 80% faster than previous ver-
sions, while Performer continues to support
32 MIDI channels and synchronization to
SMPTE.

According to John Mavraides of MOTU,
“The response from our bheta-testers has
been very enthusiastic. Many of them have
told me that the new releases have reaf-
firmed Mark of the Unicorn’s high-end repu-
tation in the professional music software
community.”

The version 2.2 and 2.3 updates to Profes-
sional Composer and Performer respectively
will be mailed to all registered users free of
charge. Users who have purchased earlier
versions of either package can send in their
registration card to receive the free update.

For more information, contact: Musicware
Distributors, 1573 Eglinton Ave. W, #3, To-
ronto ON M6E 2G9 (416) 785-3311.

MIDI

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 Passpor® produces high quality music

software for professionals, amateurs and
music educators. Our complete line of
products includes MIDI sequencers,
muslic printing software, synth editing
software and MIDI Interfaces.

Passport has music software and MIDI
Interfaces for the Macintosh, Atarl ST,
IBM pc, Apple //e, llc, IGS, Commodore
64, 128, and Laser 128 computers.

"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
currently available.”  Jim Burgess, Music Technology, July 1987

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

! for a reliable sequencer that offers more features.The more | use this
‘ program, the more | like it. Once you've played with graphic modulation PASSPORT DESIGNS, INC.
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‘ Half Moon Bay, California USA 94019
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by Benjamin Russell

ive sound is a tricky business. In the

studio, instruments and vocals may
be isolated, most often recorded sep-
arately. To capture a live performance, tech-
nical concessions must be made, chances
must be taken, and there’s always an element
of danger. After all, we're talking about live
rock 'n’ roll music here!

Normally, there are two distinct facets of
live sound: the house mix for the audience,
and the monitor mix for the band. Often
these bear little resemblance and members
of the band may each have their own monitor
mix emphasizing different aspects of the mu-
sic.

Add a third element, namely recording the
live performance, and the complexity deep-
ens. To understand the triumphs and tribula-
tions of such a situation, we checked out Luba
at Montreal’s Metropolis Club, a show which
was recently recorded for posterity and a
CBC television special. Later we spoke to the
band’s musical director, drummer Peter
Marunczak.

Peter: “My role is just making sure that
everything sounds OK in the final mixdown
and that’s basically it. I didn't actually con-
cern myself much with the 24-track record-
ing. We had already done something with
Marcel Gouin, the engineer, at the Spectrum
so he kind of knew what to expect.

“On the main system, we had 40 inputs
which we had to bring down to 24. Everything
goes 1o tape dry and we add in reverb and
stuff like that later. You're kind of limited to
what you can do, and we had to take that into
consideration, so we mixed the keyboards
down to stereo; the toms and Simmons all go
on a stereo mix. When you come to the
mixdown, you really don't have the liberty or
the amount of inputs that you'd like to have to
separate everything properly, but you try to
overcome it. With ‘When a Man Loves a
Woman,” we had that problem, but through
the modern wonders of gating and stuff like
that we were able to eliminate a lot of the
leakage in the mics. ‘When a Man Loves a
Woman’ sounded pretty cool, so it should be
OK.”

Were there any problems or conflicts be-
tween what the monitors, house, and 24-track
mixes were doing? “Yeah, there was a lot of
that stuff going on. All the mics on stage pick
up what's coming out of the monitors so there
are a lot of leakage problems.”

Was there anything different in the sound
the audience heard as a result of it being

taped for TV? “Metropolis is a great club, but
the only way to get really good sound is if you
fly the system. The flying points they have
wer. being used for lights. That was a major
concern because we had to move the PA. 20
feet away from the stage toward the audi-
ence, so the PA. was almost in the middle of
the room. That wasn’t very good. I heard
from other people that it sounded really good
40 feet out in the middle of the room, bhut
when you went out on top it kind of got weak.
In a way it was a concession to TV, but in
another way it wasn't because we really
didn’t have time to go in there before the
show and put in a flying system.

“As far as the show was concerned, you
could put us in a bathroom and we’d perform
the same way. | liked the club a lot; it's a
good-looking place, it's got a lot of mystique
to it, but then there are other little draw-
backs. On stage, for instance, | think the ceil-
ing goes up 60 feet or something, so that’s
kind of weird where again, the only way you'd

Gapturing Luba Live for CBC Special

Luba

be able to get a good monitoring sound on
stage would be to fly the monitors on both
sides. That would help, but it costs a lot of
money to rig a system like that.”

Monitors proved to be a major hurdle for
the band as they found it hard to hear them-
selves and there was enough feedback in
some songs to make it necessary to reshoot
them at the end of the evening. We asked Pe-
ter for details. “It's not the company’s fault,
it's not the person behind the board, it’s the
venue, that stage, because the ceiling was so
high. With the monitors pointing up into that
60 foot tunnel, there was a problem. It was
just sucking up the sound.

“Unfortunately the person we had at |

the show wasn't familiar with the music, was
French, and there was a little bit of a
communication problem. Not that ['m
blaming him because he was French, but |
can’'t communicate that kind of technical stuff
in French — it's hard enough for me in
English!”
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New MOSFET Power

Amps
he PPX Series of MOSFET Power
Amplifiers was designed for profes-
sional applications.

The introduction of two new models, first
the PPX1200 and now the PPX1600, extends
the current range (PPX300, PPX450 and
PPX900) to give the user greater flexibility in
choosing the right output power for each ap-
plication. The clean power outputs of both
PPX1200 and PPX1600 were designed for to-
day’s demanding low frequency applications.

With the introduction of these two models
comes two product enhancements which
have also been incorporated across the PPX
Series.

The use of an active-sensing circuit with an
enhanced DC protection facility activates the
crowbar device immediately violation of out-
put DC level occurs.

Improved DC offset at output reduces the
maximum DC offset to only 6uV on all ma-
chines.

For more information, contact: Gould Mar-
keting, 6445 Cote de Liesse, Montreal. PQ
HAT 1E5 (514) 342-4441, FAX (514) 342-5597

=

New Samson Stage 2 Series Wireless System

amson breaks new ground in the

wireless marketplace with the intro-

duction of the Stage 2 Series wireless
svstem. Priced for entry level users (svstem
to start at $429 suggested list). Stage 2 is
unique in that it offers high-quality dbx noise
reduction, a first in its class.

Wireless is limited by strict FCC guide-
lines which regulate narrow bandwidths,
curbing potential quality. Samson's innova-
tions with dbx provide wider frequency
range, increased dynamics, and low noise.
These systems are free of the “pumping” and
“breathing” characteristics of tvpical wire-

Ve

less. |

Stage 2 is a full line including systems for |
instruments, handheld microphones, and
lavaliers. Among the name brand microphone
options are the new Sony ECM144 lavalier ’
and the AKG C410 headset mics. In all there ]
are four lavs and six handhelds. |

It is expected the introduction of Stage 2
will substantially widen wireless markets by |
making it atfordable to everyone.

For more information. contact:
Omnimedia. 9653 Cote de Liesse. Dorval, PQ
H9P 1A3 (514) 636-9971.
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That’s what BK 32 owners tell us
about these remarkable EV mixers.

Value. It’s what sets the Electro-Voice BK 32
Series apart from the competition. Here’s what users
are already saying about our first model, the
BK-1632—and what they’ll soon be saying about our
new 8-, 12-, and 24-channel models:

“I am amazed at the features that are offered on
a relatively inexpensive mixer.”

—Glen Rapoza, Manteca, CA.

“I value the price-quality ratio. Looked at many
other brands. I feel this is the best value.”
—Livonia Assembly of God, Livonia, MI.

“I think the BK-1632 is a real hot board. It is
built very well. It is a great unit for all our
applications. It has great control and versatility."”
—Steve Marino, Lake Elsinore, CA.

“For the price it couldn’t be beat.”
—Merv Myera, Garnders, PA.

“This baby is beautiful!”

—Ronnie T. Fellela, Barrington, RI.

“It's an excellent board for a very good price.”
—Brian Dawson, Midland, MI.

These enthusiastic user comments tell us we
chose the features that are important to working
musicians, and you'll find them all in the other three
BK 32 boards, our 8-, 12-, and 24-channel models.

Drop in on your EV dealer, today, and see for
yourself why the members of our BK 32 Series are
the new value leaders in portable mixers.

Elecholoice

a MARK IV company l

Electro-Voice, Inc.
600 Cecil St.
Buchanan, MI 49107

In Canada: Electro-Voice Div.
Gulton Industries (Canada) Ltd.
P.0O. Box 520, Gananoque, Ontario K7G2V1



hen Johnnie Dee regained
w conciousness, lying behind the
car that only moments before

he had stood in front of, the first thing
he thought of was his face. “I know it
sounds crazy, man,” he confesses, “but when
I woke up and saw all those people standing
around me the first thing I did was reach up
and ask: ‘My face? How's my face?” ” Of
course, once he caught a glimpse of the con-
torted mess that used to be his left leg,
all thoughts of facial disfigurement floated
mercifully away.

December wasnt a particularly good
month for Johnnie. The accident in LA. (on
the 13th as it happens) was bad enough to set
an already protracted Honeymoon Suite re-
cording schedule back several weeks, but
while spending Christmas in a Toronto hospi-
tal bed, his parents’ Niagara Falls home burnt
down. Ho Ho Ho.

Ultimately the release of Racing After Mid-
night, Honeymoon Suite’s third album, was
only delayed by about a month, but its re-
cording had already taken twice as long (and
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cost at least twice as much) as either of their
previous efforts.

The new LP is considered a revamping of
the already familiar (and popular -- both pre-
vious albums sold double platinum) HS
sound. Where in the past the band relied
heavily on pop hooks underscored by an al-
most too subtle threat of metal meltdown,
now the band, under the tutelage of producer
extraordinaire Ted Templeman (Van Halen,
David Lee Roth) has put its guitars upfront
and left all Suiteness behind.

Drummer Dave Betts attributes the al-
bum's “rawer sound” to an attempt at captur-
ing the maturing sound of HS after more than
a vear of touring. You can’t play night after
night with bands like Heart, ZZ Top and Jour-
ney without picking up a thing or two.

The choice of Templeman, says Betts, was
a simple one. First, the band had worked with
the producer while recording the title song
for the Lethal Weapon soundtrack. Secondly,
the band’s previous producer, Bruce
Fairbairn, who'd gone on to worldwide fame
for his work on Bon Jovi's monster hit Siip-

pery When Wet. was tied up in the studio
with Aerosmith. Lastly, but not least, was
Templeman’s position at Warner Brothers,
HS's US. label.

“He's a vice president [for A&R] at Warner
Bros.,” Betts explains, “and that gets a little
more excitement from the Warner Bros. peo-
ple down in Los Angeles. We thought that
would help us in the long run -- getting more
support from the field staff and evervone in-
volved with the company.” Keeping the U.S.
label excited has been a priority for HS ever
since Prendergast commandeered an office
in Warner's Burbank headquarters two years
ago.

Betts savs, “It's a little difficult for
a Canadian act to get quite as much recogni-
tion from the Burbank office as Van Halen, or
Madonna or ZZ Top. These are all guys on
their roster, and then they've got Honeymoon
Suite -- the Canadian guvs. ‘Oh yeah,” he
adds, imitating the indifferent voice of a jaded
American publicist, ““They’re nice guys. We
like 'em.” HS knew that nice guys finish last.

Another factor that went into choosing
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Nady 101 and 201 VHF Wireless Systems.
Dynamic Range: 120 dB.
Price Range: from $425.

At $425 for a 101 GT, and $595 for a Nady 201 GT
diversity system, wireless is suddenly very
affordable.

But we would be the last to have you choose a
wireless system by price alone. Don't do it that way.

Instead, look at the specifications, especially
Dynamic Range — 120 dB for Nady 101 and 201
VHF Systems. That's 15 dB better than the closest
competitor, for the best signal-to-noise ratio in the
business.

Better vyet, listen carefully to a Nady 101 or
201 against the competition. In a side-by-side
comparison, no other wireless sounds as good —
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overload distortion. At 10 feet, or 200 feet. With no
dropouts.

That’s the reason 9 out of 10 superstars choose
Nady Wireless.
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Quebec, Canada HA4T 1A7
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Templeman as producer was his fee. “Ted,”
according to Betts, “doesn’t charge as a pro-
ducer.” As in-house producer exclusively
working for Warners' acts, Templeman didn't
figure into a budget that would have been as-
tronomical considering the cost of studio
time in L.A.

A chicken-or-egg question arises, though,
over wha decided that Racing After Midnight
would veer off into a harder direction than
HS had travelled in the past. Did they just fall
in behind the lead of their producer, or did
they pick a producer who could deliver them
a new sound?

Receiving co-production credit on the al-
bum is former Van  Halen/Bruce
Springsteen/Robert  Cray engineer Jeff
Hendrickson, who'd worked previously with
Templeman and had been nominated for a
Grammy for David Lee Roth's Crazy From
The Heat. Hendrickson, speaking from L.A,,
explained how everyone seemed to come to
the same conclusion about the band at the
same time: “Seeing how they played in the
studio [during the Lethal Weapon sessions]
and then listening to how they sounded on
their albums, it was like two different bands.
They had that soft side to them. [ went up to
Toronto, to that place called Wonderland, and
I saw a completely different thing than I had
heard on record. “What Henderickson ob-
served was guitarist Derry Grehan's domi-

nance on stage. “I think everyone wanted to
get more of that across,” Henderickson says.
“Derry's guitar was a real focal point when
we saw them live.” It was a conclusion that
everyone had silently come to on their own.
Since the departure of original keyboardist
Ray Coburn in October ‘86, HS's sound had
taken a decidedly harder edge. Coburn’s re-
placement by keyboard whiz, ex-Spoon Rob
Preuss, only served to further push Grehan
to the forefront as the newest member and he
concentrated on integrating himself into the
act. Preuss’ forte has supplemented the
sound of the band, rather than overwhelm it.

“From the start,” according to Grehan, “we
wanted to do a rock 'n’ roll record where the
songs revolved around the guitar riffs.” To
that end Honeymoon Suite has set its sights
on matching the success of the bands they've
toured with, rather than cruising alongside
their nearest Canadian “competition,” the
pop-oriented Glass Tiger.

Certainly, however, for those uninitiated in
HS’s past or those who wax nostalgic for their
former, softer sound, it would appear that the
band fell under the spell of a producer intent
on making a personal statement at the ex-
pense of the group’s established sound. With
a slight mix of both consternation and resig-
nation in his voice, Betts agrees that the
production on this album is dramatically
different enough from their past work to
warrant questions. Questions about whether
the band was bullied into the heavier sound
by a domineering producer, chosen more for
his position with the label than his affinity to

the group’s sound: “Yeah, it's [Ted's] record,
but when you're working with someone like
that who's successful, you can fight and you
can say, ‘We like this or we don't like that, or
whatever, but you've got to give this guy the
benefit of the doubt. It’s still a Honeymoon
Suite album regardless who does it and be-
cause of that we're happy about the way it
came out. But you're right. It's Ted's record,
but I don't think he’s changed the band too
drastically.”

The main quality that Templeman brought
to the album, according to the participants,
wasn't a propensity for heavier sounds but a
devotion to the quality of the songs them-
selves. “The difference between Ted and a
Canadian producer,” says Betts, “is that the
Canadian guys are more concerned with how
good the drum sound is. Ted's more con-
cerned about the song.” And this comes from
a drummer.

As principal songwriter, Grehan found
Templeman to be the “pickiest” producer
he'd worked with, particularly about lyrics
and songs. “But I'm glad he was like that,”
the guitarist adds, “because he kicked our
asses. He taught me about concentrating on
what, you're saying in the songs.”

Certainly the most glaring evidence of
Templeman's desire to finely craft the lyrical
content of a song along with the overall sound
of the piece is on “Long Way Back.” The lyr-
ics are by Doobie Brother Michael McDonald
who also contributes background vocals. He
was called in after repeated efforts by Grehan
and Dee to come up with something other
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than what the guitarist characterizes as
“dumb boy/gir! lyrics.”

The song is about a rape victim trying to
strive for “normalcy” from the point of view
of someone with a deep and sincere social
consciousness. Not to say that Johnnie Dee is
uncaring to the plight of the abused, but it isa
little jarring hearing him sing a line that must
have come out much easier for McDonald: “I
could have been a billionaire out in the pri-
vate sector/ Still I chose to protect the rights
of the innocent ones.” Dee concedes that, “It
was hard for me to pick up what he was talk-
ing about at first.”

Betts offers, “They tried and tried and
tried and tried and finally Ted said: Let me
send it to Michael. When you've got so many
people down there telling you how great
something is, what are you going to do? We're
not big enough yet to say: Fuck you. So in the
end we've got a Doobie Brothers song with
Johnnie singing.”

