
63365 

LEEAAROÑ^ 

™ui 
FOCUS ONM» 

STRAIGHT TALK FROM CANADA S 

r NOTATOR 3.1 ■ YAMAHA FX900 ■ 
SHURE L-SERIES WIRELESS ■ 



AKE YOUR 
FIRST STEP 

TOWARD 
A CAREER 

IN THE 
BUSINESS 

□ Highly selective, two-year training 

AWARD 1989 AND 1990 
NOMINATED BEST 

RECORDING SCHOOL 
IN THE WORLD 

6464 Sunset Blvd., The Penthouse, Hollywood. CA, 
U.S.A. 90028 (213) 467-6800 
112 East 3rd Ave., Suite 305, Vancouver, B.C., 
Canada V5T 1C8 (604) 872-2666 
410 Dundas St. East, Toronto, Ontario, 
Canada M5A 2A8 (416) 966-3066 
440 Laurier Ave. W.. Suite 200. Ottawa. Ontario 
Canada KIR 7X6 (613) 782-2231 
451 St. Jean St., Montreal, Quebec, 
Canada H2Y 2R5 (514) 845-4141 

program 

□ Campuses throughout North America 

□ Current theory mixed with practical 
hands-on training 

□ Modem state-of-the-art 24-track 
recording studios and digital audio labs 

□ All classes taught by qualified, working 
professionals 

□ Job placement assistance 

□ Financial assistance available 

□ Fully accredited by ACCET 

GTRFBAS 
inSTITUTE OF RtCORDina ARTS 

■MB 



SPONSORED BY 

Please register me for 

Phone( 

Exp. Date 

Signature 

Unlock the secrets behind making high quality recordings in your own home studio. 
Learn the techniques of the experts and get advice that will produce results and 

Name_ 

Company 

Address _ 

City_ 

Province 

Code_ 

COST ONLY $85.00 including gst 
(Seating is limited so register early) 

□ VISA □ MasterCard □ AMEX 

Card No._ 

SUNDAY, MARCH 1, 1992 
9 am — 5 pm 
Ontario Room 
Royal York Hotel 
Toronto, ON 

TASCAM 
TEAC Professional Division 

Complete and mail to: CANADIAN MUSICIAN, 3284 Yonge St., Toronto ON M4N 3M7 
or call (416) 485-8284 or FAX (416) 485-8924 

THE MIDI HOME STUDIO 
Equipment available 
MIDI techniques and sequencing 
Digital recording 

launch your career! Topics covered include: 

@ SETTING UP A HOME STUDIO 
Setting a budget 
Designing the space 
Choosing equipment 

¡ä RECORDING TECHNIQUES 
The basics and pre-production 
Miking techniques 
Signal processing 
Mixing 

PLUS A SPECIAL 
APPEARANCE BY: 
Guitar Recordings artist Blues Saraceno 
in a workshop on “How To Record A 
Successful Demo" 

G Enclosed is my cheque/MO for 

$_or 

□ Bill my credit card. 

PRESENTED BY 
1\ yf CANADIAN Musician 



lhe 
ULTIMATE 
INDUSTRY 
RESOURCE 
BOOK 

The fifth edition of MDC is available now and contains 
over 6,000 listings in almost 60 categories and almost 700 
pages — in short, the only resource you’ll need to find the 
who, what, where and when of the Canadian music scene. 

The Canadian music industry has flourished over the past 
decade and has produced world-class performers, 
songwriters, producers, studios and equipment manufac¬ 
turers. In only one place can you find all of what Canada 
has to offer in the music industry — MUSIC DIRECTORY 
CANADA. 

MUSIC DIRECTORY CANADA is available now. Use the coupon below or call 
(416) 485-1049 and use your credit card. 

646 
PAGES, 

Published by CM 
Books, a division of 
Norris-Whitney 
Communications Inc. 

Send me copies of Music Directory Canada (fifth edition), at $26.95 
plus $3.00 shipping and handling. Canadian residents add 7% GST to total. 
□ I am enclosing a cheque/money order for $ + S _ GST = S 
□ Charge to my: □ VISA □ Mastercard □ American Express 

Card No. Expiry Date 

Signature 

Name 

Address_City 

Prov/State_Code__Telephone Number ( )_ _ 

COMPLETE AND RETURN TO: CM BOOKS. 3284 YONGE ST.. TORONTO. ON 
M4N 3M7 OR FAX: (416) 485-8924 
TELEPHONE ORDERS ARE WELCOME. HAVE CREDIT CARD READY (416) 485-1049 
Also available at music stores, record stores and book stores across Canada! 
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EV* 73OOA EV*7600 

250 WATTS/CHANNEL 425 WATTS/CHANNEL 8 ohms: 

400 WATTS/CHANNEL 700 WATTS/CHANNEL 4 ohms: 

500 WATTS/CHANNEL 850 WATTS/CHANNEL 2 ohms: 

© 

CERTIFIED 
PERFORMANCE 

A POWERFUL MESSAGE 
Electro-Voice is the only company that 
measures and documents the 
performance of every amplifier that 
leaves the factory, and the certified results 
are shown on the box. 

POWERFUL ASSURANCE 
At EV we certify our performance and 
back it with a bullet-proof three-year 
warranty — to set you free to concentrate 
on your performance. 

Each EV amplifier meets or exceeds these specifications. 

EV® 7600 AND 73OOA AMPLIFIERS 

All manufacturers claim that their 
amplifiers provide great performance. 

457 VIM'‘ ;1WtWi . 
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CHRISTMAS 
GIFTGIVING 
MADEEASY 

Just some of the titles available through the Music 
Bookstore! 

if Number One Country Hits (Tom Roland) Here, in one fact-filled volume is the story behind the records that 
have reached number one on Billboard’s country charts in the 
past two decades. Read about all your favourite country stars. 
576 pages. 
BB010 $27.95 

The Billboard Book of Top 40 Hits, 
4th edition (Joel Whitburn) 
Here's the latest, updated edition of the ultimate reference book 
on all of the pop singles and artists to have hit Billboard's Top 40 
chart since 1955. An absolute must for pop music enthusiasts. 
640 pages. 
BB017 $27.95 

Rock and Roll Cuisine 
(Robin LeMesurier and Peggy Sue Honeyman Scott) 
Get cooking! Here is a collection of edible (and not so edible) 
recipes, photographs and messages from musician such as Rod 
Stewart. The Cult. Don Henley and Iron Maiden. 96 pages. 
BB022 $18.95 

ALSO AVAILABLE: 
The Worst Rock and Roll Records of All 
Time (Jimmy Guterman and Owen O’Donnell) 
Here is a hilarious, outrageous and highly informative revisionist 
history of rock and roll, where esteemed artists are allowed to be human 
and make mistakes. While this volume contains shlock by such 'artists’ 
as Milli Vanilli and Richard Simmons, readers may be shocked to 
discover that most of the entries come from the best artists like the 
Rolling Stones and The Who. 
BB023 $19.95 

The Billboard Book of One Hit Wonders 
(Wain Jancik) 
Covers 625 one-hit wonders of the rock and roll era whose singles 
rocketed into the Top 20 and then disappeared. A trivia lover's paradise! 
BB015 $23.75 
For a complete catalogue circle Reader Service #337. 

JBB010 _|BB017 _j BB022 j BB023 J BB015 

Name 

Address City 
Prov/State Code/Zip 
Phone ( ) 

Total Amount Payable $ 

Add 10% shipping/handling ($2.00 minimum) 

Add 7% GST 

Enclosed is my cheque for $ 

Charge to my: _| VISA _J Mastercard I American Express 

Card No. Expiry Date 
Signature 

Credit Card Holders Call: 
(416) 485-1049 
to Order By Phone! 
Complete and mail to: 

CM Books, 3284 Yonge St., 
Toronto, ON M4N 3M7 

Please allow 4-6 weeks for delivery. 
Please make cheques payable to 
CM Books. 



Look 
AUDIO 
I RICK'S LICKS ■ PHRASING 10 00 

BOOK1
1 RICK'S LICKS ■ ARTIFICAL GROUPS 10 00 
*1 RICK'S LICKS - PHRASING 10 00 
1 RICK'S LICKS - HAND & FOOT PATTERNS 10 00 
I LOUIE BELLSON MUSICAL DRUMMER 14.95 
1 BOBBY ROCK "METALMORPHOSIS" 19.95 

BOOK/AUDIO SET 
I LIBERTY DE VITTO - OFF THE RECORD 39.95 
1 STEVE GADD "UP CLOSE" 29 95 
-1 JACO PASTORIUS ELECTRIC BASS 29.95 
I JOHN PATITUCCI ELECTRIC BASS 29 95 
1 FRANK GAMBALE - TECHNIQUE 1 29 95 
I FRANK GAMBALE - TECHNIQUE 2 29.95 
I GOINES/AMEEN AFROCUBAN GROOVES 34 95 
I DANNY GOTTLIEB DRUM CONCEPTS 34 95 
1 MALABE/WEINER AFROCUBAN RHYTHM 34 95 
I ROD MORGENSTEIN ODD TIME 39 95 
1 ROD MORGENSTEIN GROOVING 39 95 
I ROD MORGENSTEIN DBL. BASS DRUMMING 39 95 
I DAVE WECKL - CONT DRUM +1 44 95 
I BRAZILIAN RHYTHMS - DAFONSECA/WEINER 34 95 

ASSORTED 
I AUTOHARP - JOHN SEBASTIAN 59 95 
1 SINGING FOR TIN EARS - NICHOLS 59 95 
“1 ACCORDION STYLES & TECHNIQUES 59 95 
I HOMEMADE INSTRUMENTS - MARXER/FINK 39 95 
1 HOW TO PLAY FLUTES OF ANDES - SUKAY 59 95 
1 VOCAL STYLE & PERFORMANCE - MULDAUR 59 95 
1 HOW TO BUY A VINTAGE GUITAR -GRUHN 69 95 
1 BLUES ROCK HARMONICA - HARP 59 95 
1 GREG IRWIN FINGER FITNESS 39 95 

BANJO 
I BELA FLECK - BANJO STYLES 59 95 
1 LEARNING TENOR BANJO - WACHTER 59.95 
“1 LEARNING PLECTRUM BANJO - WACHTER 59.95 
I BLUEGRASS BANJO - TONY TRISCHKA 59 95 
”1 FRED SOKOLOW - BLUEGRASS BANJO 59.95 

BANJO - BEGINNING! 
1 BEGINNING BLUEGRASS BANJO - WERNICK 69 95 
1 BLUEGRASS BANJO BY EAR - KEITH 59.95 

BASS - ACOUSTIC 
I BEGINNING BLUEGRASS BASS ■ SCHATZ 59 95 
I INTERMEDIATE BLUEGRASS BASS - SCHATZ 59 95 

BASS - ELECTRIC 
1 JACO PASTORIUS MODERN BASS 69 95 
I JOHN PATITUCCI - ELECTRIC BASS 69 95 
I JOHN PATITUCCI - ELECTRIC BASS 2 69 95 
1 MARK EGAN BASS WORKSHOP 59 95 
I ABRAHAM LABORIAL - BASS CONCEPTS 59 95 
I LEARNING ELECTRIC BASS - VOL 1 59 95 
I LEARNING ELECTRIC BASS ■ VOL 2 59 95 
I RICK DANKO-ELECTRIC BASS TECHNIQUE 59 95 
1 JOHN ENTWISTLE - THE WHO 59.95 
“I RUDY SARZO - BASS GUITAR 59 95 
I KJELL BENNER - BASS GUITAR 59 95 
I STUART HAMM - SLAP POP & TAP 59 95 

I DAVE SPITZ ■ BASS 59 95 
I BEAVER FELTON SUPERCHOPS 4 BASS 59 95 
I JERRY JEMMOTT - BASS 59 95 
I RANDY COVEN - ULTIMATE LEAD BASS 59 95 
I BASS GUITAR LOWDOWN - GLENN LETSCH 59 95 
1 GARY WILLIS - PROGRESSIVE BASSICS 59 95 
“I SOLO BASS TECHNIQUE - GERALD VEASLEY 59 95 
I ESSENTIAL BASS CONCEPT - DAVE LA RUE 59.95 
I CONTEMPORARY BASS - NATHAN EAST 59 95 
I SLAP & TAP - DAVE CRIGGER 59.95 
I LOUIS JOHNSON - SLAP BASS 59.95 
I EARL GRECO SLAP BASS 59 95 
I JEFF BERLIN MODERN BASS 59 95 
1 PHIL SOUSSAN BASS 59 95 

Attention Vocalists 
Rumark is also the Canadian 
distributor for Sound Choice® 
Accompaniment Tapes. We 
have over 1200 songs that are 
sure to please even the most 
discriminating singer. Each 
Chrome tape has four digitally 
recorded songs without the 
vocals on side A, while side B 
contains the same songs with an 
adjustable demo vocal. Sound 
Choice® is well known for 
providing excellent quality tapes 
and bringing you the hits while 
they're still hot! Call us today for 
your complete catalogue. 

BRASS 
49 95 
39.95 
39 95 

I CANADIAN BRASS MASTER CLASS 
1 CANADIAN BRASS - SPECTACULAR 
I CANADIAN BRASS - LIVE! 

DOBRO 
1 JERRY DOUGLAS DOBRO TECHNIQUES 69 95 
I CYNDI CASHDOLLAR - PLAY DOBRO 69 95 

DRUMS 
I STEVE GADD - UP CLOSE 59 95 
I STEVE GADD - IN SESSION 59 95 
I LOUIE BELLSON THE MUSICAL DRUMMER 59 95 
“1 STEVE SMITH - PART ONE 59 95 
I STEVE SMITH PART TWO 59.95 
1 KENNY ARONOFF LAYIN' IT DOWN 59.95 
-I DAVE WECKL - BACK TO BASICS 59 95 
I DAVE WECKL THE NEXT STEP 59 95 
I JOE FRANCO ■ DOUBLE BASS DRUMMING 59 95 
I ZILDJIAN DAYS IN NEW YORK 59 95 
-I TERRY BOZIO - SOLO DRUMS 59 95 

I PETER ERSKINE - TIMEKEEPING 1 59 95 
“I PETER ERSKINE TIMEKEEPING 2 59.95 
I BUDDY RICH CONCERT - VOL. 1 64.95 
I BUDDY RICH CONCERT - VOL 2 64 95 
I BUDDY RICH CONCERT ■ VOL. 3 64 95 
1 BUDDY RICH CONCERT - VOL. 4 64 95 
I GREGG BISSONETTE - PRIVATE LESSON 59.95 
I BILL BRUFORD THE BEAT 59.95 
1 MAX ROACH - IN CONCERT/IN SESSION 59 95 
1 ELVIN JONES - A DIFFERENT DRUMMER 59.95 
I LATIN AMERICAN PERCUSSION 59 95 
I ROD MORGENSTEIN - ALL TOGETHER 59 95 
1 ALEX ACUNA - DRUMS & PERCUSSION 59.95 
I BOBBY ROCK - METALMORPHOSIS 59.95 
I DEEN CASTRONOVO - HIGH PERFORMANCE 64.95 
I GLEN VELEZ - FANTASTIC FRAME DRUMS 59.95 
1 ART & JOY OF HAND DRUMMING-BERGAMO 59 95 
I LIVING ART OF BRUSHES-CAMERON 59 95 
"1 FRED SANFORD-MARCHING PERCUSSION 69 95 
I FRED SANFORD-MARCHING PERCUSSION 2 69 95 
1 THE DRUMSET A MUSICAL APPROACH 59.95 
I MALLET KEYBOARD 1 - DAVE SAMUELS 69 95 
I MALLET KEYBOARD 2 - DAVE SAMUELS 69 95 
I PAUL DELONG & RICK GRATTON LIVE 29 95 
I CARMINE APPICE DRUM MASTER CLASS 59 95 
-1 TOMMY ALDRIDGE BASS DRUMMING 59 95 
“1 TICO TORRES - DRUMS 59.95 
I CHET MCCRACKEN ■ DRUMS 59 95 
I RANDY CASTILLO ■ DRUMS 59 95 
I JEFF PORCARO 59 95 