But it's not the lyrical content of the album
that will ultimately illustrate the new direc-
tion for HS, it's the guitar. To emphasize a
more basic sound the producers decided to
adhere to the fundamentals of rock recording
instead of experimenting with new machin-
ery. Co-producer Henerickson sees it as an
effort not to sound “too slick.” “Technology.”
he explains, “has really stayed the same for
the last five years, in my opinion. Something

This Space Available.

he position behind the console is achieved
through years of hard work, dedication
and planning. The Recording Arts Program
of Canada helps by providing students with an
opportunity to learn and work in state of the art
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might be quieter, or sound a little different,
but it’s really still the same.... Most things out
now have either tons of gated reverb or tons
of sampled drums. There's such a variety of
tricks vou can put on something but we
wanted to sound like the band, not something
they couldn’t reproduce live. So we didn't go
for the real, real glitter. With the few addi-
tions of reverbs and delays and maybe a chor-
us or harmonizer here and there, we didn’t go
for the big glitz.”

As the central figure on Racing After Mid-
night, Grehan explains his studio set-up: “All
of our equipment was stolen a year or so ago,
so during the course of the album I was buy-
ing up all new stuff. The main thing I picked
up was a new rack along with a pedal board
called the Bradshaw Box [made in L.A. by
Bob Bradshaw]. It's well thought out, really
clean and quiet. It cost a lot of money, but for
the longest time I've been throwing things to-
gether myself, just using a piece of wood and
sticking some pedals on it. I'd get in front of a
lot of people in some shows and it would just
cut out -- you know, the guitar player’s night-
mare. I just got so sick of that that I decided
to go out and invest in a good system that’s
going to last me,

“I ended up spending between $5,000 -
$10,000 for the rack, pedal board and new
amps. | went back to Marshall and when I get
out on the road I'll be using three Marshall
stacks, but not all the cabinets. It's important
for a musician to have the sound. The most
important thing for me is for my gear to work
good and sound good, and it helps if it looks
good, too.

“For guitars I'm using Kramers, mostly.
have a thing going with them. And I'm also
using Lados, too, which are made in Toronto.
For the record I used mostly two Kramer gui-
tars: one for all the rhythm tracks and anoth-
er for all the lead tracks.

“For the rhythm I used a Pacer. It’s a three
pick-up guitar with a rosewood fretboard. 1
found it had a really full, thick sound which I
kind of vary from track to track. I find when |
get to the studio and I get comfortable with
one guitar | like to use it the whole way
through rather than switching. Everytime
you pick up another guitar you've got to
spend another two hours trying to EQ it and
get it just right. They all sound so different
even if they're identical makes.

“For the leads I got a Baretta, took it apart,
modified it a bit. and put it back together. It’s
got a really good sound on it for lead. For re-
cording the rhythm tracks I used an old Mar-
shall 50-watt top that was just a bit juiced up
and a couple of vintage Marshall bottoms. For
the leads we used all new stuff.”

After the guitar, the most prevalent sound
on Racing After Midnight is Johnnie Dee’s
voice. It's a richer, fuller, more confident in-
strument than has appeared on any of Dee’s
previous work. The singer attributes its im-
provement to Templeman’s studio strategy:
“Ever since we worked with him [on “Lethal
Weapon”] he’d be praising my vocals like cra-
zy. | know that sounds egotistical for me to be
saying that, and I'm not an ego guy, but when
your producer listens to what you're singing



YOU GET A LOT FOR A SONG!

ost new songwriters start out on “the street.” That's where the ar-

tists pictured here got their start. They know, first hand, how diffi
cult it can be to 'break’ their unique brand of music. They've chosen mem-
bership with CAPAC — Canada's senior performing rights organization.
We've been helping songwriters, composers, lyricists and music publishers
for well over 60 years.

Our main job is to administer performing rights for our 18,000 members.
But there's more to it than that — informal advice for newcomers; grants to
help writers put demos together; regular informatiopal seminars; The
Canadian Composer Magazine to provide news, information.and promotion
for members; an active vigourous voice for composers in legislative circles.

Find out how we can help you. Call, write or visit any of our dc}\u(ntown
offices; in Toronto, contact Roy Windhager; in Vancouver, contact Don

Osborn; in Montreal, contact Suzanne Munger. Count on us!

L < s. Authors & Publ Association of Canada

Setving Canada's [|Hl creative musical community

1240 Bay Street.
Toronto, Ont., M5R 2C2
(416) 924-4427

FAX: (416) 924-4837

1245 ouest, rue Sherbrooke,
bureau 1470,

Montreal, P.Q. H3G 1G2
(514) 288-4755

FAX: (514) 288-0828

1155 Robson Street, Suite 703
Vancouver, B.C. V6E 1B9
(604) 689-8871

FAX: (604) 688-1142
TRIUMPH
\World Radio Histol

“:
|
i

GLASS TIGER




£

iSAV[I]

‘ P Macintosh™

Y
L for music!
TECHNDLOGY

f—

When nothing else

is good enough...

Choosing the right computer for vour MIDI music
system is no casy task. Making the wrong choice is
costly and time consuming. At Saved By Technolo-
gy™, we've been putting together professional com-
puter-based music production systems for Canada's
top performers and composers for years. What do
all of them have in common? A Macintosh™ com-
puter! So before you settle for a "me 100" computer
from someone else. get the whole story. Visit Saved
By Technology for a complete demonstration of
Macintosh music power in action. After all, you owe
it to yourself and your musical carcer 1o see the
true “"state-of-the-art™: the Apple Macintosh. Chane-
es are you'll wonder why you waited so long...

When you need more than a music store...

Saved By Technology™

10 Breadalbane Street, Toronto. Ontario M4Y 1C3

« (416) 928-5995

saved By Technology is o tadenirk of Saved By Technology Tne
Apple and Macntosh are registered inidemurks of Apple Computer ne

Authorized Dealer

38 CANADIAN MUSICIAN

HONEYNMOOMN
SUITE

and likes what you do (even if he doesn't and
he just says it), then he gives you the confi-
dence to explore things fuller.

“There were a lot of times in the past when
I'd get behind the mic and be nervous, and
you can't have that on a record. Guys like Bil-
ly Idol can do all that stuff with their voices
because they're free to do whatever, and it
comes across that way.”

Ultimately the public will decide how suc-
cessful Honeymoon Suite’s change in direc-
tion will be. With the current popularity of
heavy metal acts on the charts (Bon Jovi,
Whitesnake) it would seem a logical progres-
sion for a band that flirted with metal in the
past. But Hendrickson points out: “You can't
use what’s out there as a barometer because
it might change tomorrow.”

For Johnnie Dee, who'll be carrying a 10-
inch pin in his left leg for the next year or so,
this is a pivotal record for HS, but not a
make-or-break one. Not so for drummer
Betts: “Third albums are always the most dif-
ficult. They're the ‘break’ record. You do the
first album and it’s: That’s cute, that's fife.
You do the second one and it's: Well, maybe
they do have some potential, but it didn't do
as well as we thought. It's the third one.
Think of any Canadian band on their third al-
bum, from Platinum Blonde to the Parachute
Club. It's the big thing.”

For Grehan though, Racing After Midnight
is another learning experience along the road
for Honeymoon Suite. He sees the last few
years as a growth period for the band, high-
lighted by their emerging confidence as a live
act. The change in the band seems a perfectly
natural one for him: “[ guess we were just in-
fluenced by all these bands we've toured
with; ZZ Top, and Heart and Journey.

“After playing arenas night after night, see-
ing the kids and just living the whole experi-
ence, [ think you get a feel for the kind of rock
'n’ roll that really excites them. Night after
night we'd do our opening set and I'd go out
and watch those other bands, and [ think I
spent a lot of time watching the audience, too,
and what got these kids off. I suppose we
were influenced by that.”

As for lessons learned, it's unlikely that
Honeymoon Suite will go into a studio again
with as little finished material as they did this
time. While working with a producer like
Templeman undoubtedly means much will be
changed during the course of recording, stu-
dio time is too precious of a commodity to be
spent on experimenting with and fine tuning
a song. Even with a bigger budget and strong
label support, Grehan says next time things
will be  different. “In retrospect,” he
concludes, “It's a lot better that we took our
time with it because we went in with a lot of
unfinished songs that were almost there --
just like we'd done with other albums.” For
the next album, though, there’ll be fewer
loose ends going in, and fewer questions
about who's really in charge by the time it
gets out. O



“ALL TOO OFTEN, ON THIS TOUR,

PEOPLE HAVE ASKED ME WHAT TYPE
OF SAMPLER WE ARE USING TO
REPRODUCE THE BACKING VOCALS
IN THE SHOW. THEY ARE A LITTLE
STARTLED WHEN I TELL THEM WE
ARE NOT USING SAMPLERS; WE'RE

\ . USING ELECTRO-VOICE N/DYM"

= MICROPHONES"

— Robert Scovill

»&[&M» Sound Engineer, Det Leppard
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There’s not much we'd care to add to

Robert Scovill's commentary on N/DYM
microphones. He tried N/DYM micro- . @ @
phones with Def Leppard. several months P

e

~

ago, and became an instant convert to o

the benetits of N/DYM technology.

Ever since, Def Leppard has made
extensive use of N/DYM mics. Phil Collen
and Steve Clark use N/D408s on guitar;
drummer Rick Allen uses an N/D408 on
cowbell and overheads: and N/D757s are
used for background vocals. .

A number of sound engineers for other
superstar groups are discovering what
N/DYM microphones can do for them.
Isn't it about time you gave N/DYM tech-
nology a try? ‘

For more information call or write Electro-Voice,
Inc.. 600 Cecil Street. Buchanan, Ml 49107
{616) 695-6831. In Canada: Electro-Voice Division,

Gulton Industries {(Canada) Lid.. P.O. Box 520,
Gananoque, Ontario K7G2V1 (613) 382-2141.
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BY MAUREENLITTLEJOHN

ith a name like The Tragically
Hip you'd expect they'd bhe
shrouded in black, full of smart

alecky sarcasm and spewing forth biting so-
cial commentary. Surprise, surprise. Sure,
they’re smart and cocky, but at the same time
they're polite and thoughtful. In some ways
they're consummate boys-next-door; the
kind you'd have no trouble bringing home to
mom and dad. Their appearance is decidedly
en campus — school jackets, rumpled shirts,
longish hair and blue jeans — and their music
is raw, gritty, honest rock and roll. On second
thought, your brothers and sisters would
probably be more keen on them than mom
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and dad.

Holed up in Regina’s Sandman Inn, The
Hip are happy to talk. It's 7:30 p.m., a couple
of hours 'til first set, and they have a little
time on their hands before heading over to
the venue.

Local heroes in their hometown of King-
ston, Ontario, the roosty/bluesy/rockin’
fivesome — Gord Downie on vocals, Gord
Sinclair on bass, Paul Langlois on guitar, Rob
Baker on guitar and Johnny Fay on drums —
admit the first leg of their debut tour of west-
ern Canada has been a little challenging.
“We've been getting a good reaction from the
crowds,” says Gord Downie, with his signa-

ture rasp. “But the problem with going across
the country for the first time is dealing with
agents in other markets who don’t know what
the band is all about and put us into the
wrong club.” Their brand of rocky, sweat-
soaked, butt-kicking blues definitely needs
the right showcase environment; preferably a
place that stinks of beer, where you can feel
the grit of a hundred bleary nights crunching
under your boots. “We just got fired from a
fancy new disco called The Diamond Club in
Winnipeg,” explains Downie indignantly.
“They figured with our video and record we
were worth getting, but after one set they de-
cided they didn't like us. That blew us out for



three days, in addition to three days we
booked at another club in town owned by the
same people. That didn't feel too good, after
travelling 1,800 miles to get there.” Luckily
some other gigs came through, one at the uni-
versity in town, which Downie notes, “we
were better suited for, and it ended up being
great. They asked us to come back on our way
home.”

The Tragically Hip are what their manager,
Jake Gold (also manager for New Regime)
calls “a real band. When I first saw them [ got
this feeling they really liked each other.” He
hit the nail on the head. All five band-mem-
bers grew up together, and as high school

buddies their musical tastes evolved
concurrently. Three of them went on to study
at Queen’s University, Downie took Political
Science, Baker took Fine Arts and Sinclair
majored in History, and they formed the band
in 1985 while still in school. “At first it was
just a fun thing to do on weekends,” says
Downie. “Then, much to the detriment of our
studies it started seeping into Mondays,
Tuesdays and Wednesdays and we were
playing to sell out crowds all the time around
Kingston.” Downie laughs, “My studies gave
me the fodder for in between song patter.” Al-
though they’re from a university town, and
have a loyal number of fans from their alma

| -l'f“#“ '

mater, guitarist Baker notes, “We're not a col-
lege band as such. “They tend to like more
avant-garde bands. We go over just as well in
biker bars.”

After Sinclair and Baker graduated
(Downie didn't complete his degree) it was
time to seriously get into musical career
mode. “I didn’t want to run the risk of getting
a job in a consultancy firm like so many of my
peers were doing,” jokes Downie. Their ca-
reer took an upward swing when they were
discovered by Gold’s partner Allan Gregg
(also the president of political poiling power-
house Decima Research) in the summer of
1986. Gregg had been sent their 8-track base-
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Best known for his thunderous drumming,
Bobby Rock is a muliti-faceted individual
whose strict self-disclpline, talent and sheer
persistence have led to early success with
the hard rocking Vinnie Vincent Invasion,
With the new ‘All Systems Go' destined to
emulate the success of their self-titled
debut album, it looks like this is the year for
Bobby to make his mark.

Bobby stresses ... “My desire to master my
instrument led me to study all styles ...
Jazz, Funk, Latin and Classical ... but 1 am a
rock drummer! | use body-building to
develop the strength and stamina to play
harder and faster. Rock drumming is about
attitude, it's about 'letting the animal out’.
It's about power, energy and conviction.
Whether on the road or in the studio I'm
continually making my statement.”

CYMBAL SET-UP
A - 14" AA Rock Hats G - 22" AA Rock Ride
B- 20" AA Rock Crash H-20" AA Chinese

C- 18" AA Chinese

D - 20" AA Rock Crash
E- 19" AA Rock Crash K - 18" AA Rocktagon
F - 20" AA Rock Crash L - 40" Gong

SABIAN
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CYMBAL MAKERS

Sablan Ltd.
Meductic, New Brunswick, Canada EOH 1L0
i Phone: 1-506-272-2019 FAX: 1-506-328-9697

I -20" AA Rock Crash
} - 18" AA Rocktagon

JOp!
PARISS
(INXS)
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With a string of hit singles and two chart
topping albums 'Listen Like Thieves' and
'Kick' cracking the platinum plus mark,
INXS has proven yet again that rock bands
emanating from Australia possess an
unquestionable uniqueness capable of
grabbing the attention of music fans the
world over.

With over ten years of experience in INXS, a
band swayed by rhythm and dominated by
distinctive wide-open grooves, John Farriss
is well aware of what is required from his
drumming and incorporates both acoustic
and electronic sounds to deliver the
powerful yet understated style that keeps
the music of INXS simmering. His cymbals?
Sabian, Like the music he plays, their sound
is clean and punchy. “They cut through in
every situation yet maintain their warmth,
They're great ... the best you can get."”

CYMBAL SET-UP

- 14" AA Regular Hats

- 10" AA Splash

- 18" AA Medium Crash

- 12" AA Splash

- 22" AA Heavy Ride

- 16" AA Medium Crash

- 22" AA Chinese Regular
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CYMBAL MAKERS

Sablan Ltd.
Meductic, New Brunswick, Canada EOH 1L0
Phone: 1-506-272-2019 FAX: 1-506-328-9697
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'WILD' MICK
BROWN

(Dokken)

: Photo: Pat Rodgers
With the platinum successes of their albums
'Tooth and Nail', 'Under Lock and Key' and
their latest hit 'Back For The Attack’,
drummer 'Wild' Mick Brown and his band-
mates in Dokken, have firmly established
themselves as one of rock's most enduring
and successful acts.

Heavily influenced by the likes of Kelth
Moon and John Bonham, Mick has been the
big beat for Dokken over the past seven
years and freely admits to being a wild,
hard-hitting piayer. Flamboyantly driving the
band from within his 'cage of rage', Mick
tells us ...“Sabian cymbals are the most
durable I've ever played, cutting through
those screaming guitars and delivering the
clean, punchy sounds | need for both studio
and stage."”