DRUMS - BEGINNING 
1 SNARE DRUM RUDIMENTS - PETRILLO 49.95 
1 HOW TO PLAY DRUMS - JIM PAYNE 49.95 
I VIDEO DRUM METHOD PETRIE 39.95 

DULCIMER 
“I THE HAMMER DULCIMER 69 95 
I MOUNTAIN DULCIMER-DAVID SCHNAUFER 59 95 
“I HAMMER DULCIMER - WALT MICHAEL 59 95 
“I HAMMER DULCIMER - CELTIC TUNES 59 95 

FIDDLE 
I BLUEGRASS FIDDLE KOSECK 69 95 
n CONTEST FIDDLING - O'CONNOR 59.95 
I BLUEGRASS FIDDLE CLASSICS - KOSEK 59 95 

GUITAR - ACOUSTIC 
1 LEARNING TO FLATPICK - TRAUM 59.95 
1 LEARNING TO FINGERPICK - TRAUM 59.95 
I INTIMATE LESSON WITH TONY RICE 59 95 
-I INTERMEDIATE FINGERPICKING - TRAUM 59 95 
I BLUES GUITAR VOL 1 - TRAUM 59 95 
I BLUES GUITAR VOL 2 - TRAUM 59 95 
1 ACOUSTIC GUITAR MUSICIANSHIP 69 95 
I DELTA BLUES GUITAR VOL 1 - BLOCK 59.95 
I DELTA BLUES GUITAR VOL 2-BLOCK 59 95 
1 FINGERSTYLE BLUEGRASS GUITAR 59 95 
1 ACOUSTIC GUITAR - JORMA KAUKONEN 59 95 
I TWELVE STRING GUITAR - TRAUM 59 95 
I SOLOING/PERFORMING FLATPICK - FLYNN 59 95 
1 NORMAN BLAKE'S GUITAR TECHNIQUES 59 95 
1 FLATPICK TWO • STEVE KAUFMAN 59 95 
I ADRIAN LEGG - BEYOND ACOUSTIC GUITAR 59 95 

VISIT YOUR FAVOURITE MUSIC STORE AND 
CALL US NOW AT (416) 660-7499 FOR MORE 



and BURN! with nm 
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’ Trademark of Rumark Video Inc 

[GUITAR - BEGINNING 
I CHET ATKINS - GET STARTED ON GUITAR 59 95 
1 BEGINNING GUITAR - SCHMID 39 95 
1 CHORDS & CHORD PROGRESSIONS TRAUM 59 95 
I RIGHT HAND TECHNIQUES TRAUM 59 95 
I UNDERSTANDING THE GUITAR TRAUM 59 95 
1 KIDS GUITAR - MARCI MARXER 59 95 

GUITAR - BEGINNING ELECTRIC 
1 LEARN ROCK & HEAVY METAL - ROTH 59 95 
I BEGINNING ELEC GUITAR - ROTH 59.95 
1 HEAVY METAL PRIMER JAY JAY FRENCH 59 95 
I RIK EMMETT - TRIUMPH 69.95 
1 WOLF MARSHALL BEGINNING LEAD 59 95 

GUITAR - BLUES 
I B.B. KING - BLUES MASTER t 69 95 
I SLIDE GUITAR - ROTH 59 95 
1 CHICAGO BLUES GUITAR - ROTH 59 95 
1 ROCKSLIDE MICK TAYLOR 59 95 
I LONNIE MACK - BLUES GUITAR 59 95 
1 ROBIN TROWER • BLUES 59 95 
1 ROCKABILLY GUITAR - ARLEN ROTH 59 95 
1 ROBBEN FORD PLAYIN' THE BLUES 59.95 
I DON MOCK BLUES ROCK 59 95 
I KEITH WYATT ROCKIN' THE BLUES 59 95 

GUITAR - CLASSICAL! 
1 EFFORTLESS CLASSICAL GUITAR 59 95 
*1 JORGE MOREL - COMPOSING & ARRANGING 59 95 
I CLASSICAL GUITAR VOL 1 ■ REACH 49 95 
I CLASSICAL GUITAR VOL 2 REACH 49 95 
1 CLASSICAL GUITAR VOL. 3 - REACH 49.95 
I CLASSICAL GUITAR VOL 4 REACH 49 95 

GUITAR - ELECTRIC 
1 FRANK GAMBALE MONSTER LICKS 59.95 
1 FRANK GAMBALE - MODES ■ NO MYSTERY 69 95 
1 TONY MACALPINE - GUITAR LESSON 69 95 
I REB BEACH CUTTING LOOSE 69 95 
I STEVE MORSE - THE ESSENTIAL MORSE 69 95 
1 JOHN SCOFIELD ON IMPROVISATION 59 95 
1 ELLIOT RANDALL ■ ON GUITAR PART 1 69 95 
1 AMOS GARRET - ROCK RHYTHM #1 69 95 
1 AMOS GARRET - ROCK RHYTHM #2 69.95 
1 CLASSIC FENDER SOUND - WEIDER 59 95 
I ADVANCED ROCK AND LEAD ROTH 59 95 
I BRUCE KULICK - KISS 59 95 
1 VIVIAN CAMPBELL - LEAD GUITAR 59.95 
1 VINNIE MOORE - ADVANCED LEAD 59 95 
1 VINNIE MOORE - SPEED & ARTICULATION 59 95 
I EXOTIC METAL GUITAR FRIEDMAN 59 95 
I PROGRESSIVE CLASSICAL ROCK FATH 59 95 
1 TOMMY TEDESCO ■ GUITAR FOR A LIVING 69 95 
1 DANNY GATTON TELEMASTER 59 95 
1 ERIC JOHNSON - TOTAL GUITAR 59 95 
1 JAMES BURTON ■ LEGENDARY GUITAR 59.95 
1 ARLEN ROTH - RHYTHM GUITAR 59 95 
I PAUL GILBERT - INTENSE ROCK I 59 95 
I PAUL GILBERT • INTENSE ROCK II 59 95 
1 PAUL HANSON METAL ROCK 59 95 
1 VINNIE VINCENT - METAL TECH 59.95 
1 STEVE LYNCH - TWO HANDED GUITAR 59 95 
1 CHRIS IMPELLITTERI - SPEED SOLO 59 95 

1 GREG HOWE HOT ROCK LICKS 59 95 
1 STEVE MORSE - POWER LINES 59.95 
1 ROCK CHOPS - RICHIE KOTZEN 59.95 
1 GEORGE LYNCH ON R E.H.VIDEO 59 95 
1 YNGWIE MALMSTEEN ON R.E.H. VIDEO 59 95 
1 BRIAN MAY QUEEN 59 95 
I TONY IOMMI BLACK SABBATH 59 95 
1 JIMI HENDRIX - WITH MIKE WOLF 59 95 
I STEVE LUKATHER TOTO 59 95 
1 AL MCKAY - EARTH. WIND & FIRE 59 95 
1 CARLOS CAVAZO - QUIET RIOT 59 95 
-I BRAD GILLIS - NIGHT RANGER 59.95 
1 JEFF WATSON NIGHT RANGER 59 95 
I MICHAEL ANGELO GUITAR STYLES 59 95 

About Rumark Video 
Rumark is Canada's largest 
distributor of Video Music 
Lessons. We carry all the major 
brands including: Atkins, DCI, 
Hal Leonard, Homespun, R.E.H., 
Hot Licks, Star Licks, Pelltier, 
DeLong & Deshort Of It, Rick's 
Licks and Video Conservatory. 
This ad is the most complete 
listing to date of all our products. 

Prices and availability are subject 
to change without notice. The 
products and brand names in 
this ad are trademarks or 
registered trademarks of their 
respective holders. 

GUITAR - ELECTRIC COUNTRY 
I HOT COUNTRY LEAD - ROTH 59 95 
I JOE DALTON - COUNTRY JAZZ 59.95 
I FREDDIE PELLETIER ■ COUNTRY 39 95 
I STEVE TROVATO - COUNTRY ROCK 59 95 
1 JERRY DONAHUE - COUNTRY TECH 59 95 
1 ALBERT LEE - COUNTRY GUITAR 59.95 
I RAY FLACKE • COUNTRY GUITAR 59.95 

GUITAR - JAZZ! 
1 ARTIE TRAUM CHORD MAGIC 59 95 
1 ARTIE TRAUM - CHORD MAGIC 2 59 95 
1 EMILY REMLER BEBOP & SWING 59.95 
1 EMILY REMLER - JAZZ & LATIN 59 95 
I JOE PASS - SOLO JAZZ GUITAR 59 95 
1 JACKIE KING - MODERN GUITAR 59.95 
I LARRY CORYELL - JAZZ GUITAR 59 95 
I SCOTT HENDERSON ■ JAZZ FUSION 59 95 
1 JOE DIORIO - CREATIVE JAZZ 59.95 
1 HERB ELLIS ■ SWING JAZZ GUITAR 59 95 
i JOE PASS JAZZ LINES 59 95 

1 BARNEY KESSEL - JAZZ GUITAR 49 95 
I BARNEY KESSEL -PROG. CONCEPTS 49.95 
I BARNEY KESSEL CHORD MELODY 49 95 
I LARRY CARLTON - FUSION GUITAR 59 95 

GUITAR - PEDAL STEEL| 
I LEARNING PEDAL STEEL GUITAR ■ BOUTON 59 95 

KEYBOARD 
1 CHICK COREA - KEYBOARD WORKSHOP 59.95 
I CHICK COREA II - ELECTRIC WORKSHOP 59 95 
I GEORGE DUKE KEYBOARD IMPROV 59 95 
1 GEORGE DUKE - VOCAL ACCOMPANIMENT 59 95 
I JOHN NOVELLO ■ THE BASICS 59 95 
I JOHN NOVELLO • RHYTHM,IMPROV.,BLUES 59 95 
1 JOHN NOVELLO - THE WORKING MUSICIAN 59 95 
I RICHARD TEE - CONTEMPORARY PIANO 59.95 
"I HOW TO PLAY PIANO 1 ■ R. BRADLEY 59.95 
“1 HOW TO PLAY PIANO 2 - R. BRADLEY 59 95 
1 HOW TO PLAY PIANO 3 - R. BRADLEY 59 95 
“1 YOU CAN PLAY JAZZ PIANO - BERNHARDT 69.95 
1 YOU CAN PLAY JAZZ PIANO HARMONY 59 95 
1 YOU CAN PLAY JAZZ PIANO SOLOING 59 95 
I DR JOHN - NEW ORLEANS PIANO #1 59 95 
1 DR JOHN NEW ORLEANS PIANO #2 59.95 
1 BEGINNING BLUES PIANO - COHEN 59.95 
I BLUES PIANO (INTERMEDIATE) COHEN 59.95 
D BLUES PIANO (TECHNIQUE) - COHEN 59 95 
1 MODERN JAZZ PIANO ■ LAVERNE 59.95 
1 ROCK'N'ROLL PIANO - BOB HOBAN 69.95 
1 COUNTRY-STYLE PIANO ■ BOB HOBAN 69 95 
-I PROGRAMMING THE DX-7 59.95 
1 ADVANCED DX-7 PROGRAMMING 59 95 
1 MULTI KEYBOARD MASTER CLASS 59.95 
I DAVID BRYAN - ROCK KEYBOARDS 59 95 
1 STEVE PORCARO - SYNTHESIZER 59.95 

MANDOLIN 
I BLUEGRASS MANDOLIN - BUSH 69 95 
1 JESSE MCREYNOLD'S MANDOLIN 69 95 

REPAIR 
I BASIC GUITAR SETUP & REPAIR CITRON 69.95 

SAXOPHONE 
1 COMPLETE SAXOPHONE • DAVID LIEBMAN 89.95 
I ERIC MARIENTHAL-SAXOPHONE DAY ONE 59.95 
1 ERIC MARIENTHAL ■ MODERN SAXOPHONE 69.95 
1 ROCK SAXOPHONE - DOUGLAS 59.95 

STAR SONGS 
I AEROSMITH -STAR SONGS- 49 95 
I THE BEATLES -STAR SONGS- 49 95 
I ELTON JOHN STAR SONGS 49 95 
1 BON JOVI -STAR SONGS- 49.95 
I SCORPIONS-STAR SONGS- 49 95 
1 OZZY OSBOURNE -STAR SONGS- 49 95 

STAR STYLES 
1 JAKE E. LEE -STAR SYLES- 49 95 
1 YNGWIE MALMSTEEN -STAR STYLES- 49.95 
I GEORGE LYNCH-STAR STYLES- 49.95 
1 RANDY RHOADS STAR STYLES- 49 95 
1 STEVE VAI -STAR STYLES- 49 95 
1 GUNS 'N' ROSES -STAR STYLES- 49 95 

ASK TO SEE "THE BIC PURPLE BINDER" OR 
INFO. ON VIDEOS OR SOUND CHOICE TAPES 



ROT 
GET MORE 
GRAPHIC 

RANE ME-60 STEREO 
microGRAPHIC EQ 
► Constant Q 

► High & Low Pass Filters 

► XLR, TRS, RCA Connectors 

DISTRIBUTION LTD. 
60 Venture Drive, #6, Scarborough, 

ON M1B 3S4 (416) 287-1144 
FAX (416) 287-1204 

Great Case 
Many of the Letters to the Editor that you 
print come from people supporting their 
favourite Canadian artists. For a change. I'd 
like to publicly praise a Canadian manufac¬ 
turer for a world-class product and terrific 
service. 

In August of this year 1 ordered, sight 
unseen, a Deluxe Guitar Case from Calton 
Cases of Calgary for my Strat Ultra. Al 
Williams at Calton Cases told me over the 
phone that I would have my hand-made case 
by mid-September. It arrived the second 
week of September, as promised. This is 
no small feat, as I have dealt with other 
manufacturers who promise one thing, but 
deliver something else. 

The case itself is outstanding! If any of 
your readers have an instrument they 
cherish. 1 highly recommend they invest in 
a Canadian-made Calton. It's built like a 
bank vault and is gorgeous to look at as well. 

ßaqdeEb 
Kincardine. ON 

More On Roch 
Regarding the August issue of your 
magazine: I did appreciate the interest you 
have shown in francophone music and ar¬ 
tists. But a little thing bothered me — the 
phrase “But I don't understand why Roch 
Voisine has to do something in English...." 
1 would like to remind you that he writes all 
of his lyrics in English first and then works 
on French adaptations with collaborators. At 
one time in his life, he refused to speak 
French because he was ashamed of his ac¬ 
cent. So let me tell you that English is far 
more important to him than French is. He 
worked at his French success, and I don't 
find it strange for him to try in English since 
he can t write songs in French. I see no 
reason why he should not succeed in English 
also. 

Roch Voisine 

1 was also bothered by all the mistakes 
that were made in people's names and album 
titles. 1 understand that French is not your 
tongue, but is it so hard to copy people's 
names? 

Montreal. I’O 

Thank You, 
Thank You! 
I've been buying Canadian Musician from 
newsstands for about a year. As a result. I 
have purchased a number of the resource 
books offered in your magazine, such as 
Music Directory Canada and others. Thank 
you for being there; thank you for trying to 
promote Canadian talent. As a Canadian 
country singer/songwriter. 1 appreciate it. as 
do many others. 