CYMBAL SET-UP
A - 15"AA Rock Sizle Hats G - 18"AA Rocktagon

B - 21"AA Rock Crash
C - 18"AA Rocktagon
D - 20"AA Rock Crash
E -19"AA Rock Crash
F - 22"AA Heavy Ride
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H - 18"AA Medium Crash
| - 20"AA Medium Crash
} - 22"AA Chinese

K - 48"Gong

CYMBAL MAKERS

Sabian Ltd.
Meductic, New Brunswick, Canada EOH 1L0
Phone: 1-506-272-2019 FAX: 1-506-328-9697




The Tragically Hip

ment demo tape by a personal friend, who
had received it from his brother-in-law, the
band's road manager. “I heard the tape in
Allan’s car on the way to a ball game,” re-
counts Gold. “He and his friend John Parikhal
(president of Joint Communications, a broad-
cast consulting firm) were really enthusiastic
about it. [ wanted to see them play live, so |
set up a gig for them opening for a Rolling
Stones clone band at Larry’s Hideaway in To-
ronto. The crowd loved them, and so did L. I
was attracted to the singer’s voice, as soon as
[ heard him [ knew there was something spe-
cial there.” After the show. over beers in the
smokey Pilot Tavern, Gold, Gregg and the
band hammered out a management deal.

“Allan’s stake in us is predominately per-
sonal,” says Downie. "He genuinely likes rock
and roll music. We were lucky to hit it off
with him.” Gregg and Gold are 50-50 part-
ners, Gregg provides financial backing and
high powered contacts, while Gold looks after
the day to day operations. Although Gregg
has his hands full running Decima, he talks
daily with Gold and all decisions are made as
a team. “We got involved together two years
ago,” explains Gold. “It’s a good relationship.
Allan is the business whiz and 1 have the
street connections.”

Strategically setting out a grass roots game
plan to establish a band loyalty outside of
Kingston, Gold got the band playing six
nights a week in smaller Southern Ontario
urban centres. Under his direction they also
recorded an EP, made a video and got a dis-
tribution deal with BMG.

Although they've come a long way since
Gold first saw them, The Tragically Hip still
view themselves as “young guys coming out
of the basement.” Downie notes that while
their songwriting has matured, they have also
remained loyal to their roots, "Our premise
was to play cover tunes we wished other bar
bands would play. songs that we collectively
liked.” Adds guitarist Baker, "We started out
doing songs by the Clash and the Pistols, and
then began drifting back to the Rolling Stones
and their roots; early soul, blues, funk and
even country and western.”

“We got into a '60s British blues genre.” re-
members Downie. “It wasn’t so much a con-
certed effort, it just happened.” He waxes
philosophical: “There seems to be a great
stigma attached to being a cover band, but 1
think it eventually helps your writing. To con-
vince yourself you can write original material
at age 18 that the rest of the world is going to
want to listen to is naive. The writing will be
juvenile, except in exceptional cases.”

They still do cover tunes, but as they've
matured., they've become more prolific in
their songwriting. “We've slowly integrated
our songs. It's evolved from five original
songs per 15 song set to about four covers per
17 song set. We like playing covers, Suzy Q is
a mainstay.” Roadhouse Blues by the Doors
also used to be a mainstay, but it was cut be-
cause it “begged too much of a comparison to

the original,” says Downie. “We get compared
to the Doors a lot, I personally don't see it, we
have no keyboards, but if someone’s drinking
in a bar and likes the band and thinks we're
like the Doors, that’s a compliment.” He also
admits their raw stage presence may have
just a dash of Jim Morrison-esque raunch
about it.

There's no denying The Hip shoot from the
stage. Sparks fly during their driving, gut-felt
live performances. Their approach is simple.
“We don't use any special effects, keyboards
or even foot pedals, " says Baker. "I guess
you could say we're a standard rock and roll
band. we like the straight ahead approach;
plug it in, turn it up and go.” Baker gets his
ringing. restless guitar sounds from two
Fender Stratocasters which he uses with a

Messa Boogie amp. “I just jack straight intoit
and play.” Langlois plays a Telecaster which
he plugs into a Randall amp, Sinclair plays a
Fender Precision bass, with a Galien Kruger
400RV amp and Fay's kit consists of Gretch
drums with Paiste cymbals, Baker laughs,
“QOur stage gear couldn't be more minimal.
One time in Kingston we were called at 9:30
p.m. to cover for a band who didn’t show up.
We were on stage by 10 p.m.”

Their direct approach didn’t change when
they went into the studio to record their EP
last year. "We used the same gear we use live
and in rehearsal, " says bassist Sinclair, the
band’s main writer. "The only different thing
[ did was take the signal from the guitar and
amp directly through the board and use the
best tone.”

Total PCM Multi-Genre Keyboards

The Technics SX-K700/K500
Total PCM Keyboards feature the
unique Enhanced PCM Method,
for stunningly realistic sound. A
rich variety of polyphonic, solo,
bass, and background sounds
combine with abundant rhythm
patterns to take you into an
entirely new world of PCM

musical pleasure and expression.
You'll also find functions like
5-channel Multi-Track Sequencer
and Sound Edit, for virtually
unlimited keyboard creativity.
The new SX-K700/K500
emphasize easy-playing and
good looks, too.

Available at a Technics Keyboard
r you.

Check your

Reader Service # 242,
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The Tragically Hip

Five of the EP’s seven tracks were rec-
orded at Sounds Interchange (“in the middle
of the night to get cut rates,” says Sinclair)
and two at Phase One. “The last two, ‘Hiway
Girl’ and ‘Werewolf', we did at Phase One live
to two-track. We just stuck up the mics like
we do for a live gig, and recorded, exactly like
the Beatles used to " says Sinclair. “We're not
the kind of band that gets wrapped up in stu-
dio effects. If we can't play it live, we won't
record it. There’s no trickery, no tapes and ”
he adds smiling, “if it's out of tune, it's out of
tune.”

The EP was produced by Ken Greer,
guitarist for Red Rider (and right wing on
Gold's hockey team). Sinclair admits,“Red
Rider is the archetype of what we're trying to
do. They're straight ahead, great musicians.”
Greer was brought on board first as an
arranger, and Sinclair recalls, “he was there
to stimulate our own appraisal of our work.
On a personal level he didn’t ask for much,
he’s very mild mannered, but we took every-
thing he suggested to heart. [ guess we re-
garded him as a mentor.”

Of the EP’s seven songs, Sinclair wrote and
contributed to the writing of four. “Every-
body in the band has a handle on writing,” he
says modestly. “We just used a little more of
my stuff this time.” Sinclair writes on a Nor-
man acoustic guitar, and just recently bought
a dictaphone tape recorder to capture his ide-

as as he goes along. “For ‘Small Town
Bringdown’ [ came up with the lyrical ideas
first. Then I sat down on the couch and the
verse came quickly. [ arranged the melody
from there, then the chorus and bridge. And |
whipped off the lyrics as [ went,” he shrugs.
“It wasn't super complex.” Working as a unit,
rather than individuals, Sinclair explains, “I
don’t read or write music, and the band
doesn’t chart out parts for each other. Nor-
mally in rehearsal if anyone has ideas they
show it to the other guys. We all have input.
The way we work you'll never know how it’s
going to sound until the band has a chance to
play it together. Our styles are pretty similar,
though, we've all known each other for such a
long time.”

Originally the tracks recorded at Sounds
Interchange, including singles “Small Town
Bringdown” and “Last American Exit”, were
going to be label shopping demos. When the
response was so positive they decided to go
the full nine yards and press it to vinyl. “We
sent the tape out to people in radio and rec-
ord companies and all sorts of calls started
coming in, especially from the U.S.,” explains
Baker. When New York mixing giant Don
Wershba, who was also in on the project (he
heard the rough mixes, went to see them play
and offered his services), started shopping
the tape around for himself they knew they
were on to something. “We decided we better
jump on it and get it out as soon as possible,”
says Baker.

Pressed on the Rock Records label, started
by Gold as a vehicle for the band, the record

was released in Kingston in December of
1987, a full month before BMG distributed it
to the rest of the country. “We wanted to say
thank-you to Kingston,” says Gold. To test
their market nationally, they sent the EP
along with a 12" version of “Small Town
Bringdown” to 12 AOR stations across the
country, as well as college and university ra-
dio. “Every AOR station added it,” says Gold
proudly. “Then we sent it out to every FM ra-
dio station we thought would play it.” No AM
stations were approached? “This isn’t a sin-
gles band, we want to generate band loyalty,
not song loyalty,” says Gold firmly.

This year Gold wants to build a national
awareness of the band at a street level
They're scheduled for more western dates,
another single and video is due out, “Last
American Exit”, and they hope to record a
full album in July. Where will the financing
for all this come from? “The band members
support themselves by playing all the time.
Allan and [ stand behind them, we'll co-sign
for certain things but we don’t pay them a sal-
ary.” And the upcoming record? “We'll put
the money up for the costs of recording and
making a video,” says Gold, “and then work
on the recoupable principle, like most major
labels do.”

The plan this summer is to record at one of
the studios in Bearsville, New York, and take
a little more time to put out a full fledged al-
bum. “We won't spend a lot of time, though, ”
says Downie. “Two months wouldn’t be ad-
vantageous for us, what we do 1s simple to
translate.” O
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Making
Records

[HE
INDEPENDENT
WAY

hese days, nothing defines
an independent band so
much as their actual inde-
pendence from the tradi-
tional recording industry.
Perhaps the most prevalant
fallout from the punk explo-
sion of 1977 has been a
wide-spread faith in do-it-
yourself-ism. Hundreds of alternative
bands across the country are managing
to hustle up enough money to squeeze
out a slab of vinyl and give themselves a
chance in the marketplace.

It's a challenge just to be able to take
the chance. Band members on the indie
level invariably work full-time jobs. They
pay for rehearsal space and gear as well
as food and rent, and can only practice
and write songs in their limited spare
time. Door guarantees at gigs range from
zero to insignificant, and club owners are
reluctant to relinquish even a Tuesday
night.

Even if an indie band can scrape to-
gether enough cash to record, the only
affordable studio time is often between 2
and 7 a.m.

But at least alternative support sys-
tems are established enough to give
them a fighting chance. Sixty-odd cam-
pus radio stations across Canada offer
indie music access to the airwaves. A
handful of distribution companies spe-
cialize in independent product - Toron-
to’s Fringe, Vancouver's Zulu, and oth-
rs. And dozens of small record
companies - AMOK, X and Fringe in To-
ronto, Zulu, Nettwerk and Mo-Da-Mu in
Vancouver, Og, Psyche-Industry and
Pipeline in Montreal - will put out fewer
than 5,000 copies of a record, based
solely on musical quality.

Increasingly, do-it-yourself bands and
labels are signing distribution deals with
the major record companies. Current Re-
cords have sold gold (50,000) for the
Parachute Club and M+M via their deals
with RCA, and just released Alta Moda's
debut through CBS. Duke Street made
Jane Siberry a gold-seller. Island has
signed Andrew Cash (formerly of
I’Etranger) and WEA is distributing Blue
Rodeo and 54-40.

For most indie bands to survive, it be-
comes a matter of guerilla tactics in mon-
ey-gathering, recording, booking and
management, in order to survive and ulti-
mately flourish on vinyl.

[1+]
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Making Records

DEJA VOODOO

“It’s funny,” says Gerard Van Herk, the gui-
tar playing half of Montreal sludgeabilly band
Deja Voodoo, and co-manager of their own Og
Records label. “We decided to quit our day
jobs to become big-time rock stars, and
months later, we're broke.”

But that’s temporary, because Og is one of
the cagiest labels in Canada. This year Van
Herk and drummer Tony Dewald released
their own Swamp of Love LP, put out the
Gruesomes’ Tyrants of Teen Trash debut
LP, played 13 dates in 17 days across 7,500
miles of Western Canada, and spent the sum-
mer touring Europe for the first time.

Though only Greek and Finnish gigs mate-
rialized, the band released a mini-LP in Fin-
land.

But they still got to release three more rec-
ords this year before going bust: Their own
Worst of Deja Voodoo (which clears the Og
catalogue of old cassettes and singles), Voi-
ume 3 of their It Came From Canada compila-
tion series (an important outlet for weird do-
it-yourself bands), and a new Gruesomes LP,
Gruesomania. That was their last $4,000, for
now.

But the band is business oriented enough
to have kept themselves, and Og, going for
more than five years. Constant touring is the
foundation, allowing them to build up con-
tacts at friendly radio stations and record re-
tailers in person.

They're currently in the midst of a 35-day
show, 22-city tour of Canada, travelling by
Grey Coach, sleeping at friends’ houses, and
carrying only guitar and drums. That ought to
raise some capital. This December their an-
nual Deja Voodoo bar-B-Q show in Montreal
(and a new one in Toronto) should also have
added to the coffers. And Og’s mail-order cat-
alogue, already offering all of Og records as
well as T-shirts, buttons, and a newsletter,
now includes dozens of Canadian indie titles
that they handle as a distributor.

In 1988 they expect to release or reissue no
less than four albums and EPs. Also planned
is another jaunt to Europe, including a live
“greatest hits” recording on national Greek
radio - to be released as an album there - and
another disc in Finland.

“We're trying to treat the world the same
as we did Canada,” says Van Herk. “Just bust
our asses until people sit up and take notice.”

THE PURSUIT
OF HAPPINESS

Getting noticed on national television was es-
sential for The Pursuit of Happiness. If their
video for “I'm An Adult Now” hadn't rocketed
the band to national stardom, they might nev-
er have released the single.

They did the video on a lark, says
androgynous TPOH frontperson Moe Berg.
“We picked up ‘I'm An Adult Now' and cut
that, plus a few other songs for a demo, in a
16-track basement studio. The demo was just
to set up gigs in Queen Street clubs.”
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Typically, the video was made with the free
co-operation of friends of the band. “We gave
it to MuchMusic,” says Berg, “thinking it
might get played a few times on City Limits.
At the time, we were struggling to get a
Wednesday night gig anywhere in town.”

While TPOH toured out west, Much Music
jumped on “Adult” for heavy rotation and
soon record buyers were demanding the sin-
gle. TPOH pressed 1,000 copies for a few
thousand bucks, but radio followed video's
lead, and a second pressing of 500 sold out in
one weekend. The band found a manager in
Jeff Rogers, who successfully pitched the sin-
gle to WEA for distribution, with a 120-day
option to sign the band. WEA pressed and
promoted the song, but let the option lapse.

“What you want management for,” says
Berg, “is to avoid mistakes. You need some-
body who understands the business because
you don’t want to get yourself in trouble.
We've gotten a lot of lucky breaks, and fortu-
nately we’ve been able to cash in on them.”

Indeed. THOP have won two 1987
CASBYs, and been nominated for a Juno and
Toronto Music Award the same year. Their
intelligent, hard-rockin’ guitar pop has
piqued the interest from such high-level, ma-
jor-distributed companies as Virgin, Elektra
and Chrysalis.

“It would be very easy to run into the first
deal that came along,” says Berg. “But people
were responding to the hype. And it was
hype.

“When you sign a record deal, it’s going to
last for a long time. There's no point getting
involved in something that’s going to break
up the band or ruin your career down the
line.

“We put it out ourselves to begin with. If
we're not going to get a better deal from a sit-
uation than by doing it ourselves, why both-
er?”

One deal that’s allowed the band to quit
their day jobs is a contract with SBK Publish-

ing, who've given the band an advance on fu-
ture royalties. TPOH have just released a 4-
song college radio promo EP of “Adult” in the
U.S. to test the waters and generate a buzz.
And producer Jim Dickinson (Alex Chilton,
The Replacements) is reportedly very inter-
ested in working with the band.

THE LAWN

“Even Charlie Mingus was a postman,” says
Gord Cummings, the affably goofy singer/
guitarist/songwriter for the Lawn, one of the
two best unsigned bands in Toronto. By day,
Cummings works at a second-hand record
store; guitarist/singer Pat Gregory works at a
bookstore, his brother, bassist Richard Greg-
ory, is a groundskeeper, and drummer Mike
Duggan is studying engineering.

By night, the Lawn play dynamic, loud, gui-
tar-based rock 'n’ roll. The band is currently
mixing a debut album, recorded sporadically
over a seven-month stretch at Wellesley
Sound.

“But that way the songs get to develop
their own life,” says Cummings. “They're
more like individual projects than one big 40-
minute sound.”

Typically, the band would gig around town
for their small but rabid cult following, spend
the door money on recording, then do it all
over again. But they did start with a $5,000
bank loan.

“A parent co-signed the loan,” says Cum-
mings, “and payments come from money the
band makes. Once in a while we have to dig
into our pockets to cover it, which is a real
drag. If we're not gigging or drawing poorly, it
can get pretty scary.

“At one point we went four weeks without
hitting the studio, and we were dying to go
back in. But a couple of pals popped us $500
here and there. Meanwhile, we’re paying
bank instalments and rehearsal space rent.”

Still the band were friendly enough with
Wellesley to get a good hourly rate and work

1

—— e
e
e
———
———-
C———
S——
o —
L —

Deja Voodoo



in prime-time chunks of five hours at a
stretch. And Cummings has learned how to
go after financing.

“We've got some CAPAC grant money
coming,” he says. “Bands should get off their
asses and find out about CAPAC, PROCAN,
and FACTOR. There's money available, but
people aren’t going to come knocking on your
door to tell you about it. You have to look for
it.”

The self-titled album should be out in early
1988 on Driveway Records. Cummings ex-
pects to use the LP as a calling card for U.S.
indies. Promo copies will be sent to key me-
dia worldwide, and Canadian distribution will
fall to the most interested parties.

The band expects to tour before the spring.
“We decided that we weren't going to con-
trive to look good to the majors in Canada,”
says Cummings. “I don't think any of them
are thrilled about us. Maybe in a few years
we'll have a better reason - or opportunity - to
be communicating with those guys.”

THE PLASTERSCENE
REPLICAS

The Plasterscene Replicas are the other one
of the two best unsigned bands in Toronto.
The Replicas play haunting, crystalline guitar
pop 'n’ roll with glowing harmonies, and a glo-
riously sweeping romanticism.

Though the band has repeatedly changed
drummers, the singing/songwriting core of
guitarists Charlie Salmon and Steve Stewrat,
and bassist Brendan Cavin, has remained in-
tact for the better part of five years.

In 1984, the 'Reps recorded a four-song de-
but EP on local artist Clive Robertson's
Voicespondence label. Unbelievably, they got
todo it for free: Robertson's studio is a grant-
financed outlet for culturally important
bands, and he liked the band enough to
squeeze their sessions into his crowded
schedule.

Cut in sporadic bursts in the fall of ‘84, the
record came out in early '85. The band blan-
keted southern Ontario themselves, and had
Record Peddler (the Fringe people) distrib-
ute across Canada,

“We concentrated on just getting it into
stores and getting it sold,” says Stewart.
“Mainly to increase attendance at gigs and
get our name out there. We thought there
was no way any record company would be in-
terested.”

In the summer of 85, Salmon quit the band
because of various pressures; there were
three songwriters vying for exposure; living
(as well as playing) together had taken its
toll; a new-found manager quit the music biz
for one month after taking the Replicas on;
and band members were frustrated at their
own threadbare existence. But after 18

The Plasterscene Replicas

The Pursuit of Happiness

months of other projects, the Replicas fell to-
gether again while rehearsing for a one-off
benefit gig.

“This time we tried to define some objec-
tives,” says Stewart: “Doing demos, familiar-
izing ourselves with the studio, going after a
record more. Trying to get somebody else to
pay for recording instead of ourselves. Find-
ing ourselves on a label within a few years.”

The band has been cutting demos con-
stantly. In February '87 they cut five songs
for a nominal fee at Friendly Pirate’s 8-track
studio. In May, they spent $1,300 to record
upgraded and edited versions of two songs,
“We Can Walk,” and “Trains™ at the 16-track
Umbrella Studios. The newer versions are
shorter, snappier and ready for radio.

“The purpose,” says Stewart, “was to do a
demo so that A&R people would hear it and
go, ‘yes, this has potential.” To have some-
body say “I'll pay for you to record’.”

But the band parted ways with manager
Matthew Buck (who handled Vital Sines, and
took on the reunited Replicas) because he
was intent on a major-label signing. The band
wanted more control over the music and are
looking for a deal with a major-distributed
indie.

To that end, they've just spent an $1,800
FACTOR grant cutting two new songs,
“Town Crier” and “Pull Qut” which sacrifice
none of their genius to an increasingly radio-
friendly sound. These two, and the last two,
have been sent out to Canadian and U.S. in-
dies. The band is fielding offers from several,
while Salmon and Stewart work odd jobs
(construction work in summer) or collect wel-
fare, and Cavin works in a restaurant
bakeshop.

“We can do a record ourselves and sell
5,000 copies in Canada, but it means noth-
ing,” says Stewart. “We'll do that if we're not
picked up. But we're after a world-wide deal,
or at least in the U.S. as well as Canada.

“It's a matter of the odds,” he says. “And |
think the chances are pretty good for us.” O
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There are very few working musicians in Canada
yet to be touched by MIDI. Whether you're a one-
man show playing the hotel lounge circuit or a
recording artist working on new songs in your
home studio, MIDI has likely saved you time and
improved the quality of the music you make.
While it would be easy to fill several books on

M l DI The Catalyst

MIDPI’s impact on making music, we’ve decided
to focus on a few key areas for our special focus
on MIDI, MIDI For All. We’ve taken a look at
MIDI’s impact on keyboards, in the recording
studio, the software musicians are using, in per-
formance and the next frontier, MIDI and the
guitarist.

For Keyboardists

In many ways, the pre-MIDI days of a short
while ago seem almost prehistoric to
keyboardists. Retailers will confirm that
MIDI's impact was first felt in the kevboard
world, and the following players decribe what
life was like without this “enormous catalyst”
as retailer Jeff Sazant of Steve’s Music puts it.

Jim MacDonald, keyboardist and consul-
tant to Toronto's Computer Music Centre, a
MIDI-based retailer. recalls working with
two Mini Moogs in 1980-81 when digital in-
struments were just coming onto the market,
and says, “] was pulling my hair out just

keeping the synths in tune, let alone worrving
about things like filters. Then, when it came
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to the studio, you were doing analog record-
ing and layering track upon track to create
bigger sounds. The doubling feature on the
Oberheim or Jupiter helped, but it took so
much time. Now, I'm able to stack sounds and
save tracks using my MIDI gear, and I'm able
to concentrate more on my performance.”

Lou Pomanti, who does work on half-a-doz-
en TV shows and recorded some synth parts
on the last Platinum Blonde album, says, “I
was just getting busy in the studio in 1984,
and I'd just bought my first real polyphonic
synth, the Jupiter 8. This was in the pre-DX7
days and | used to cart the Jupiter around to
studios. My role was that ofsa synthesist and
was often asked to program sound on the
spot. I didn't have a rack of synths MIDled up
to fall back on.

Today I rarely have to program anymore. |
take in about five synths (DX7, TX7, Super
Jupiter, Akai S900 and D50) and through
them | have enough sound libraries built up
that I'm usually in the ballpark when I'm
asked for a particular sound.

MIDI has made synths even more crucial.
However, with synths essentially being com-
puters, a computer interface of some sort was
bound to develop.”

Rob Yale, who has been responsible for
Fairlight programming on various albums
and toured with the likes of Jane Siberry and
DaiBello, confirms the enormous impact of
MIDI, “In the past, if you wanted to drive
another synth, you have to produce gates and
control voltages, and it was a complicated
process that took time. | first came across
MIDI spec in synths like the DX7 and JX3P
about three to four years ago, and all of a sud-
den, at my fingertips, | was able to interface
different synths and layer sounds.

“MIDI has made the entire methods of
composing music accessible to the general
public and average musician. What's really
happening, though, is computer music. With
computer control, we're now able to use the
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computer as a soft sequencer, and use other
software programs.”

At the retail level, MIDI's impact on key-
boards has been dramatic from the actual
products to the way the staff has to deal with
an increasingly knowledgeable customer.

Steve’s Jeff Sazant explains: “The imme-
diate impact was the exandability of keyboard
setups and far less obsolescence of product.
Customers began to buy hardware in blocks,
instead of buying one huge and very
expensive system. Another impact was that
the keys started disappearing as synths
became available in rack mount form. Then
people started asking, “if keyboards can talk
to each other, why can't they talk to
computers?” The result of that is a huge
growing software based market. While synth
technology, like sampling, has increased
exponentially, MIDI has made it interactive
and more attractive.

“However, it’s still not nickels and dimes to
get into a MIDI keyboard, because we're talk-
ing one to several thousand dollars. My expe-
rience is that customers will buy a basic
standard keyboard - one that’s hot - and then
use it to trigger other sound generating de-
vices.”

Sazant admits that MIDI has put an addi-
tional responsibility on retailers and their
staff in terms of understanding the
technologies and also knowing the merits of
each product: “The question is that if you
want to have soiid knowledge, how far do you
take it? Should, you as a retailer, get involved
in music software, when it can be time-con-
suming and labor intensive in terms of sales?
How much do you want to master it? On the
other hand, the customer wants to deal with
someone with as good or better knowledge.”

As a keyboardist, Pomanti feels MIDI is
having far more impact on “music with a pur-
pose” than on records: “MIDI instruments
are being used to lower the costs of produc-
tion on such things as jingles, TV and film.

) [
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About 75 percent of these productions are
done with machines, and more and more pro-
duction studios now have their own racks of
MIDI gear.”

MIDI
In The
Studio

hen it comes to what you can pro-
duce with MIDI in the studio, the
limitations are your gear and your

imagination.

When it comes to gear, think about this
scenario: You and your co-composer are sit-
ting in studios thousands of miles apart: you
in Toronto, he in Vancouver. Now, how would
you like to shrink your musical world and
drop those geographic boundaries? What
would you think if you could somehow trans-
mit a sequencer file to your partner in Van-
couver? Mind-boggling? Not really because
software that will allow such a transmission
is already being beta-tested. The software is
called MIDI phone and it effectively trans-
mits MIDI data via a modem over the tele-
phone line, and it does it in real time to boot!
Let your imagination run wild: instead of fly-
ing in a top session player from out of town,
you can have him send his performance to
you via phone. MIDI Phone is expected to be
available by the fall and it’ll cost less than
$300.
That's what's coming out shortly, but
what's MIDI up to in present studio situa-
tions?

Jim Burgess used to work as a freelance
synthesist and programmer just a few years
ago, and he'd take his PPG waveform synth
around with him to recording studios. In
1983/84, most work was played manually
onto tape but the industry was at the dawn of
the introduction of MIDI sequencers. Bur-
gess who now runs his own Saved By Tech-
nology music retail outlet, explains, “Then a
crucial change happened: you were able to
sync MIDI sequences to tape. Today, MIDI
has given us much more flexibility in the stu-
dio. We're recording both the acoustic drum
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sounds and the MIDI data output of a drum-
mer to which we're not only making altera-
tions, but we can also use the performance to
trigger different sounds later.”

For awhile, SBT set up a complete MIDI
recording studio in conjunction with its retail
operations; in fact, the last band recording
project done there was the pre-pro work for
The Spell. Burgess says, "More and more re-
cording studios are revolving around MIDI,
and there’s been the emergence of the MIDI
production studio, which essentially is a com-
position environment, and not meant to
accommodate a band in the conventional way.
For several reasons, we decided to discontin-
ue doing such recordings, but we still use our
studio for several projects, including: we do
in-house evaluation of MIDI products in a
studio environment; we prepare sound
libraries for synths and samplers; we handle
some production projects such as film scoring
and sound effects, as well as developing
sound libraries and electronic music pieces
for manufacturers’ special events; and, we're
also working on our own music composition
which will result in an electronic, instrumen-
tal recording.

“With the Canadian dollar still in a good
position vis a vis the American dollar, and
with the good studios we have here in Toron-
to along with the very high level of compe-
tence, people are in a lucrative position to set
up a dedicated 24-track MIDI overdub studio.
Already, there are studios set up to primarily
handle production work for advertising proj-
ects. There are teams of writers using Macs
to compose, and they're crashing out a lot of
production. I'd say 85 percent of this produc-
tion is done electronically using MIDL”

MIDI has opened up huge opportunities for
the musician doing work at home. Domenic
Troiano recalls the time when he first started
getting involved in scoring for TV. His basic
set-up included his guitar and a Linn Drum
which didn't have a sequencer. He now plans
to have a Mac and a sequencing program up
and running to do his work: “I like to screw
around at home by myself, so it's great writ-
ing something and ‘taping’ it without it really

Sedesdd. ...
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being on tape. MIDI saves time for me and
frees me up to experiment more with sounds.
Before MIDI, once you did your part, that was
it. Now, three months later, you can take your
performance sequence, change your mind,
and change your sound. Using MIDI gear is
like hiring a mechanical slave to do your
work.: it's another working tool but you've
still got to play the notes and create the part.”

Howard Ayee, former bassist with Rough
Trade and a contributor to the upcoming
Brian Eno/Daniel Lanois project, has been
working with Domenic Troiano in the pro-
duction of the new recordings by singer
David Gibson and guitarist Johnny R. Ayee,
who questions where music technology is
taking us, describing it as a double-edged
sword, says, “Technology allows just about
anyone to put out a terrific demo, using a
four-track and a MIDI sequencer at home.
With the David and Johnny R. projects, I'm
working out the arrangements, bringing them
into the studio and adding real time percus-
sion, singing, and guitar.

As wonderful and as quick as it is, | person-
ally don't like music programming: you can
get too bogged down with precision, so I like
to bring in live players. But, 1 recently
worked out the percussion sequences myself
for one of the projects, and then [ brought ina
heavy Latin guy, who listened to my arrange-
ment, and then asked me why [ needed him!

“That's the point because, for me, using a
percussionist adds that human feel; on the
other hand, I loved it when drum machines
came out because I didn’t have to put up with
a drummer’s bad attitude, if | didn't want.
Technology does kill work in some cases. As
a bassist, ['ve lost out to sequenced bass, but
['ve evolved and now I'm using the technolo-
gy to save money and time. As a producer,
you can become a victim of technology, hav-
ing access to all those MIDI keyboards and
sounds, and, as [ said, you can go too far. |
like to take a hybrid approach in the studio.”

Bob Federer, who runs Round Sound Stu-
dio, also likes to work at home initially, bring
his performance to the studio, then access a
whole bank of synths and modules: his home
set-up includes Performer software running
off his Mac and accessing a Roland MT32
MIDI module.
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For him MIDI has absolutely impacted how
he works in the studio: “For those who don't
have access to a multitrack, they can sort of
simulate a multitrack environment by having
several synths all locked up via MIDI. Now,
you can have a MIDI sequencer, some of
which are capable of playing 32 different in-
struments at one time with each playing a dif-
ferent sound. triggering a bank of sound gen-
erators; that sounds like a multitrack situa-
tion to me. But, an advantage of having every-
thing in the digital domain, is that you can cut
and splice or change something, like the key,
at the last moment. You can’t do that on a
multitrack because you're basically locked in;
once you've played your piano part, it's fro-
zen.

“Whereas on a sequencer, it's like working
on a word processor. You can make every-
thing double-spaced, change the font to italics
and print it again. The comparison of going
from long-hand to using word processing, is
the type of jump that musicians have experi-
enced through the use of computers and
MIDL

“In the studio your performance is stored
on a sequencer and it isn't locked in. You can
listen to a different combination of sounds via
MIDI, and you can step back and listen to
them objectively. In a way, you become your
own producer/arranger. MIDI is changing
everything and you can't ignore it, but there’s
no secret to it. MIDI is a communication
highway, and it still comes down to how you
want to manipulate the information.”

MIDI technology and its results are only as
good as the person using it, and that old com-
puter saw, “garbage in, garbage out,” is just
as relevant to the music industry.

Jim Burgess



oftware Is The Key

ack about four or five years ago
B when the leading manufacturers of

synthesizers were finally sitting
down to find a way of getting their competing
products to talk to each other, little did they
know how large of a spin-off industry they
were creating. The original MIDI spec was
supposedly arrived at to allow musicians to
layer several competitive keyboards ie.
trigger more than one tone generator. But,
with the evolution of digital synthesis, the
whole concept of computer music opened up,
and this in turn, brought with it the develop-
ment of MIDI software programs for
keyboards and computers.

Jeff Sazant, manager of Steve's Music in
Toronto, which was one of the first music re-
tailers to jump onto the MIDI bandwagon,
says, “The manufacturers didn't see all the
applications for software, not only in music
composing and editing, but also in the area of
MIDI post production of video and film.” Bob
Federer has run the gamut in the industry
from playing keyboards live, to working with
the Canadian distributor for Synclavier and
developing software for this synth. Most of
his time is now spent in the studio creating
sounds for several TV shows. He still
considers himself a musician even though his
responsibilities and  environment  has
evolved. The use of software, which he calls
the “intelligence” that’s driving all the hard-
ware, has not only made his job easier but
also expanded the scope of what he produces.

Federer, who's programming his own edi-
tor software to further assist his efforts, ex-
plains the impact of MIDI software: “Take
MIDI sequencers: they're storage devices
that function like word processing softare
does for the writer. On a sequencer, you can
take a whole block of notes and transpose
everything up or down an octave. Or, you can
play something and then decide that you
want to take the track and quantize it to the
nearest sixteenth note.”

One of the most popular MIDI sequencers
is Performer by Mark of the Unicorn which
allows the user to visually control the soft-
ware through tape-deck style controls.
Federer explains, “It's a lot easier with the
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computer to see your performance informa-
tion on the screen. it's also a lot easier to
change the sound.”

Even though software is more and more
user-friendly, users often end up saying
“Gee, this program is great..but only if it had
this.” As a result, musicians are getting into
programming their own software. For in-
stance, Kevin Bond a keyboard specialist at
Steve’s music has been developing a
“mapper” which creates a guideline for
mapping out samples and multipatches.