Orillia. ON 

More Extensive 
Regional Coverage, 
Please 
As an avid and supportive reader of 
Canadian Musician since the summer of 
1979. I have to applaud CM for the brilliant 
job executed in the promotion of Canadian 
music. 

However, this is 1991, and may we, as 
readers, demand more "extensive" regional 
coverage? There is more to Canadian music 
than just Vancouver. Toronto, and Montreal. 
How about news from other regions/cities, 
such as St. John's. Halifax. Moncton. 
Fredericton. Quebec City, Winnipeg. 
Regina. Saskatoon. Edmonton. Calgary, and 
Victoria? 

As a producer/engineer based in Victoria. 
B.C.. 1 would love to report that our beautiful 
city is definitely up there with the major 
Canadian music cities. 

And finally, we have great weather and a 
beautiful environment to make music in. 
Now, kindly let us know about other 
Canadian music cities. 

Keep up the good work! Peace. 

ßunCWl ßJ. Õ. Kuuj. 
Victoria. BC 

If you haw any comments, criticisms, or 
questions, please write to: FEEDBACK do 
Canadian Musician. 5284 Yonge St., Toron¬ 
to. ON M4N 3M7 or FAX (416) 485-8924. 
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The highest fidelity component 
in bass since the Hartke driver. 
__ 

The Hartke Amp. 
Six years ago, we pushed technology to 

create the perfect speaker for bass. The Hartke 
aluminum cone driver gives bass players the 
sparkling clarity and detail they had always 
been missing with paper cone speakers. 

Now we’ve gone even further toward 
the ultimate bass setup. Hartke has designed 
a series of sophisticated new amplifiers with 
all the critical features you need to get total 
Hartke sound. 

Power. Our top-line Model 7000 rack¬ 
mount amp pumps out 350 watts a side of 
crystal clear bass power into 4 ohms. 

Tone. The 7000 comes standard with 
both tube and solid state preamps. You can 
select tube for a brilliant, fat sound. Or solid 
state for more “edge.” And mix them together 
for dynamic new possibilities. 
Distributed in Canada exclusively by: 

omnimedia -

9653 Cote De Liesse Dors al Quebec H9P I A3 
TEL. (514) 636-9971 FAX (514) 636-5347 

Sounds. We’ve included rotary bass and 
treble Contour controls to shape your overall 
sound. And a precise 10-band graphic EQ to 
fine-tune it. 

Control. The 7000 also has adjustable 
compression to add the exact amount of 
presence and sustain to your sound. And 
a variable crossover with a unique control 
that lets you get the right balance of highs 
and lows. 

Choices. If you don’t need all that 
power for your bottom line, our model 3500 
delivers 350 watts mono into 4 ohms with 
all the extensive tone-shaping features 
of the 7000. 

Now the biggest sound in bass doesn’t 
end with Hartke drivers. It starts with 
Hartke Amps. 

Hartke Systems 
Transient Attach »» 



Just The Ticket 
To A Great 
Performance. 

Besides providing the 
launching point for 
new loudspeakers 
with powerful 3 inch 

voice coils, the MR 

sound. The kind of sound 
bI you and your audience 

will truly appreciate. 

n, For you, the emerging performer, 
we've developed the MR Series. 

F Serious loudspeaker systems that 
deliver out-of-this-world performance 

at down to earth prices. From the single 
transducer guitar boxes and 2-way stage 
k monitors to 3-way full range systems 
I and 18" subwoofer, MR Series systems 

produce a big, clean, powerful JBL 

You've paid your dues. You've invested 
your soul. Xow you're flush with the thrill of 
making it. and ready for a larger stage. But 
you can't ignore reality just yet. Getting into 
a decent sound reinforcement system can 
be a costly endeavor. 

Series also relies on the proven technologies of our Bi-Radial ® 
horns, titanium diaphragms and ultra-strong trapezoidal 
enclosures. From the crisp, clear tones of a guitar solo to the 
complex textures of a synth, even to the special performance 
needs of mobile DJs, MR Series delivers the efficiency, 
reliability, and power handling capability that has become 
synonymous with JBL. 

MR Series. Check them out at your local JBL dealer. They may 
just be the ticket for your next great performance. 

•JBL 
I )istributed exclusively 
in Canada by: 

Gould 
3003 Etingin, 
Montreal, QC 
H4S 1Y7 
TEL: (514) 333-4446 
FAX: (514) 333-6211 



Band Warz ’91 
The search for Canada's best new rock band 
ended on September 9 at Walker Theatre in 
Winnipeg as B.C.’s "The Explorers" were 
voted top honors at the National Final of 
Band Warz '91. sponsored by Yamaha 
Canada Music Ltd. 

From the original 1500 bands who 
entered, five regional finalists fought their 
way through local, club and regional live 
competitions with over 500 other bands in 
30 cities throughout Canada. 
The four-piece band from Vancouver 

takes a winning purse worth over $75,000 in 

prizes including: a record deal with Justin 
Entertainment MCA Records; SI0.000 tour 
support from Labatt s Blue; a $10,000 
equipment voucher from Yamaha Canada 
Music: a 60-hour recording session at 
Toronto's Winfield Sound; a national 
publicity campaign; and a trip to Tokyo, 
Japan to represent Canada in the 1991 
Yamaha International Band Explosion in 
October which was judged by mega-star Jon 
Bon Jovi and Aerosmith/Bon Jovi super¬ 
producer Bruce Fairbairn. 

New Courses At TA.RA. 
The Audio Recording Academy Inc. 
(T.A.R.A.) announced the establishment of 
two seven-month certificate courses entitled 
Applied Audio Recording (Level l)and Ad¬ 
vanced Recording Techniques (Level II). 

These courses combine over 200 hours of 
actual recording session time, along with 
130 hours of theoretical workshops featur¬ 
ing top session musicians, and industry-ac¬ 
tive personnel. 

T.A.R.A. holds all classes, sessions and 
lectures in the multi-studio facilities of Am¬ 
bience Recorders in downtown Ottawa. 

These programs have been designed to 
provide students with a balance of the tech¬ 
nical. artistic and human skills required to 
develop a career within the recording 
arts/entertainment industries. 

The research, development and operation 
of the Applied Audio Recording (Level 1) 

and Advanced Recording Techniques (Level 
II) programs have been undertaken by the 
principals and management of Ambience 
Recorders (2 multi-track recording studios 
in operation since 1978) and its in-house 
subsidiary companies: The Digital Room 
(MIDI hard disk recording/editing and CD 
pre-mastering facility); Sheer Foley (one of 
Canada's largest Foley Sound Stage 
facilities, designed by Andy Malcolm); The 
Jingle Works (jingle. PSA and soundtrack 
production house): The 3rd Millenium Mul¬ 
timedia Corporation (a CDTV post-produc¬ 
tion facility); Proxy Music Publishers; and 
Ambience Records ( record/tape/CD 
manufacturing and related graphic 
design/production service). 

For more information, contact: T.A.R.A.. 
220 Rideau St.. Ottawa. ON K1N 5Y1 (613) 
236-5282. FAX (613) 235-5473. 

Norris Publications Appointments 
Jim Norris of Norris Publications an¬ 
nounced the following appointments: 

Penny Ouelch has been appointed 
Marketing Co-ordinator. Penny is a 
graduate of York University’s MBA pro¬ 
gram, and has a background in marketing, 
and arts and media administration. She 
plays classical guitar and taught music for 

four years. 
Lisa Ferguson has been appointed 

Editorial Assistant. With an Honours B.A. 
in English from York University, Lisa’s 
background includes teaching, proofread-
ing/editing, and five years at Long & Mc¬ 
Quade Limited Musical Instruments. She 
is also a singer/songwriter. 

Tour Bus 
Now 
Available 
Skarratt Promotions Inc. produces concerts 
across North America, and in their travels 
have realized that there are few "up to date” 
tour busses in Canada. Having discussed 
touring requirements with many entertainers 
and crews, they have put together the perfect 
bus for the musician on the road. 