Federer, himself, has been working on
MIDI Station, an editor program that over-
comes some of the things that bugged him
about an editor program he purchased: “The
thing about writing your own software, is that
you can make it do what you want, for exam-
ple. the other editor had no facility to sort the
sounds, say in an alphabetical way. Now, [ can
archive banks of sound. I'm calling my MIDI
station, a performer editor, because [ want to
use it as I'm working to make the fast
changes in sound that are needed in the stu-
dio environment where time is very impor-
tant.

“In some cases, although it's changing for
the better, the software really isn't written by
a musician. Now, the writer could be a fabu-
lous programmer, but he isn't necessarily
thinking the way a musician would think. If [
were to put out an editor program, ['d write it
in such a way that the user, being a non-pro-
grammer, could make the kind of changes
he'd like without having to learn program-
ming. Fortunately, the price of computer
hardware and memory is coming down, so
programs can be large enough and have the
flexibility to let the user make his own im-
provements and reconfigurations.”

What types of MIDI software programs are
available? Well, basic types include
sequencer, editor, and librarian programs.
Performer is made for the Mac, while Pro 24
is a sequencer made for Atari. Editor and
librarian  programs usually come in
combination and are made for specific key-
boards like Opcode’'s DX/TX7/TX816 editor/
libranian: synth features, like reverb, are put
into the program. These programs, of course,
serve different functions and offer
tremendous flexibility: for instance while
there are 64 presets on a D50 synth, a
librarian program for the D50 will make it
possible for you to store 20-30 banks each
with 64 sounds.

Robert DiGioa, who works for Saved By
Technology, which specializes in MIDI soft-
ware, says there are also programs for sam-
plers like the Akai S900: “for the user who
doesn't have the patience to learn about the

The Mac with Apple MIDI Interface

sampler, DigiDesign has developed a
Waveform Editor which comes under its
Sound Designer Series. The way that you
would usually make a sample would be to try
different loops and use your ears to get the
right one. Now, you can see the drawings of
the waveforms of your samples and change
things like the envelope. Another new prod-
uct by DigiDesign is the Universal Sound De-
signer, which takes advantage of the fact
there's now one standard format for storing
samples. This one program will let you com-
municate with any number of different sam-
plers. Software is where it's at for a lot of
MIDI hardware.”

The hardware companies, themselves, are
commiting even more to the music industry.
SBT’s Jim Burgess reports that Apple has re-
cently set up a team dedicated to the music
industry, and the company has endorsed the
industry through a number of moves: “Apple
introduced a MIDI interface, it exhibited at
the Winter NAMM show in Calfornia, it has
introduced a major advertising program in
national music magazines that calls the Mac
the ultimate music instrument, Apple is also
encouraging its dealer network to sell MIDI
solutions. In my opinion, the Mac, by a sub-
stantial margin, is the ideal computer for
MIDI music applications.”
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~ROCK’S
PRECIOUS

Ludwig metal. On tour and in the studio, it's
the rock snare drum. A prized possession of
the vast majority of today's top players — even
those who don't play a Ludwig kit.

Some choose smooth bronze or chrome.
Others swear by the hand-hammered finishes.
There are also arguments between fans of the
durable Supra-Phonic models and the infinitely
adjustable Super-Sensitive models.

Ludwig LB-552-KD
Hammered Bronze
Snare Drum

But everybody agrees on one thing: the sound.
That Ludwig sound. Clean. Fat. And very loud.
Regardless of the finish or the model, that
unique sound is always there.

It's the sound responsible for more 2's and 4's
than any other drum in rock. You've heard it on
recordings a thousand times. Go hear it live at

a Ludwig dealer. Lll D rs q®

A SELMER COMPANY
P.O.Box 310 - Elkhart,IN 46515
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MIDI A Saviour
In Performance

obert DiGioia worked for eight years

as an engineer/producer at Le Stu-

dio in Morin Heights. During those
years, he worked with some of the top
nternational and Canadian bands. He
remembers the problems Rush were
encountering as they set off to perform
their increasingly textured albums live. But
DiGioia, who now works for Toronto music
retailer Saved By Technology, admits some
“initial reluctance” when MIDI started
sweeping across the industry: “First of all, I
found I was setting up fewer mics and plug-
ging in more MIDI cables. Then, | was deal-
ing with essentially non-musician people who
were producing some impressive stuff. But as
roles started changing in the traditional
setup, I soon realized that MIDI was some-
thing I had to grasp pretty quickly.”

DiGioia didn’t realize that his role was to
change dramatically, too. He had engineered
all three of Corey Hart’s albums, including
Fields of Fire, and he says the Montreal sing-

er, who has a penchant for wanting to repro-
duce his album as best as possible, asked him
to help set the system up for the tour. This in-
cluded putting samples together as well as
advising what the best hardware configura-
tion would be.

The album, unlike the previous Boy In The
Box which had heavily featured the Fairlight,
now relied on the Emulator and Yamaha
synths but the result was similar: a heavily
layered sound and then some. DiGioia's ini-
tial involvement went something like this:
he'd put in some time at Le Studio, where
Hart’s band was rehearsing during the day.
He'd then come in and rehearse with them
during the late afternoon. He'd discuss with
Hart and tour keyboardist, Ray Coburn, what
sounds would be needed to be played by the
Emulator and Prophet keyboards. DiGioia
would then drive back up to Le Studio and
sample and edit more sounds at night, then
bring them in the next day to rehearsal.

But the process was becoming more diffi-

cult and the first leg of the tour, in Japan, was
looming. A programmer, Scott Humphrey,
was hired to put some final touches on the
system, and then Hart asked DiGioia to join
them on tour in support of keyboardist
Coburn. DiGioia accepted and explains how
important MIDI was to the process: “Without
MIDI, there would have been the need to
have two keyboard players on-stage. From a
practical and technical point of view, having a
MIDI keyboard technician off-stage was the
only way to go..the only way of reproducing
the album. Just think of Rush today. Geddy
basically has only one keyboard on-stage but
he’s accessing all sorts of MIDI sound gener-
ators off-stage through his technician.

“Even, Pink Floyd were able to reproduce
their layered sounds by having just a mini-
mum of keyboards on stage. All of this is be-
ing done successfully through MIDL.”

The keyboard set-up that DiGioia used in-
cluded: On-stage Coburn had four keyboards
stacked on each other, using the Yamaha
KX88 MIDI controller to trigger a Yamaha
TX816 sound module and a Prophet 2000
which was off-stage in DiGioia’s set-up. The
other on-stage keyboards were the PPG 2.2
and the Roland JX8P synths, and the Yamaha
DX7 which was used only as MIDI controller
for the two off-stage Emulators and which
went through a switching box in Di Gioia's
set-up. While Coburn was triggering one
Emulator, DiGioia would be loading up the
other Emulator with what other sounds were
needed, and changing patches etc.

he MIDI products of primary con-

cern to guitarist and include MIDI

T guitars, pitch to MIDI converters,

and MIDI guitar controllers. It seems the jury
is still out on how beneficial the impact of
MIDI has been on the guitarist, because
there are those who claim that its impact has
yet to be felt.

Dave Norris-Elye, IVL sales rep and for-
mer sax player with such bands as The
Stampeders and Long John Baldry, admits
that some of the early guitar and wind MIDI
controllers now seem prehistoric: “When
these products came out, you might only have
ten patches on a stock synthesizer that were
fast enough for a horn or guitar. Guitarists
really felt a time lag, so there was an obvious
need to develop fast tracking patches for the
guitar. Fortunately, some manufacturers are
about to fill this hole in the market. In fact,
the main feature of these new products is
that you can blend guitar textures
with a synth. The player will now have a bet-
ter sound source library, and be able to lock it
to the feel of his instrument. This is just the
frontier.”

The guitarist’s search for MIDI utopia be-
gan at the onset of the MIDI revolution. Ro-

Guitar e

land has been at the forefront of digital tech-
nology and its underlying motivation has and
continues to be finding out exactly what the
working musician wants. Roland’s first elec-
tronic guitar product was a dedicated guitar
controller (GR-500), which was soon followed
by several guitar models (GR-100 and GR-
300 series) which featured special pick-ups
and built-in electronic controls. This series
achieved some success but with the industry-
wide advent of MIDI, Roland introduced a
single, dedicated model, the GR-700 guitar
which was a rather unique, high-tech looking
instrument featuring a stabilising arm.

Next Frontier

Roland Canada’s Steve Alexander explains
the next step in the design evolution: “The
GR-700 expanded Roland’s acceptance in this
area, but we realized that people really want
to enjoy the feel of their own instrument. We
decided to really open up the MIDI
possibilities, and Roland’s engineers spent a
long time designing the GM-70 guitar to
MIDI interface. A special pick-up can be
mounted on most solid body guitars, and then
it can be plugged into the GM-70 to access a
world of sounds from a sound source like the
MT-32 multi-timbral module.”

Alexander feels the market has been look-
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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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21 Bradwick Dr.. Unit 20, Concord, ON L4K 1K6
(416) 738-1413

Copyright 1987 Bose Corporation Al nghts reserved
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ing for the right price point and right fea-
tures, and a device like the GM-70, which has
16-bit processing, is the state of the art prod-
uct to fit the need.

Last year, another supplier, TMI, initially
introduced the Stepp DG-1  guitar
synthesizer, a rather elaborate-looking elec-
tronic guitar which had its own onboard
sounds. This hybird instrument was certainly
at the leading edge, and Rik Emmett and
Alex Lifeson were two high profile clients;
but at a price about $9,000, it was a little too
rich for most guitarists’ tastes.

Tim Craig of TMI, which distributes Fend-
er guitars in Canada, offers his view on
MIDI's impact on the way guitar is played:
“You can lead a horse to water, but you can’t
make it drink. It's been frustrating for the
manufacturers of guitar MIDI devices and el-
ectronic guitars. TMI brought in people like
Curt Smith, who has years of experience in
guitar technology with both Yamaha and IVL
Technologies, and we introduced a product
like the Stepp, and we found the market was
simply not ready for it.

“The early MIDI devices had definite prob-
lems: the microprocessors just weren't fast
enough and there were other glitches. Music
retailers became hesitant, a lot of people got
burned and turned off by the technology, and,
as a result, the market just didn't open up.”

Craig confirms that there are several high
quality MIDI guitar devices now coming onto
the market, and says the IVL Pitchrider and
the Roland GM-70 products are state-of-the-
art. However, he foresees another more basic
concern, adding, “Guitarists are the most
conservative of players when it comes to
change. He doesn’t want to sound like air-
plane or a siren. There he’s been perfecting
his licks for years on his 56 Tele, and he's be-
ing asked to buy another guitar to access
MIDI sounds that he probably doesn't really
want. He's going to tell a salesman to take a
hike.”

Domenic Troiano, is one of those “tradi-
tional” players when it comes to playing gui-
tar live, but he admits he was initially taken
by the first MIDI guitars: “At first, it was neat
to have a B-3 sound, and say, “heh, that’s me
playing guitar. But if you're listening to what
I do, what do you really care how I do it?
When | want to play guitar, all 1 want is to
plug my Strat into an amp.”

As one of the Canadian music scene’s lead-
ing players, Troiano has had access to the
first and best products that suppliers have
had to offer; however, there are several fac-
tors which have kept him from actively pur-
suing the use of MIDI guitar devices. His mu-
sic scoring work for a number of movies and
hit television shows, including CBS' Night
Heat, has changed his basic work environ-
ment from the stage to the studio. When he
first started doing music scoring, he'd sit at
home with his guitar and a Linn Drumm
without a sequencing feature, and he’d tape
something close to what he wanted. He'd
then go to the studio and have his arrange-
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—David Leytze Keyboard' Report
May, 1988
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The DSP1281s playing
O rave reviews.

The reviewers can’t seem to say
enough good about the DSP-128

di
i
Fully programmable.

ere are plenty of reasons why.

The DSP-128 gives you 128 user-

programmable memory slots, that
offer virtually endless creative pos-
sibilities. Change your mind? A
master reset function easily re-
stores the 128 factory presets to
memory.

MIDI continuous control.
You can assign MIDI continuous

'E'ital multi-effect signal processor.

controllers to instantly change
operating parameters, giving you
virtually unlimited real-time prhq
gramming power over your machine.

The powerful DSP 128 offers
comprehensive MIDI control, com-
patibility with MIDI software, plus
the ability to download user pro-
grams to a MIDI recorder.

3 effects at once.

It offers 17 different algorithms:
reverbs, chorusing, flanging,
delays, E.Q. and special effects.
And you can produce up to three of
those effects at the same time.

90 dB S/N ratio.

The custom 20-bit VLSI engine
produces unbelievable dynamic
range and computer power for
smooth stereo effects, along with a
greater than 90 dB signal-to-noise
ratio.

Because it’s MIDI-controllable,
the DSP 128 is compatible with
other MIDI devices, like the PDS
3500 MIDI Controller Pedal.

Check out the DSP-128 at your
DigiTech dealer.

2 Digilech

-t
[N N ]
Start at the top.

DigiTech is a registered trademark of the DOD Electronics Corporation. © 1988 DOD Electronics Corp. Manufactured in the U.S.A.
1. © 1988 Keyboard Magazine. GPI Publications. 2. © 1988 Musician Magazine.
For a full-color product sheet, write DigiTech, Dept. R, 5639 South Riley Lane, Salt Lake City, Utah 84107. Or call (801) 268-8400.




AUTHORIZED DOD DEALERS

NEWFOUNDLAND
Easten Audio, St John's
Echo Music, St. John's
Starite Audio, St. John's
NOVA SCOTIA
Bob Minga Music, Truro
Hakfax Folkiore Ctr., Halifax

Music Stop, Haltax
NEW BRUNSWICK
Inving Keyboard, Douglastown
Moncton Music Ctr, Moncton
Tony's Music Box, Fredricton

IC Sononsation, Montreal
Atelier Elactno Acoustique, Trois Rivieres
Berger Joan

Car
Comptoir Musical Filion, Shawmgan
Conservator Mus-que Hanoluly,
Contact Coda, St Jerome
Denis Musique, Quebec City
Duoson, Shawmigan
Ecole De Musique Boisvert, Beloei!
Ed Archambault, Montreal
Gaston Tremblay, Fleunmont
Gerald Musique. Victonaville
Hamonilab, Montreal
Haimelodie, Montreal
Kostar Lid, Montreal
Le Bruit Bleu Ste.
Jacques Ranger Inc., Longueil
Les Producmna Madajo, Hull
Messervier & Frere, Montmagny
Musicircle, Dol Des Ormeau
Musico Manie, Rouyn
Musique Beaudoin, Levis
Musique Jules Lessard, C
Musique Sonopro, Rimousk:
Mus;que St. George, St. George
Mus»que Victo, Victonavite 5
Painchaud, Sherbrooke
Palais Muquue St Jean, St_Jean
Productions Reflex, Granby
Quebec Son, Jolliette
Richard Audio, Montreat

A, de la
Sono De Laureﬂhdes Ste. me Des Monts
Steph Musique,
Steve's Music. Monlreal

Strad, Otterbum Park

Versailles Musique, Montreal

Viaduc Musical Dr., Beaupre

Victor Martin, S1. Hyacinthe

AO! Pro Audio, Kitchener
Audio Operations, Mississauga
Betie Aire Music, London

Bud Monahan Gudars. Peterborougl
Cambridge Keyboards. Cambnoge
Corans Music, Thunder Bay
Cosmo’s Music, Richmond Hnll

Cosmo’s Music. Scarbor
Domenic's Academy of Music, wa
Ed's MUSIC Wakshon Peterborough
SP Sound, Meatord
Franks Music, Chatham
Fromager Music, Owen Sound
[el d, Burington
Gueiph Music, Gueiph
Gurtar Cinic, Sudbury
Harmony Musc, Belleville
Hi-Note Eylectromcs Oakville
Intemational Musicland, Ottawa
Johnstone Music, Midland
Katua Music, Scarborough
Long & McQuade. Toronto
Long Yy McOuade Downsview
Long & McQuade, Oshawa
Long & McQuade, Windsor
Lunasee Lighting & Sound. London
Manta Electronics. Toronto
Marty’s Music Shop, Orangeville
Metro Music, Ottawa
Music City, North Bay
Music Mant, London
Music Pro, Barre
Music & Sound, Brantford
Music Shoppe Hi, Toronto
Music Shoppe Il, Mississauga
Musical Strings & Things, Chatham
Musicland, Amherstburg
New East End Music. Kitchener
Phoenix Audio, Richmond Hilt
Pongett's Music, Hamilton
Professional Sound & Lighting, Ottawa
Quartet Music. Brampton
RJ Music, Niagara Falls
Ralnbow Inst Repairs, Parry Sound
Rainbow Music, Comwall

Sound Dymax, Toronio
Sound Power Luminescence, Toronto
Submix Ent. Service, Niagara Falls
Sunshine Music. Kingston
Supreme TV, Kirkland Lake
Tele-Tech, Markham
The 12th Fret. Toronto
The Arts Music Store, Newmarket

Thorold Music, St Catharines
Van Halteren’s, Lindsay
Wall Sound. Oftawa
Walter Ostanek Music, St. Cathannes
Wilson Sound, Samia

Oakwood Audio. Winnipeg
Long & McQuade. Winnipeg

led Good Music, Brandon
SASKATCHEWAMN
Gordie Brant's Muskc, Prince Albert
Music Box, Saskatoon
Regna Music Box, Regina

Axe Music, Edmanton
Giovanni's, Edmonton
Kamco Music, Calgary
Long & McQuaoe Edmonton
Long & McQuade. Calgary
Pmegge(s Music. Lembndge
BATTISH COLUMBIA
BB Music, Prince George
Caider Music, N. Vancouver

Flat Five Music, Bumaby
Hoftman's Music, New Westminster
Mc Vancouver

Mackenzie Music Makers, Mackenzie

Paul's Music, Richmond

Penticton Music, Penticton

Tempo Trend, Victona
Todays Music, Coguitiam
Toew's Music, Clearbrook
NORTH WEST TERRITORIES
Mackenzie Music Lid, Yellowknie

L) Heinl Flectranics Inc.

41 Industrial Pwy. 8., Aurara, Ontario LG 3YS (416) 727-1951

ments plaved by his engmeer/l\eyboardlst
Bob Federer, or by other musicians.

Today, he rarely uses his guitar. He prima-
rily uses a Linn with a built-in sequencer.
Soon, he'll be using a Mac and a sequencing
software program to help create a perform-
ance. He'll then take the performance, which
will be on disk, into the studio and access the
variety of MIDI sounds available from the
bank of MIDI modules and synths. He ex-
plains, “As long as the end result is what I
want, then it really doesn’t matter what in-
strument is being plaved. When it comes to
MIDI and the guitar. I found the devices are
much slower than triggering off kevhoards.
With some of the newer MID! devices, you
probably can make them work for vou, hut
just don’t have the time. And, I feel that as
long as vou're dealing with strings, vou're al-
ways going to have a delay problem. Up until
now, the MIDI devices just haven't triggered
fast enough.”

Retailer Grant MacNeil of Toronto’s
Twelfth Fret store confirms that most of the
present MIDI interfaces (IVL, Roland, Pho-
ton) now work very well but that the impact
of MIDI has been “pretty weak”. He adds that
it has more to do with the basic nature of the
player’s personality and it's a matter of what
he's willing or not willing to get involved in:
“Idon’t think the basic rock and roller can be
turned on by the MIDI concept. Two years
ago, the market was bombarded by products
by Takamine, Shadow, IVL, Roland and Pho-
ton, and there was a lot of initial excitement.
But the devices didn't have the bugs worked
out, and the manufacturers created false ex-
pectations. The dedicated MIDI guitars
tended to be junk products that just didn’t
hold up.”

Having said that, MacNeil says that there’s
more use of MIDI than one would think or
even notice. While very few rock bands use
MIDI live, he reports that small set-ups like
duos and trios have swung over to the
interface concept. As for the seasoned pros
like Troiano, who's been a Twelfth Fret cus-
tomer for years, MacNeil admits they just
don’t have the time.

Where some potential growth is looming is
in the area of redesigning patches on stand-
ard synths that are geared to guitarists. He
praises the initiative of IVL's Norris- Elye
who has been working with Oberheim with
IVLs help to design the patches for the Ma-
trix 1000 rack mount module.

Perhdps with some more realistic expecta-
tions in tow, some manufacturers are re-look-
ing at the MIDI guitar market. One of the
newest introductions is the Suzuki XG-1m
MIDI guitar controller, which looks some-
what like a guitar; in fact, Suzuki calls it an el-
ectronic guitar and it can access a variety of
MIDI sounds. Retailer Kevin Barr of Toron-
to's Computer Music Center says, “At $349
retail, it's an attractive entry level novelty in-
strument. It's not applicable to the pro con-
text, but it does allow the amateur to get in-
volved in MIDI from a fretboard.” ]

ROCK SINGERS

Recording Company Wants Highly Exceptional
Youthtul Rock Vocalist To Join Fully Financed Up
and Coming Band. Applicant Must Have Vocal
Qualities Like Robert Plant and Sammy Hagar
ONLY HIGHLY TALENTED NEED APPLY. Send |
Demo Cossette With Three Pop Rock Hit Songs
Sung Llive. Original Tunes Will NOT Be Ac
cepted. Send By July 15, 1988.

TO: Fidelity First Financial Corp.,

ATTN: Screening, 14807 Sun Meadow Ct.
Centreville, VA US.A. 22020 (703)
968-0192 EXT. 517. NO COLLECT CALLS.

TORONTO
RECORDING WORKSHOP

We offer specialized classes in.
B Recording Engineering B MIDI
B Production

Train in our state-of-the-art 24-track in-house
recording studio.

Contact: Toronto Recording Workshop
374 Bering Ave., Toronto, Ontario
M8Z 3A9 (416) 237-0101
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by Sheila Davis

plot is the pattern of events in a sto-

rv. Most lvrics are not stories as

such. Yet, the word plot is common
songwriter parlance. It refers to a lvric’s se-
quential movement whether it be narrative or
simply emotional. Lyric plots come in three
levels of complexity: attitudinal, situational,
and narrative that is, story songs.

The attitudinal song, the simplest of the
three, is one in which the singer expresses an
attitude or emotion about someone or some-
thing. For example,“I Can't Smile Without
You," “Endless Love,” “Always On Mv
Mind.” The majority of pop songs are simply
attitudinal,

In the situational song, the writer has given
that attitude or emotion a dramatic frame-
work: the singer is reacting to a particular set
of circumstances; for example, in “Some-
where Down the Road,” the male lover is
saying goodbye to a women who's going off to
do her thing; in “Tie a Yellow Ribbon,” an ex-
con is traveling on a hus home to his girl.
Situational songs are the second most com-

Three Kinds Of Plots

mon plot category.

The narrative, or story song, has a plot in
the true sense of the word; it’s a linear tale
with a beginning, middle, and end. The story
song is either the singer’s recollection of a
personal event, as in “Taxi” and “Ode to Billy
Joe)" or a tale about someone the singer
knows, like “Harper Valley PTA and
“Richard Cory.” Lastly, a story can be told by
that impersonal camera eve, such as “Eleanor
Rigby” and “She’s Leaving Home.”

The Iyricist’s job is to take that attitude, or
situation, or story, and develop it to a satisfy-
ing conclusion - a payoff.

Every well-written song gives the listener
a total experience-from something, through
something, to something.

In order for vour lyric to make a listener
fight back a tear, get up and boogie, or march
on the Pentagon, vour words must convey
one clear, consistent emotion. So first decide
the effect you want vour song to produce.
Knowing your end will lead you to the right
means.

[n Songs

Develop - Don’t Paraphrase

New writers frequently mistake paraphrasing
- saving the same thing in different words -
for development. As a case in point, [ recall a
student who, moved by the accident at
Chernobyl, turned his fears for the future
into a lyric. The writer reflected that all the
inhabitants of the earth shared his concern.
He conveyed the idea in the first verse in ex-
amples like from castles to igloos... the bag
ladv and the duchess...from the White House
to the Kremiin. But every subsequent verse
was composed solely of more such examples:
from the tenement to the penthouse... from
the private to the general..Each coupling
kept restating the same thought that every-
one - regardless of stature or nationality - is
equally anxious. The lyric never went any-
where.

(Excerpt taken from the book Successful Lyr-
ic Writing by Sheila Davis, published by
Prentice-Hall (416) 293-3621.)

Montreal Otfice & Warehouse
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THE FOSTEX 40 SERIES OF

MULTITRACK AND PRODUCTION

® 12, 18, 24 channels

MIXING CONSOLES

® Unique conductive roller faders [exclusive)

® Four auxiliary sends

® Integrated submixer for simultaneous

monitoring of tape returns AND
line/mic inputs.
...and incorporating throughout:

FOSTEX LEGENDARY
RELIABILITY



Scale Book
For All

Instruments

al Leonard Publishing has intro-

duced The Source, dubbed by the

publisher as the most complete col-
lection of contemporary and traditional scales
ever compiled in one book.

Written for all instruments, this 80-page
book includes over 20 different scales, each
written in all 12 keys. Scales provide “buiid-
ing blocks” for developing improvisational
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skills as well as finger dexterity. Therefore,
The Source is an excellent reference book for
expanding plaving abilities. Also included
with each scale is a list of probable chord
choices that one might use with the scale.

Each scale in The Source is written in two
octaves, ascending and descending, in both
treble and hass clef. Fingerings are provided
for kevboard players.

Guitar, bass. horn, string, mallet plavers
and keyboard players will all find this book an
excellent source for scale and chord informa-
tion whether they're teaching, plaving or
practicing.

For more information, contact: Chappell
Music Canada LTD, 85 Scarsdale Rd., Suite
101, Don Mills. ON M3B 2R2
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Canada's MIDI Specialists

Modules, Controllers,

IBM™, MACINTOSH™,

SIC CENTRE

Yamaha/Roland

f Interfaces, Mixers, Processors

Canada's best selection
DI Software For ALL Computers

®

ATARI™, AMIGA™, C64™,
APPLE IIGS™, CX5M II™
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321 College Street

Toronto, Canada, M5T 1S2

SHIPPING
& SERVICE
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Means

by Maureen Littlejohn

emember April Wine? If you do,

you'll probably remember their

sweet pop sound gaining a rocky
edge around 1977. That edge occurred as a
result of the band's maturation, but it also
had a lot to do with the rocking, bluesy guitar
playing of Brian Greenway. A native
Montrealer, Greenway joined April Wine 11
vears ago and stuck with them until the
band’s demise in 1985.

Striking out on his own, Greenway has re-
cently released his first album, Serious Busi-
ness on Atlantic Records. And serious arena
rock business it is. Greenway plans to give
Bon Jovi a run for his money. He's managed
by Bud Prager, (who also manages Foreigner)
and Marty Simon (a Quebec drummer/com-
poser/producer/arranger who at one time
plaved with Chris Spedding’'s Sharks and
who played on April Wine's last album).
Greenway’s album includes a line-up of world
class talent: Andy Newmark on drums (Roxy
Music, Sting); Aldo Nova programming;
Daniel Barr on keyboards; and guest guitar
appearances by Rush's Alex Lifeson and
Corey Hart’s Mike Hehir. “Marty cast all the
musicians on the album like he was casting a
movie," savs Greenway. “He knew who
would work well with each of the parts.” He
smiles, “All the personalities on the album
were a great vote of confidence for me.”

Honing his talents as an all round musician
on the album--lead vocalist, keyboard player,
song writer, and guitarist--Greenway admits,
“I realize I'm not going to be a guitar great,
I'm not a technical plaver like Steve Vie or
Eddie Van Halen. Mv main influences come
from the blues, and I play from the heart.” He

Brian Greenway

Serious Business

is extremely fond of his '69 Les Paul custom
guitar, “It has a nice thick sound to it, I don't
have to go through a lot of unnecessary EQ
on the board in the studio with it, or live. It
has a Tom Anderson pickup in the tail posi-
tion now, and an old Seymour Duncan in the
bridge position. It's hasically stock. but it's
been around the world with me.” He laughs,
“I'never let it out of my sight.” Greenway also
has a '78 Gibson which he uses as a spare and
a Roadstar with a whammy har. “I experi-
mented with the Roadstar in the studio. it has
a unique almost svnthetic string sound for
doing lovely melodic lines when I put it
through the Rockman.”

“[ think this album has tapped into Brian's
potential,” savs Simon. “In April Wine he was
encouraged to play guitar and not think too
much. | came in like a school master and
found all this creativity.”

Working on the album for almost three
vears, Greenway wrote most of the songs on a
Korg DW6000 keyboard. “I had kevboard les-
sons when [ was young,” he notes. “Enough
to do punch ins and write with, but not
enough to play live” He found during his
writing and demoing process that he was lis-
tening to a lot of classical music. “I love pipe
organ and as | was writing my songs [ found |
was emulating classical types of inversions.”
Sketching out the songs in painstaking detail
("We really made two albums, the demo and
the finished master.”) Greenway used his
Fostex 8-track with outboard gear including a
Yamaha SPX 90, a small BBX compressor
limiter system, a guitar svstem using a set up
of dual Rockman sustainer units and a SPX90
processing unit. “I'd usually mess around

Brian Greenway

with the computer to get a loose arrangement
and the core of the song,” he explains. “I'd
put down the drums, then the keyboards, go
hack and put in the guitar parts with a
classical style of grandeur, and then put a
rock guitar through it with large inversions
and a texture of MIDI instruments.” He
laughs, “I was breaking all the rules, panning
and houncing and adding tons of reverb and
echo to each track. | didn’t have a clue what [
was doing, but it worked.” Admitting that he
“exhausted all his ideas in pre-production,”
Greenway and Simon (who arranged all the
songs and produced the album with Paul
Northfield) were completely rehearsed and
prepared by the time thev entered the studio.
Bed tracks were recorded at Le Studio, Jean
Roussel's (English session musician--The Po-
lice, Cat Stevens) home studio in Montreal
was used and Alex Lifeson’s guitar solo on
the first single “Danger Zone” was done at
Sounds Interchange.

Greenway has no fear that his recorded
arena rock will die during his live shows. “I
put together a live band last October and
most of the plavers are used to an arena situ-
ation. Jerry Mercer from April Wine will be
on drums, John McGale from Offenbach is on
guitar, Paul Harwood of Mahogany Rush is on
hass and Jean St. Jaques from UZERB is on
keyboards.”

Simon, who orchestrated the entire project
has no qualms either. “I think it's the right
time and place for an artist who can compose
grand arena stvle rock music. My friend and
partner Bud Prager in New York knows in-
stinctively who has great talent and he can
point people in the right direction.”
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PRODUCT REVIEW:

Charvel Jackson Model 4

by Moe Berg

he first thing vou notice about the

Charvel Jackson is that this is a

beautiful guitar. I mean this is the
kind of guitar that looks great in a rock video
(vou know ... the part where the guy points
the neck of his axe skvward and puts his
smiling face against the body while he's
showing vou what a killer riff he’s plaving). It
comes in five great finishes (mine was a real
nice blue) and the neck has a genuine moth-
er-of-pearl inlay.

But, of course, more important is how well
it plavs. The Charvel has a comfortable feel to
it. Also, the neck (maple with a rosewood
fretboard) is really fast. One of the most
impressive features of the guitar is how well
it plays past the twelfth fret. I always find that
the high E string on most guitars tends to
choke when you bend it past the twelfth fret.
No such problem here, due to the fact that
the fretboard has a varied taper, which is to
say it is tapered differently at the head of the
neck than 1t is closer to the body.

Let’s identify the parts of the Charvel Jack-

son Model 4. The three knobs are volume,
tone, and mid boost. It has three on/off toggle
switches for the three pickups. The tail piece
is a Floyd Rose with a Jackson locking tremo-
lo. The locking nut is great because you don't
need a special wrench to unlock it when vou
break a string. A flat-head screw driver (or in
the heat of hattle - a dime) will get you in.
Unfortunately, off setting this slightly is the
fact that you need an Allen key to change the
strings on the tailpiece.

The pickups are Jackson’s own design and
are made for use with active circuitry. There
are two dual coil bi-level (or stacked)
humbucking pickups and one accentuated
high frequency humbucking in the bridge po-
sition. The two bi-levels have an Alnico (short
for alunminum. nickel, and cobalt) magnet and
the treble pickup has a ceramic magnet. Can't
say | understand any of this, but, to me it
means the guitar is loud as hell, vet still very
smooth.

(Moe Berg s lead guitarist, singer,
songwriter with The Pursuit of Happiness).
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PRODUCT REVIEW:

by David Henman
n recent years, the Fender Stratocaster
has come to be recognized as the ulti-
mate electric solid body guitar, particu-
larly evident in the vast number of attempts
by just ahout every manufacturer (including
Fender) to copy, recreate, modify and up-
grade Leo Fender’s original design. Surf gui-

Fender’s New Strat Plus

tar legend Dick Dale was quoted in Guitar
Player as saying what many Strat enthusiasts
believe, “There’s nothing you can do to im-
prove it." Ironically, Fender itself may have
finally succeeded where all others failed. Pre-
senting, for your evaluation, the Strat Plus.
This may indeed be the ultimate Strat! The

Y
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brochure describes it as “a complete rethink-
ing of the classic Stratocaster.” As revered as
this instrument is, it is commonly recognized,
even by the manufacturer, that their beloved
has two rather major imperfections: The sin-
gle coil pick-ups are prone to noise and hum
(“sometimes as loud as the signal itself,” the
company confesses) and it is very difficult to
keep this guitar in tune when using the
Tremolo arm, although it is one of the best
ever patented. (The fact that this guitar is so
highly regarded in spite of these flaws is fur-
ther tribute to its timeless character.)