Now available, the coach has three 
separate "cruise air" climate control sys¬ 
tems located in the rear lounge, sleeping 
quarters and front lounge to facilitate 
various options. 

For more information, contact: Skarratt 
Promotions Inc.. 19 Hess St. S.. Hamilton. 
ON L8P 3M7 (416) 527-0552. Toronto: 
(416) 827-1036. FAX (416) 529-4006. 

Ontario 
Indie Acts Get 
Exposure On 
The University/ 
College Circuit 
Campus Klips is calling for submissions 
from Indie acts who want to have music 
videos produced or aired. They are looking 
for all types of music — from rock to jazz, 
rap-dance to alternative. 

Campus Klips is a 2-hour weekly musical 
video program produced and distributed 
specifically for the university and college 
market. The program airs over a closed cir¬ 
cuit system in nine major universities and 
colleges in Ontario. 

Campus Klips will profile 40 upcoming 
musical acts and entertainers. In a joint ven¬ 
ture with the Ministry of Culture and Com¬ 
munications. Campus Klips has put together 
funding to shoot eight music videos over the 
next six months, under the direction of Tim 
Troke. In addition, they will give air time to 
indie acts who already have videos. 

The selection committee consists of noted 
industry professionals and a host of other 
experts from all areas of music. 

Selection criteria have been set and inter¬ 
ested acts should call (416) 333-6759 for an 
application and eligibility kit. 
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Get tips on MIDI gear for guitar, playing technique, customizing and repair. 

MIDI for ' 
Guitarists. 

MIDI For Guitarists — MS011 by Marty Cut¬ 
ler and Bob Ward. A guide to the new devices 
that allow a guitarist to control MIDI equipment. 
128 pages with soundsheet, $19.95 
Guitar Gadgets — MS012 by Craig Ander¬ 
ton. The guitarist's guide to electronic gadgets. 
Includes demonstration record. 192 pages, 
$19.95 
Chords & Tunings for Fretted Instruments 
— MS015 by Larry Sandberg. An explanation 
into chords and tunings for guitar, banjo, man¬ 
dolin and other fretted instruments. Hundreds 
of chords and voicings in various tunings. 74 
pages, $14.95 
Customizing Your Electric Guitar — 
MS017 by Adrian Legg. Acomprehensive guide 
with diagrams and instructions showing all you 
need to know about turning your guitar into a 
unique and personal instrument. 64 pages, 
$12.95 
Do-It-Yourself Guitar Repair — MS022 by 
Peter J. Fillet. This handy guide, illustrated with 
diagrams and photographs, will show you how 

to make quick and easy repairs on your acoustic 
and electric guitars when you are away from a 
qualified repairman. 80 pages, $6.95 
Guitar Synth and MIDI — HL057 Here is 
the first book to explain the new guitar revolu¬ 
tion in both theory and practice. Included are 
information and technique on the history and 
development of guitar synthesizers, basic syn¬ 
thesis, MIDI, sampling and triggering. From 
choosing to using equipment, here is the essen¬ 
tial information guide and inspiration for every 
modern guitarist. $19.95. 
Lead Guitar — MS035 by Harvey Vinson. 
The most comprehensive lead guitar guide, 
providing easy ways to learn chord progres¬ 
sions, breaks, riffs, scales, modulations and 
theory. 96 pages, $14.95 
Classical Riffs for Rock Guitar — MS040 
by Wolf Marshall. Learn the ins and outs of 
using classical/rock riffs. Practice what you’ve 
learned with the full rock band backup tracks. 
24 pages with audio cassette, $19.95 

The Riff Connection for Rock Guitar — 
MS041 by Nigel Coote. This easy new ap¬ 
proach shows you how to link individual riffs into 
authentic rock solos. Play along with the back¬ 
ing tracks. 76 pages with audio cassette, 
$19.95 
Blues Guitar Licks — AP005 by Jay Fried¬ 
man. This unique book teaches hammer-ons, 
pull-offs, slide and bending up and down in 
easy-to-read tablature. Standard notation is 
also included. 95 pages. $12.95 
Rock Guitar Licks — AP006 by Jay Fried¬ 
man. Think like a rock guitarist with lick patterns 
that provide guitarists with a clear under¬ 
standing of each chord, scale, arpeggio and 
rock pattern. 96 pages, $12.95 
Guitar Tricks — AP013 by Jay Friedman. 
This special chord book explains and illustrates 
the wide range of i nteresting chords that can be 
played on the guitar while using open strings. 
64 pages, $11.95 
For a complete catalogue circle #337 on the 
reader service card 

□ MS011 □MS012 □MS0I5 OMSOO □ MSO22 

□ HL057 □ MS035 □ MS040 □ MS041 □ API 105 □ AP006 □ AP013 

Name 

Address 

City 

Prov/State _ _ Code/Zip 

Phone ( ) 

Credit Card Holders Call: (416) 485-1049 to Order By Phone! 

Total Amount Payable $ 

Add 10% shipping/handling ($2.00 minimum) 

Add 7%OST 

Enclosed is my cheque for $ 

Charge to my: □ VISA □ Mastercard □ American Express 

Card No. _ _ _ ._Expiry Date 

Signature 

Complete and mail to: CM Books, 3284 Yonge St., Toronto, ON M4N 3M7 
Please allow 4-6 weeks for delivery. Please make cheques payable to CM Books. 



Yamaha FX900 
Simul-Effect Processor by Richard Chycki 

Yamaha's FX900 is the next generation 
of the FX product line. You recall its 

predecessor, the FX500? It was one of the 
first successful proponents of the all-digital 
instrument preamp configuration, a format 
that has quickly gained popularity in multi¬ 
effects units. Offering a barrage of effects 
— usually for guitar, 
but useful for other in¬ 
struments as well — 
the FX500 boasted 
simultaneous com¬ 
pression. distortion, EQ. chorusing and 
reverb/delay crammed into a small half-rack 
package. The FX900 is a significant expan¬ 
sion of this ideology. 

Immediately noticeable on the FX900 is 
the concentric input level control and dual 
level meters. Unlike many processors that 
sum their inputs to mono and generate stereo 
at the output, this is a true stereo device with 
the capability to process the two inputs dis¬ 
cretely (algorithm dependent). A front panel 
instrument jack feeds both channel inputs. 
To optimize noise rejection and accommo¬ 
date impedance-sensitive instruments like 
passive guitars, a rear panel high/low im¬ 
pedance switch loads the input with either 
10 K-ohms or 1 M-ohm. A data entry knob 
speeds up value changes appreciably, a wel¬ 
come addition to the standard pushbuttons 
also incorporated for "bumping" parameter 
values. Generously included are 100 factory 
presets for reference as well as an equal 
number of user memory allocations. 

Algorithms 
The Math of It All 
The sonic heart of any digital processor is its 
selection of available algorithms. The 
FX900 offers four simultaneous effects 
groups, their status clearly shown by il¬ 
luminated pushbuttons. To those who are 
particularly effects hungry, fear not! Several 
groups contain more than one modifier, so 
the actual number of effects is greater. Espe¬ 
cially worthy of note is the ability to change 
the patching configuration and order of the 
effects groups. Five basic combinations of 
various serial/parallel patches allow the user 
a choice of 11 algorithms in total. The ‘Flip’ 
switch will flip-flop the effect throughout 
the algorithm into its desired position. First 
impression is that this system is confusing 
— it's unique; it's unusual, but with a little 
reading and experimentation, anything is 
possible here. 

Both the Revi and Rev2 effects groups 
are reminiscent of Yamaha's SPX units. 
Revi contains pitch changers, various 

delays (some modulated), and reverb/early 
reflection effects. Several of these algo¬ 
rithms support a discrete stereo input. Dis¬ 
secting the individual effects goes beyond 
the scope of this article, but it would suffice 
to say that signal path control is exemplary. 
The EQ is limited to either a simple low-pass 

or high-pass filter (ER and multi-tap 
programs excepted; they have both filters). 

Rev2 is similar to Revi with respect to 
reverb/early reflection and non-modulating 
delay effects. A combination echo/reverb 
algorithm outputs two simultaneous effects, 
the trade-off here being reduced parameter 
numbers and delay time. 

The Mod effects group carries several of 
Yamaha's hot "old standards” — sym¬ 
phonic and chorus. Panning, tremolo and 
flanging programs are also offered. Unfor¬ 
tunately, the flanging program lacks phase 
manipulation and remains ungratifying. 

The Dyn (dynamics) group is by far the 
most sophisticated of the four. This group 
contains “dual” programs — effects that 
are fully stereo and have individual 
parameters for each channel. This realm 
sports a dual compressor, enhancer (an aural 
exciter), and three-band fully parametric EQ 
(brings Yamaha's DEQ equalizer to mind, 
doesn't it?). 

Bending toward guitar players, the Dyn 
section is the home of the all important 
digital distortion algorithms. Certain 
programs will deliver up to four effects in 
this group alone: distortion (with noise gate 
built in); compression; EQ (three-band with 
mid sweep); and wah. The wah is control¬ 
lable from a variety of sources: foot control¬ 
lers, dynamics, LFO, and so on. An interest¬ 
ing multi-band distortion program splits the 
signal into three bands and distorts each 
band individually. A low-pass filter in all 
distortion algorithms helps to limit har¬ 
monic content for subtle smoothing or radi¬ 
cal speaker simulation curves. Sadly, if you 
don't happen to enjoy any of these distortion 
algorithms, you're stuck. There’s no exter¬ 
nal effects loop available to interface with 
your favourite tube preamp. 

Mind Control via MIDI 
Real time parameter control is extensive. 
The FX900 will allow up to four controllers 
(any MIDI controller 0-95 plus Channel 
Pressure. Key Velocity and Note Number) to 

modulate selected parameters. The range of 
control is editable in the Utilities section. For 
non-MIDloids, two foot pedals can be con¬ 
nected directly to the rear of the unit and 
another two if you opt for the optional 
FC900 foot controller. It is possible to com¬ 
bine both foot pedal controllers and MIDI 

controllers simul¬ 
taneously. Four banks 
of program maps and 
MIDI channel assign¬ 
ments allow the user to 

assemble maps for a few different setups if 
desired. 

Listen! 
Individually, all the time-based effects 
(reverb, echo, chorusing...) were very 
usable. Besides the luxury of the stereo in¬ 
puts and several new parameters, nothing 
was presented that we hadn't seen in pre¬ 
vious Yamaha SPX/FX processors. The 
echo and symphonic programs still smoke 
and the 'verbs are still pretty cool. The 
Hanger is still yech and the pitch changers 
still have some dissonance lurking about. 
The real grab here though is the ability to 
arrange effects in various configurations. 
This capability propels the FX900 into the 
out-of-the-ordinary, limiting the user only 
by the imagination, assembling effects that 
modify others. 

Assessing the Dynamics section, espe¬ 
cially the distortion, has always been some¬ 
what of a sore spot for many due to the 
subjective nature of the evaluation. But here 
goes. When the distortion was maxed. I had 
no trouble producing convincing simula¬ 
tions of several hot-rodded amps, including 
my trusty Boogie Mark IV. That's using a 
tube power amp and an EVM12L as well. 
Unfortunately, sustaining high lead notes 
exposed a disappointing amount of aliasing 
that, although likely acceptable for live 
work, could prove problematic in sensitive 
studio situations. The direct sound was pass¬ 
able: it took a great deal of manipulation to 
get a raunchy direct sound that was viable, 
and even then it didn't come close to the 
sound of a power amp and cabinet attached. 

Sadly, semi-distorted crunch sounds 
proved to be a big frustration. Backing down 
the distortion control revealed an uneven, 
threshold type of distortion with the guitar 
obviously remaining voiced for high gain 
operation — lots of mids. no high end. 
When the signal passed a certain input level, 
there was a drastic change in the sound 
rather than a smooth clipping effect. 

Continued 
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Yamaha FX900 Continued 
On the other end of the spectrum, clean 

sounds combined with that legendary Sym¬ 
phonic program were all excellent, both 
through cabinet and direct. Compression 
and EO algorithms all performed flawlessly. 

The Aftermath 
The FX900 is not the simplest of machines. 
You will likely need to do some serious 
manual page Hipping (it's quite well-writ¬ 
ten) to fully understand all the unit's func¬ 
tions. This is a natural progression as far as 
multi-effector capability goes and your 

A review on Notator? Well I think the 
jury is in and the verdict clear: this is 

one slick piece of software. Yeah, there’s a 
lot of great softw are out there — better for 
the musician as I see it. Hats off to all the 

benefit will be the mastery of the FX900's 
exceptional versatility. 

Looking at the preset list (with over 60 of 
the 100 presets guitar-oriented), the FX900 
is strongly targeting musicians to use this 
unit as an all-in-one preamp. However, by 
not incorporating an external effects loop. 
Yamaha has effectively pushed those people 
away from the whole unit, as they may not 
be satisfied with merely one segment of it. 
I'm not centring Yamaha out by any means 
here. I’ve been lobbying for some time now 
for several manufacturers to address this 
issue. Digital distortion is still in its infancy 

guvs creating powerful programson all plat¬ 
forms; things just keep getting better. 
Whatever computer you use or what 
softw are you run is personal. In the end. the 
music is most important, not the program or 

and has a tough sound to simulate (i.e. a tube 
amp over-driving). If a programmable ef¬ 
fects loop were included here, it would be 
possible to substitute your preferred over-
drive device and still benefit from the rest of 
the processor's myriad functions. 

And there is much to benefit from in the 
FX900. There are certainly more useful ef¬ 
fects in the one unit than most musicians 
could use — all very versatile, all very 
controllable. In the proper working situa¬ 
tion. the FX900 could prose to be a valuable 
addition to one's effects arsenal. 

by Clint Ward 

the computer. 3.1 is the newest version of 
C-Lab's flagship sequencer notation pro¬ 
gram: there's lots to see so Til get right to it. 

( 'mui lined 

Notator 3.1 

Soundlfech 

Making Music-Worldwide 
Exclusive ( anadian Distributor: 
Boose} A: Hawkes (Canada) Ltd. 

279 Yorkland Boulesard. 
Willowdale. Ontario M2J IS7 

Tel: (416) 491-1900 Fax 491-8377 

MegaStSi* 
State Of The Art Singing Systems 

Recording and performing on the MEGASTAR becomes the unique 
and creative experience that singing is supposed to be. 

For a FREE catalogue and name of nearest dealer writer. 

muy ph ip miipip 
2600 John St, Unit 220, Markham, ON. L3R 3W3 
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omnimedta ' 
9653 Cote de Liesse 

Dorval, Quebec H9P1A3 
PHONE (514) 636-9971 
FAX (514) 636-5347 

The golden age of wireless is here. You can 
take the music anywhere you want. 
That’s why Samson keeps coming up with 

more ways to go wireless. In fact, our affordable 
Stage Series offers total freedom of movement for 
all kinds of vocalists and musicians. 

Experience hands-free vocals with an AKG or 
Countryman wireless headset mic. Clip a wind 
instrument mic onto your horn and feel your 
playing come alive. Free up electric and acoustic 
guitars without sacrificing any sound quality. 
Go hand-held wireless with a variety of today’s 
most popular vocal mies. 

No matter which way you go, you've got the 
choice of either the Stage 22 True Diversity or 

i Stage II Non-Diversity receivers. Each has the 
clear, powerful sound Samson is known for. 
v And each is equipped with professional 

*dbx Noise Reduction. 
So go wireless. But when you go, 

Hu go Samson Stage. 

. SAMSON 
WE ARE THE W/RELESS FUTURE® 

Distributed in Canada By: 



For more information, contact Simmonds 

THE SHV^E WK^ELESS 

instrument systems—with both 
diversity and non-diversity receivers. 