First, let's look at the pickup or, in this
case, the new Fender-Lace Sensor, a device
so revolutionary that the manufacturer
claims that it is not a pickup at all, but an
Acoustic Emission Sensor: a passive, noise-
free, single coil system with no magnetic
string damping. Although other units will fol-
low, the Strat Plus is equipped with the Gold-
en Strat model that recreates the classic Strat
sound with slightly increased output.

Now let's see what Fender has done to
solve the tuning problem. Is this the begin-
ning of the end for the “locking tremolo”, a
design that creates more problems than it
solves? A good locking system (Floyd Rose,
Kahler, etc.) often costs as much as the guitar
on which it is mounted, and it is a complicat-
ed monstrosity that makes even the changing
of one string an ambitious undertaking, ex-
cept for those who rely on their guitar techni-
cians to take care of such matters. Until now,
that is the trade-off us whammy bar enthusi-
asts have had to make in order to enjoy virtu-
ally unlimited dive-bombing without the risk
of an entire performance being sabotaged by
tuning problems.

There are three key ingredients in the
Strat Plus solution to the tuning problem.
The bridge assembly is the same one that
was employed successfully on the recent
American Standard Stratocaster, which dif-
fers significantly from the original design in
that the bridge pivots against two screws in-
stead of six. (In recent years it was discov-
ered that loosening the middle four screws
helped the string stay in tune on the original
design.) Then we come to the new Fender/
Wilkinson roller nut, through which the
strings glide on a needle-bearing roller, elim-
inating the risk of “hang-ups”at the nut. Fi-
nally, we have the incredible Sperzel Trim-
Lock Tuning machines.

Thanks to Peter Bruni at Steve’s Music for
additional information.

(David Henman is a Toronto-based
guitarist, singer/songwriter.)




PRODUCT REVIEW:

Yamaha REX 50

by Moe Berg

hen I first heard about the REX
50, I must admit I was very ex-
cited. A digital effects processor

at an extremely modest price seemed too
good to be true. Well, it might be.

Before we get into that we should talk a bit
about what we have here. The REX 50 offers
reverb, delay, chorus, flanging, pitch change,
panning and distortion. The distortion can be
used in conjunction with the other effects
(though only one at a time). It has thirty non-
programmable presets and has room for sixty
of your own programs, which are pro-
grammed by editing one of the first thirty ex-
isting presets. It's incredibly easy to use —
only eight buttons on the whole thing with an
LCD displaying the effect name and an LED
displaying the corresponding number. There
is an input level control and a stereo mix but-
ton which offers a choice between having a
mix between your signal and the effect or just
the effect. It's also MIDI, but, I didn’t explore
that application, because as I once overheard
Molly Johnson say, “I never even liked MIDI
as a dress length.” There is room at the rear
for a bypass pedal or one to switch from effect
to effect in a memory recall loop.

As a tool for home recording, the REX is
quite useful. However, if you are a guitarist
planning on using this in a live situation,
there are some problems | encountered that
you may want to be aware of. I found the gate
to be a bit pesky. Idly fingering your frets will
cause chattering. Also, if you like to let your
chords ring out, you will be discouraged by
the way they suddenly disappear when you
get below the threshold. I took the trigger
level down to zero on any effect | used. The
echo and reverb effects, especially when used
in conjunction with distortion, have an annoy-
ing tendency to ghost, which means that it re-
generates or feeds back after the effect is fin-
ished. These are minor glitches which can be
coped with. What is not as easy to deal with is
that the bypass doesn’t work very well. If
you're on a distortion setting and you bypass,
there is still some residual effect on your sup-
posedly clean guitar sound.

Having said all of that, I found the actual
sounds of the REX 50 excellent. The distor-
tion when used in combination with the chor-
us or flange really had a nice cutting effect.
The echo and reverb programs were great in
a home recording situation.

Although this is a fairly versatile unit with
some good sounds, | suggest you spend some
time trying it out to find out if you can deal
with it before you buy the REX 50.
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KEYBOARDS

GETTIN’ READY TO POP!
Men Without Hats Prepare Their Keyboards To Tour

by Benjamin Russell

t's the spontaneous nature of a live con-

cert which ignites audiences and keeps
them coming back. But rock 'n’ roll is a
game of illusions. An unbelievable amount of
preparation goes into a major tour and when
the music involves a lot of keyboards, the
prep work increases astronomically — ask
Lenny Pinkas, keyboard maestro for Men
Without Hats. By the time you read this, the
world tour in support of the platinum album,
Pop Goes the World, will be underway. We
spoke with Lenny and keyboard henchman,
Bruce Murphy in Montreal while the band
was in the latter stages of rehearsal.

Lenny: “I started doing keyboards for the
album last spring in England and we finished
in August. Then there was a little bit of a
break but it really wasn't one after all. We
were supposed to rehearse for this tour in
England, but that didn’t work out. We didn’t
find out until we had packed up all the equip-
ment and were ready to ship it over. Just be-
fore I was supposed to get on the plane, Ivan

Bruce Murphy (left), Lenny Pinkas

and Stephan (the band’s leaders) called and
told us to unpack. We found rehearsal space
here, put ads in the papers all over, and
started auditioning musicians for the band.
At that time there were only three of us, Ivan,
Stephan and me.”

What was the first step in readying the
keyboard part of the show? “I went up to
Morin Heights with the masters and sampled
almost everything for all the different sounds
that we had used on the record. Then we just
chopped up all the disks and samples and
started getting them into presets and sounds.
The initial programming that went on was
geared toward the auditions. Everything had
to be sequenced and as we tried out different
people, say a drummer, we'd take drums out
of the sequencer and leave evervthing else.
For bass, it was the same process, and so on.
In the show itself there’s not that much se-
quencing.”

How critical was technical knowledge as a
criterion for being hired to play keyboards in

Men Without Hats? “We had to have some- |
body who could walk in and not need to he
told what a sampler or svnthesizer does, or
how to program it to get a certain sound.”

Bruce Murphy heard of the gig from a
friend, jumped in his jeep, and braved a wick-
ed snowstorm driving to Montreal from To-
ronto to audition. Once he’d showed his
chops, auditions for the joh were closed and
he removed his hat for the duration. He tells
us, “The show is incredibly technology inten-
sive. The onlv thing [ could think of that prob-
ably might be scarier is Michael Jackson's
live show. We've been programming 16 hours
a day for two weeks now. Most of the sounds
were already created but a lot of them have
had to go through Sound Designer on the
Mac to bring up the levels. | come in in the
morning, hoot up Sound Designer on the
computer and it’s on all day. To give you an
idea, there's a song called “Walk On the Wat-
er” that we do where the backup vocals are
sampled and we found that the last note was
flat. So we chopped up the sample into two
pieces, retuned the end and spliced it back to-
gether again perfectly tuned.”

Bruce was amazed by Lenny’s technical
prowess and abilities as a plaver when he
heard him blowing lan Anderson’s flute in
“On Tuesday.” Anderson played on the al-
bum and it was up to Lenny to recreate the
parts. Lenny: “That was actually a big job to
put together because, in the studio, when |
did the sampling, I didn’t have much time. |
just took 17 second clips and then had to
wade through it after, copying the sound 25
times, chopping it up and looping it till it
sounded just right. I ended up with a whole
kevboard full of samples with velocity switch-
ing so when I play softly it might he a smooth
note and if I play harder it'll growl.”

Something Bruce had to adjust to was not
knowing who was playing what. He tells us,
“Technically, out of the seven piece hand,
there are six keyboard players. The drummer
actually plays some of the string parts, There
are these big punches which he plays on his
drum pads. You're never sure who's doing
anything.”
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KEYBOARDS

“What's It Like Playing Keyboards With
The Jitters As Compared to Gowan?”

by Peter Nunn

his is one of the questions I'm most

frequently asked by fellow musi-

cians. In both cases. | joined the
bands after their albums were already rec-
orded.and thus. mv first task was to familiar-
ize myself with the material.

The most obvious difference between The
Jitters and Gowan is of course. the music.
Gowan'’s classical and progressive rock stvle
tends to make his music quite orchestrated.
requiring the utilization of many different
sounds in each song. The Jitters’ music on
the other hand 1s more of a cross hetween
pop. rock 'n’ roll and rhythm and blues and
therefore only calls for a few basic sounds
such as piano, organ and horn pads. Due to
the fact that Gowan's music demands the use
of so manv varied sounds, more kevhoards
are required, as well as much more program-
ming than that nceded by The Jitters.

Peter Nunn

Perhaps the major difference hetween the
two gigs 1s the approach. In the case of
Gowan. the challenge for me was to duplicate

the kevboard parts on the albums as accu-
rately as possible. Therefore, all of the parts |
plaved were direct “hifts” from the records.
After spending time with my equipment. [
was able to duplicate the records almost ex-
actly, including exact parts, sounds, arrange-
ments, ete. Gowan's music was a challenge
technically since almost all of my parts had to
be plaved as originally wntten. 1 simply
learned the parts and plived them using sam-
pled and svnth sounds from the LPs.

The Jitters on the other hand, were not
quite as concerned with me plaving exactly
what is on their album. Once I had learned
their material, they allowed me to be some-
what spontaneous. I was able to slightly vary
my appreach to the songs from one perform-
ance to the next, as long as the improvising
was in line with the basic kevhoard parts al-
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Kevboards With The Jitters

ready established. There are, of course, cer-
tain parts from The Jitters album that I do
play note for note such as the organ stabs at
the beginning of “Last Of The Red Hot Fools”
or the introduction to “Closer Every Day.”
However, most of the parts I play are either
ones that I have written myself, or those
which we’'ve worked out as a band since the
album was recorded.

“Strange Animal”

Performing live with Gowan and The Jit-
ters clearly makes the difference between the
two obvious, particularly from the standpoint
of instruments. On the last Gowan tour, |
plaved an Emulator II, an Oberheim Matrix
12, a Yamaha DX7, and Ensoniq ESQ1 and
Akai S900s. The Emulator provided strings.
horns, some choir-like sounds and that popu-
lar ‘Fairlight-style’ sound that Larry (Gowan)
uses on the solo in “A Criminal Mind.” The
Matrix 12 I used mainly for its organ, string
and synth sounds. Percussive sounds came
primarily from the DX7. The ESQ1 was used
mostly as a controller and sequencer. All of
the keyboards, including Larry’s MIDled

CP70 and Phil Michael's (drummer) Octapad
were patched through a JI. Cooper MSD
MIDI Patchbay. One S900 was dedicated
solely to piano, one was reserved for drums
and the third handled sound effects such as
the wolf howl in “Strange Animal,” as well as
some background vocals (John Anderson in
“Moonlight Desires” and Gowan's own voice
in “Cosmetics”).

Playing live rock and roll with The Jitters
requires a piano, an organ and until we get a
horn section, horns. I'm currently using a
Korg DSM1 sampler, a Yamaha DX7 and a
Korg CX3 organ. The DSM1 is rack-mounted
and for the time being, I'm using my DX7 as
the controlling keyboard. I don’t use the DX7
sounds normally, but I do have it pro-
grammed as a “back-up” instrument in case
either the sampler or the organ (please not
both...) ever malfunction. The DSM1 has 1K
memory and presently provides me with two
piano sounds. One is a factorv piano sound
and the other is a custom sample of the grand
piano used on the album. The DSM1 also con-
tains the horns and strings that I have recent-
ly sampled. All of this is stored on one disk,
with memorv to spare. Thus, I don't have to
deal with loading disks during a show. Two
things that I look forward to, are better sam-
ples which I'm continually acquiring and pur-

chasing and the Ensoniq EPS sampler as
soon as it becomes available. The EPS will
hopefully be in the stores by the time you
read this, and check out its ability to “load
while you play.”

Fewer Patch Changes

The basic difference between playing with
The Jitters as compared to Gowan, can be
summed up quite simply. While actually play-
ing with The Jitters, I have fewer patch
changes. That is, I'll almost always be playing
some combination of organ, piano and horns,
whereas in Gowan, | programmed my set-up
song by song, so that by pushing one button
on the ESQ1, six different MIDI instruments
changed patches. This was accomplished by
using the sequencer section, even for songs
that were played without sequencing. Each
unit was given its own MIDI channel, and was
then assigned to one of the eight tracks.

Gowan and The Jitters are just two of the
bands that I have worked with. Playing with
any act will have its own unique set of re-
quirements and mandates. It is up to each
keyhoardist to interpret and fulfill those re-
quirements in his/her own way, making the
best use of the equipment at his/her disposal.

(Peter Nunn is keyboardist with The Jitters.)
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he new RBX 200 and RBX 200F elec-

tric basses feature many of the de-

sign innovations found in Yamaha's
RBX 800 series hasses.

The RBX 200 is a 33-7/8 inch, scale instru-
ment. [t features a low-mass bridge designed
for a warm, detailed sound and a split single-
coil pickup for depth and power. It also fea-

Yamaha Introduces Two New Basses

tures a maple neck, with a 22-fret rosewood
fingerboard.

The light. naturally halanced bodv has
deep. contoured cutaways that provide easy
access to the upper register. The RBX 200F is
a fretless version of the RBX 200.

Both basses are available in protective
glossy fimshes of either black or red.

e

The active controls on each bass include a
master volume and a front/rear pickup
balancer. There are also two hands of equali-
zation with 12 dB of boost or cut at 35 Hz and
15 dB of boost or cut at 3,5 kHz.

For more information, contact:

Yamaha Canada, 135 Milner Ave., Scar-
borough, ON M1S 3R1. (416) 298-1311.
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Sabian Launches
Fusion Hats

abian has announced the launch of

two new cvmbal combinations. With

their 13" Fusion Hats, Sabian has put
added punch into the concept of using
smaller hi-hat models in contemporary musi-
cal settings. Each product consists of a cross
match between a specially designed HH
(hand hammered) or AA (machine ham-
mered) hi-hat top with a heavy. unlathed HH
Leopard Bottom. As a result, SABIAN has
created two new hi-hat pairing suitable for
virtually any music situation.

According to Nort Hargrove, Assistant Vice
President of Production, “Smaller hi-hats
tend to be higher pitched, with faster re-
sponse than the larger models. But they are
also thinner, and in some cases must be
plaved harder to attain peak levels of volume.

“To get the best out of the 13” pairings.” he
stated, “we used heavier, harder cvmbals to
minimize the risk of unwanted overtones. We
wanted to give both the HH and AA models
tightly focused, high-pitched ‘chick’ sounds

with maximum cut, and all with a minimum
of playing effort. In addition, two holes in the
bell of the bottom cymbal expedite air release
so that the inherently fast response vou ex-

pect from cymbals of this size and weight is
retained.”

For more information. contact : Sabian Ltd,
Meductic. NB EOH 110 (506) 272-2019.
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Gilesbie) e Miles Robinson (Fifth Dimension) e Al
Cross (Jane Siberry) « Bob Woods (Minglewood
Band) e Daryl Bennet (Skywalk) « Dave Gilby
(Pursuit of Happiness)

Dealer inquiries welcome, contact. ..
CANWOOD Percussion, Box 615, Lloydminster,
Sask., S9V 0Y7, (403)875-8393

AANDALL ELECTAONICS. INC

Greg Godovitz 2100 Elesmere Rd.. Suite 205
Scarborough.Ontano M1H 3B7
1-416-438-7770
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New Yamaha RX7 Digital Rhythm Programmer

he Yamaha RX7 Digital Rhythm Pro-
grammer has built-in PCM sampled
voices, providing a wide range of
acoustic and electronic drum sounds, percus-

sion instruments, sound effects, and even a
distorted guitar.

Each of these individual voices can be as-
signed to any of the RX7’s 24 keys, and may
be edited for pitch, volume, pan, and decay.
There is also an effects feature that lets you
add up to three delayed repeats of the sound,
controlling the pitch, level and pan. The user

can also instantly call up complete drum kit
selections of voices, including ten presets and
five that are user programmable.

As with the RX5, the RX7 lets you assign a
single voice to be played in pitch over 12 play
buttons, or you can connect a MIDI keyboard
to control the pitch over a five octave range.
You can also use a MIDI velocity sensitive
keyboard, such as the Yamaha DX7IIFD, to
control the volume of each voice. The voices
also respond to the keyboard's pitch bend in-
formation.

Patterns may be written in real time or
step time, with full editing, including
overdubbing, voice change, edit pattern, tem-
po and volume change, and quantize.

The RX7's memory includes 100 patterns
of up to 99 measures each, 20 songs, and
three song chains. All patterns, songs and,
chains can be saved to cassette, RAM4 car-
tridge, Yamaha MDF1 MIDI data filer, or
computer.

For more information, contact: Yamaha
Canada, 135 Milner Ave. Scarborough, ON
M1S 3R1 (416) 298-1311.

The M1 Music Workstation creates a vast
range of exciting new digital sounds with
sparkling clarity and rich depth that can-
not be attained by any other method of
i digital synthesis. The M1 is a synthesizer
’ of the "next era” that clearly opens up a
new dimension in digital sound synthesis
allowing musicians to explore the daz-
zling depths of their creative imagination.
Beneath the M1’s deceptively simple look-
ing 61 note keyboard, lies an incredibly
powerful music production tool that steps
beyond the current conceptual bounds of
existing sound creation. Using all-digital
processing and a powerful new synthesis
concept called “Al Synthesis System” (Ad-
vanced Integrated Synthesis System) the
M1 combines several extremely powerful
synthesis technologies into one monster

MUSIC FOR YOUNG CHILDREN ‘
by F. Balodis M. Ed., A.R.C.T.

¢

OVER 10,000 STUDENTS
NATIONALLY SINCE 1980

°pportunity awaits YOU in MYC |
- teach part time or full time
- teach in your own home
~ manage your own business |
- good communication with other
teachers and coordinators
- exciting teacher seminar and
teachers manuals to guide you

workstation with 16 bit stereo digital audio
of outstanding quality.

B Music for Young children
Parents, Children and Teachers
are all involved in creating music
together!
Small group instruction in singing, |
keyboard, rhythm, ear training, sight
reading and theory. |

FOI‘ information contact:
Frances Balodis M.Ed., A.R.C.T.
72 Kingsford Court,
Kanata, ON
K2K 1T9
(613)592-7565
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by Rosemary Burns

inging is the most misunderstood

skill in the world. Skill you say? Yes,

say skill, and that is where most of
the problem lies. Most people do not think of
singing as a skill. We talk about the skills of
this and that athlete and particularly this year
with the Olympics being held here in Canada.
We all know that Brian Orser has a great nat-
ural ability to skate. His skate dancing is
magnificent to watch as he makes it look so
easy but, we all know that his skill in the fig-
ures puts him in top place in the judging. Yes,
without his skills he and any other athlete
would not earn a medal for their perform-
ance.

Now you ask, how can | compare this to
singing. You can have the most beautiful
voice in the world and not be able to sing. It’s
like owning a Steinway grand piano and only
having the skill to play chopsticks. This is
where the problem begins.

Everyone is born with a voice, we can all
make noise. Some people have the ability to
make more beautiful noise than others so the
world in general believes that they can natu-
rally sing. They have a natural ability. The
world completely forgets that the natural
athlete spends years of practice developing
the natural talent. They have the best
coaches they can find. Teachers, sport psy-
chologists. You name it and they will have it.
Skill along with the natural talent makes the
performer. The body must be treated well
and looked after. It is the singer’s instrument,
We all know how well a musician cares for his
instrument.

If singers could bring themselves to think
like athletes, more young singers would
achieve their goals.

Over the years I have had many artists who
are well known in their field come to me and
ask for lessons. They feel that by taking a few
lessons they will be as good a singer as are
they are a player of their primary instrument.
After a few months of training they usually
end up being disappointed and saying that
they didn’t know that learning to sing cor-
rectly took so much work. “Why, it's harder to
sing well than play my own tnstrument.” [
then ask how many years they have been
learning the skills of their instrument. Natu-
rally, the answer is always a long time.

SINGING
A Misunderstood Skill

“ Skill is
primary
and
natural
talent

secondary.??

There are many ways of learning skills. Re-
‘cently 1 saw a young girl on a television talent
show, she was twelve years old and black.
She sang up a storm like you couldn't believe.
Where did she learn her skill? Probably in
her mother arms in church as most Gospel
singers. It was always around her and she
just assimilated the skill. Obviously as she
grew older she was coached on how to sell
this natural talent. We see this a lot in child
stars. Michael Jackson is a perfect example.
Very few people have this advantage.

Then there is the athlete who may have a
natural ability for some particular sport he
starts at a very early age and keeps practicing
and training until his skill becomes better
than his natural ability. The whole world ac-

cepts this fact. We can compare this type of
performer to the young singer who starts on
the road at a very early age and keeps work-
ing and working at his art until years later,
like Bruce Springsteen with thousands of
performances behind him, he is recognized
for his talent. We all know the story of the
overnight sensation and how he must pay his
dues.

But there is also another way to “make it”
and that is by being taught how to care for the
voice and the skill to use it well. [ feel that it
is important for a singer to realize that the in-
strument can be taught and that singing is
not just a natural talent. | truly believe that
skill is primary and natural talent secondary.

Like the athlete who is learning a new
jump, a new turn or skill, the singer must al-
ways be aware of how to learn new material.
So often good talent is lost because the singer
has abused the voice during rehearsals.
When one is young the body is able to take a
great deal of abuse, but as we grow older we
must be more careful. So often [ hear of sing-
ers rehearsing for five or six hours with the
band as they all learn their parts. This may be
OK for the guitarist and keyboard player be-
cause as they play more, they warm up and
the better they play their instrument. But, we
who are singers must remember that we are
the instrument and the player. If we break a
string, it cannot be replaced. Things are dif-
ferent for the singer. We are using the body
and energy. Singing correctly takes a great
deal of concentration and energy. Try to
think like an athlete. He doesn’t run the mar-
athon 20 times in a row. When the concentra-
tion has gone, the practice is no longer valid
and can actually harm the voice. When the
singer is practicing with the band it is wise to
put down a vocal track for the band to prac-
tice with and then come in after the band
knows the material. By doing the vocals over
and over, the vocalist puts himself in jeop-
ardy.

As one grows older, if they have learned to
use the voice correctly, the instrument gets
better. Look at some of the top vocalists of to-
day. Most of them are in their fortys and be-
yond. A person loses their voice only when
they lose their physical energy, just like any
athlete.
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[t Starts With Believing You Can Sing

by Molly Johuson

—_—

Molly Johnson

like to work in a lot of different areas of

music. [ like to try different things. 'ma

back-up singer with Breeding Ground.
It teaches me harmonies. It takes the pres-
sure off from being the focal point and lets
you focus more on parts and more musical
things. My work with Aaron Davis and David
Pilch on my jazz “thang” has given me great
new chops. We do Gershwin, Cole Porter,
Duke Ellington standards. It seems to have
improved my range and I'm able to read
through charts and understand melodic form.
[ then bring that back to my rock band. I think
if you try different things and get out and
work in different areas it just makes the
whole thing cooler.

I've been out there for a long time and
that's enabled me to check out other
opportunities, I'm very fortunate that way.
But the way to do that means usually going
up and asking someone if you can be in their
band. That's the simplest and easiest way to
do it. People don't usually ask you, and I think
it's important to leave yourself open and have

an attitude about wanting to work and to try
different things. That way you'll attract those
kinds of people who'll give you that
opportunity. I think the real bottom line is
that if you want to be in a band you should
join a band, if you want to be a singer you
should get out there and start singing. It just
gets better with time and practice.

It comes It comes back to attitude; the kind
of feelings you have about yourself. We're not
talking about negative, egotistical type
qualities, we're talking about a strong sense
of self. I think if you hear a note and if you
feel confident about it you can usually sing it
and the more times you sing it the easier it
becomes.

Did I mention the fact that you can either
sing or you can't and half of being able to sing
is just believing that you can do it. The other
half is actually getting up there and doing it.
Doing it is always the key.

(Molly Johnson is lead singer with Toronto's
Alta Moda.)
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MARKETPLACE

FOR SALE

ATTENTION GUITARISTS:
Improve your sound and per-
formance with 1C. SOUND
HEADPHONE AMPS.. effects
units. effects kits, lap steels, pub-
lications and accessories. BUY
DIRECT/SAVE MONEY! Write
for FREE CATALOG now. 1.C.
Sound, 163 Pointe Claire Ave.,
Pointe Claire, PQ H9S 4M7.

MUSICIANS: SAVE MONEY
through the mail. Low prices on
musical instruments. books and
accessories. Remo, Sabian. Fend-
er, Sonor, Korg, Fostex, Ludwig,
Shure, to name a few brands.
For free catalogue  write:
MUSIC WORLD, 625 East River
Rd., New Glasgow, N.S. B2H 3$4.

METAL RUNS PROFES-
SIONAL GUITAR INSTRUC-
TION! Learn heavy inetal in
vour home. Famous Solos and
Licks taught by: VIVIAN CAMP-
BELL of Whitesnake — $19.95
Ronnie LE TEKRO of TNT. —
$19.95. Each lesson includes
booklet and cassette. ’lease add
$1.00 shipping per tape. Ontario
residents add 7% sales tax. Send
cheque or M.O. to: Morelli's
Music. 361 12th St. East. Owen
Sound, ON N4K 1W1 (519) 376-
5533.

PLAY THE BLUES! 5 STAR
MUSIC presents: \ course for
beginners to intermediate. Learn
in your own home, blues licks
and solos. Rock and Blues Licks
Volume 1&2 — (Tape & 2 Books)
$2195. 14 Blues Solos (Tape &
Book) $2195 Blues Rhythms
(Tape & Book) $21.95 Complete
Course NOW ONLY $59.95.
Please add $2.00 postage. On-
tario residents add 7% sales tax.
TEACHERS!! A great course for
vour students. Send cheque or
M.O. to: MORELLI'S MUSIC,
361 12th St., East, Owen Sound,
ON N4K 1W1 (519) 376-5533.

LEARN VIRTUALLY EVERY
SCALE, arpeggio, and trick
you'll ever need know to play
your own leads, solos, and licks-
in all keys and in all playing posi-
tions; with “THE LEAD GUI-
TAR LESSON PROGRAM'™
This program is not a gimmicky
booklet that teaches a few licks

and solos, but teaches all aspects
of Guitar Plaving. Learn how to
be an INNOVATOR not an IMI-
TATOR! 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 (519) 376-5533.

MECHANICS OF METAL
“TRICKS” LESSON: Taught
by GIT. Graduate and Award
Winner. Learn every imaginable
Harmonic. 8 Finger Tapping.
Tremolo Bar Technique. “Talk-
mg  Guitar,”  Growls  and
Screams. Loads More! Cassette
and Booklet: $29.95 Plus $2.00
Shipping, Ontario  Kesidents,
please  add 7% Sales Tax.
MORELLI’S MUSIC, 361 12th
St.. E. Owen Sound, ON N4K
1W1. Dealer [nquiries Invited.

VIBES Musser 55 complete.
One owner. Asking $3,000. (416)
627-4534 evenings.

TIMELESS INSTRUMENTS
has custom-designed acoustic
guitars for vour steel string, clas-
sical and flat top bass. Also inten-
sive seven week, learn as vou
build, Acoustic Guitar Construc-
tion seminars. Luthier supplies
available. Write: TIMELESS IN-
STRUMENTS, Box 51. Tugaske.
SK SOH 4B0 (306) 759-2042.

PUBLICATIONS

HOW TO FIGURE OUT
CHORDS TO A SONG. Send
$.00 for  dynamic  new
manual. Add $1.00 postage.
L.D. Marketing, 95-105
Dovedale, Whitby, ON LIN 1Z7.

FOR THOSE WHO WANT
VOCAL SOUNDS OF TO-
DAY. For those who want to sing
without developing sore throats
and vocal chord nodes. With the
right techniques — you will
achieve all this! Here’s the book
that shows you how!! THE PHE-
NOMENA OF THE BELI/POP
VOICE by JAN SULLIVAN
$14.95 (US)) + (U.S) Fast deliv-
ery. 100% guaranteed satisfac-
tion or complete refund. Check
the other books in our free

catalog. Phone (306) 592-2276 (24
hours, 7 days), collect calls will
be accepted between 6p.m.-8a.m.
CST.  CHRISTIN'S MUSIC
KNOWLEDGE, Box 338,
Yorkton, SK S3N 2WL VISA,
MasterCard accepted.

SERVICES

LEGAL SERVICES FOR
THE CREATIVE ARTS. Mu-
sicians, songwriters, producers,
recording companies. etc. If vou
work in the creative arts and
need legal advice. call: Brendan
J. Moher, Barrister & Solicitor,
6187 Queen St. W, Toronto, ON
M6] 1E4 (416) 862-7892.

THE TWELFTH FRET
GUITARIST PRO SHOP: of-
fering highest quality 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/Fender repair
centre. Full refinishing facility,
repairs shipped/received across
Canada. We mail-order guitars
by Jackson/Charvel, Fender and
Ibanez. Fostex recording and ef-
fects equipment at discount
prices. Write: 920 Kingston Rd.,
‘Toronto M4E 1S5 (416) 694-8162.

VINTAGE GUITARS WILL
BUY, SELL OR TRADE -
Fender and Gibson electrics. ‘55
Fender Stratocaster SB. ‘57
Fender Stratocaster SB. '64
Stratocaster-Cherry. '59 Gibson
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, 20 Holly
St., #101, Toronto, ON M4S 2E6.

BANDS. Do you want to record
and be paid at the same time?
Need original music — alterna-
tive, rock. HM. Pop, Country —
for albums. Send band promo
and demo to: C.C., Box #26,
Banff, AB TOL 1C0.

CUSTOM FENDER TUBE
AMPLIFIER MODIFICA-
TIONS make ‘em SCREAM!
More gain, distortion, output
switching, FX loop, MORE! RJE,

27 "N” Morrow Ave., Winnipeg.
MB R2W 4B7.

SHOW PRO 699-9699. Sound
and Lighting Equipment Rentals,
Sales, Service and Installation
by Pro. Techs./Bands, DJ's, Etc./
Large  or Small Venues/
Customized Service for the Mu-
sic Industry.

RECORD PRODUCER under
contract with Virgin UK., with
private recording studio, located
in downtown Toronto. Will prod-
uce vour single, E.P., or Album.
Serious enquiries only. (416)
535-6086.

GET YOUR SONGS TO THE
TOP through the side door. Rent
a mailing list from HITCONTEX
US.A. Call (416) 785-5669.

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.. Hamilton, ON
Canada LYC 5G6 (416) 388-3597.
SASE. for return. Replies with-
in 30 days.

WANTED

SALES REPRESENTATIVE.
CASIO CANADA LTD,, re-
quires an in-house Sales Rep for
Dealer Sales. Must be know-
ledgeable on Keyhoard and MIDI
product. Wholesale sales experi-
ence an asset. Please forward re-
sume to: CASIO CANADA LTD..
2100 Ellesmere Rd., #240, Scar-
horough. ON M1H 3B7.

REPRESENTATION REQUIR-
ED in Central and Western Cana-
da for a new line of Professional
Loudspeaker units. Contact —
Terry Buttle, Acoustic Design
Group, Inc. Telephone — (416)
272-4495.

MIDI SALES POSITION. One
of the country’s largest retailers
of MIDI gear needs you in Van-
couver! References and proven
sales record required. Commis-
sion. Contact Kerry Corlett with
resume and salary history.
ANNEX HIGHTECH MUSICAL
INSTRUMENTS, 1250 Grannville
St.. Vancouver, BC. (604) 682-
6639.
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someone listened!
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STERED POWER AMPLIFIER
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The EV 7300 Amplifier

Musicians have been telling the
industry, for years, what they wanted in
an amplifier. And, while the others were

smiling and nodding, EV took notes.
And created the 7300.

® Easy, Onboard Biampability: Choose any of
24 frequencies—50 to 10,000 Hz—using an
optional APX plug-in module. Fourth-order
Linkwitz-Riley 24-dB/octave filters offer smooth
transition between drivers while maintaining
phase between high- and low-pass outputs.
The sharp slope minimizes signal misdirection
to protect your drivers.

Rugged Reliability: The 7300 deals effectively
with heat with its 16 metal output transistors
(total device power: 4,000 watts), a dual-speed
fan, and oversize heat sinks. A sturdy steel
chassis shrugs off the bumps and bruises of
hard daily use.

Full Protection on Each Channel—against
RF interference, shorted loads, undue thermal
stress, and excessive output voltage. Both amp
and connected speakers are protected from
on/off transient damage, subsonic signals, low
ac line voltage, and dc voltage.

® Power: 300 continuous watts/channel into
4 ohms, 200 watts into 8 ohms. And 600 watts
into 8 ohms at the touch of its bridge-mode
switch.

The Electro-Voice 7300 amplifier. It’s what you’ve
been asking for.

In Canada:

Electro-Voice Div. of Gulton
Industries (Canada) Ltd.
345 Herbert Street
Gananoque, Ont. K7G2V1
(613) 382-2141

Electro-Voice, Inc.
600 Cecil Street
Buchanan, MI 49107
(616) 695-6831

Elecholoice®

a MARK IV componyv




Roll Over Beethoven

Sound that

blows away the competition.

The new PPX 1200 from Lantek.
Latest in the PPX series of classic

of performance and reliability plus

2 new refinements. An active sensing Circu
enhanced DC protection and improved DC off

at the output. These new features are also ni
included in the PPX 300, 450 and 900. So =
roll over Beethoven. .. and tell your disc jockey the't

For more information on the PPX Series contact your local/
Lantek dealer or call Gould Marketing Inc.,
6445 Cote de Liesse, Montreal, Quebec H4T 1ES (514) 342-444]