The all-new, Lil body-pack trans¬ 
mitter is a prime example. With its 
compact surface mount construction, 
the Lil is the smallest unit in its class. 
Battery life is 40 to 50% greater. And 
its crystal clear output signal lets you 
operate more systems simultaneously than ever before. 

Of course, the Lil's reliability is a given. After all, we have a 
family reputation to uphold. 

Being born into a famous 
family is no free ride. 

Standards are high. > jlflj ( UJ [ 
Expectations are great. 

So when Shure unveiled its L Series Wireless Microphones a 
few years ago, we knew they had to be better than good. 

They were. In fact, the L Series has emerged as one of the most 
affordable, trouble-free lines in the business. One that includes 
nearly every kind of wireless—from hand-held to lavalier to 

The Only 
Wireless That 
Lives Up To 
ItsName. 

B
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Communications Ltd., 975 Dillingham Rd., Pickering, 
Ontario L1W 3B2 (416)839-8041 Fax (416)839-2667 



Giving Is to 
ive A Gift That Will Last All Year! 
This year, give your friends a subscription to 
Canadian Musician. It’s the perfect gift 

that lasts all year and provides a wealth of 
knowledge on the latest in musical instruments, 
artist columns and special features. 

As our Christmas gift to you, if you buy or renew 
your subscription at the regular price, you can give 
that special someone a one-year subscription at 
half price. 
Hurry, and we’ll include a gift card and a 
complimentary copy for Christmas. 

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

Name Charge to my J V ISA J M ASTERCARD _| AMERICAN EXPRESS 

Address 

City 

Pros State _ _ Code Zip 

Phone ( ) 

□ New Subscription Renewal 

and send a gift subscription to: 

Name 

Address 

Card # 

Signature _ _ Expiry Date 

Credit card holders please call: (416) 485-82X4 

(Please check one) 

Inside Canada (Add 7C GST) 

□ I yr. $16.0(1 J 2 yrs. $28.00 □ 3 yrs. $38.00 I 5 yrs. $56.01 

Outside ( añada 

□ I yr. $21.00 □ 2 yrs. $38.00 □ 3yrs. S53.OO □ 5 yrs. $81.01 

Complete and mail to: 
CANADIAN MUSICIAN 
3284 Yonge St., Toronto. Ontario M4N 3M7 
(416) 485-8284 EAX (416) 485-8924 

Phone ( 
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Casio Canada Ltd., Professional Products Division: 2100 Ellesmere Road, Suite 240, Scarborough. Ontario M1H 3B7 

Introducing the playing field 
with its own practice track. 

It’s the Celviano AP-7 from Casio. The world’s first digital piano -
with a built-in CD player. Nothing performs quite like it. 

Along with its impeccable grand piano touch and sound, the AP-7 I 
lets you play along with any CD. You can even slow the CD’s tempo " 
down. So you can practice at a pace that suits you best. 

And that's not all the AP-7 sports that’s revolutionizing the digital 
piano field. 

MPWS (Multiple Point Wave Sampling), an exclusive Casio 
technology, produces a wide range of the truest, richest acoustic 

instrument sounds. From a grand piano to a pipe organ. 
/ Then there are a variety of interactive CDs that provide com-

I / / píete backgrounds and leave room for your own piano solos. 
11 / RAM cards that let you record and save your performances. And 

ROM cards that offer hours of listening and learning pleasure as 
the Celviano performs by itself or along with you. 

.For more information, write Celviano; Casio Canada Ltd., 
£ Professional Products Division, 2100 Ellesmere Road, Suite 240, 

Scarborough, Ontario M1H 3B7. Or call (416) 43T3747. 
Casio Celviano AP-7. If you’re looking for a 

piano that makes playing as easy as it is 
^Jfun, you're on the right track. 

CASIO 
Where miracles never cease 



o 1 ★ 9 ★ 9 ★ 1 
PRODUCT CATALOGUE 
NOW AVAILABLE 

Call or write today for your FREE 
28 page, full-colour catalogue. 

Rosco Laboratories Ltd. 
1271 Denison Street, Unit #66, Markham, Ontario L3R 4B5 

Phone: (416) 475-1400 • Fax: (416) 475-3351 
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MosVaive 
Pristine sound. Awesome power. Ultimate control. Get it all. 
With MosVaive. No other amp in the world sounds 
as good. Just ask Brad Houser of the New 
Bohemians-“Presence! Volume! Clarity!’ Or ask 
Bill Andersen, touring sideman-guitarist, ‘MosVaive 
is very, very musical? With models conservatively 
rated at 8(1 and 250 watts per channel. MosVaive 
sounds like amps with at least twice the power 
rating. It delivers the superior tone quality you 
want hut for a fraction of the price of a tube amp. 
In other words, “An item thought impossible 'til 
now," Billy Gibbons, ZZ Top. 

And with REAL TUBE II. Dollar for dollar, feature 
for feature, no other pre-amp gives you more. 
Marlow Henderson of Buddy Miles & The Mighty 
Rhvthm Tribe agrees-“REAL TI BE II is the most 

versatile non-midi pre-amp around? Pure and 
sweet gain from hell, or anywhere in between, 
choose your sound. 

Choose Tube Works. Because “these units are 
the primary sources to push the guitar into the 
next century,"Joe Cadrecha, Grammy-nominated 
studio session guitarist And they’ll let you kick 
amps all the wav there. 

Tube Works 
A Division of Keynote Industries, Inc. Jl 

8201 E. Pacific Place. *606. Denver. CO 80231 [ 

Made in the USA real 

1-800-326-0269 Q 
Life is too short for bad tone.™ 
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"parameter mode" in the editor, and a per¬ 
cussion clef set to "Display Drum Clef” 
in the drum map page. The single line is 
the centre line of the treble clef staff. Any 
single line rhythm track can be moved 
quite easily using the display parameter 
transpose function. 

The printer page offers some very needed 
updates including: Print Single Tracks. First 
Tracks Header (for printing titles when 
using "Print Single Tracks"). Page Number 
Offset and Print Clef/Key. which dictates if 
the clef and key signature will be printed on 
all. none, first page or just the first stave. 
There is one of these handy tools for the time 
signature as well. You can also suppress any 
time signature by pressing "ALT" and click¬ 
ing the signature, reverse this to re-enter the 
time signature. This will cross out the time 
signature and suppress it on the print out 
only. In page preview you may view all 
pages within a score via the calculator key 
pad or the "Mouse as a slider" function. 
Notator will want to scroll through all the 
pages first, so it's a good idea to hit page 99 
and walk away for a bit. Once the scrolling 
is completed any page can be easily 
previewed. 

A Little Extra 
Notator 3.1 has broadened its horizons as an 
"all in one" program by adding a new feature 
that allows you to export the print output in the 
form of IMG image files. This allows you to 
import Notator score data into a desk top 
publishing program like Calamus. A handy 
feature for teachers, writers and publishers. 

The file system has been changed slightly 
to include the saving of arrangements from 
the arrange mode. Great stuff for people 
using Notator in a live context; you load a 
song where the patterns are songs them¬ 
selves. then you have the freedom to choose 
different set lists in the form of arrange¬ 
ments. Then how about just trying different 
arrangements of a song without having to 
save the whole song each time? 

The Coda 
Version 3.1 is a strong step forward with 
respect to the scoring portion of Notator. The 
"Note Attribute Window " isa powerful and 
easy tool to use, yet since this is a sequenced-
based notation program, moving and alter¬ 
ing the "look" can be tedious and time con¬ 
suming. The "Process Note Attribute" win¬ 
dow definitely adds speed and ease to put¬ 

ting those all-so-important finishing touches 
to parts to be printed and read by musicians. 
How about adding dynamic markings to this 
window or let volume mixes on the RMG 
page dictate crescendos and decrescendos? 
More multiple quantizations for the score, 
like the adaptive groove, would be great for 
those "heady" parts my piano playing friend 
loves to see scored. Greedy, aren't we! 

The fact is Notator is not just a notation 
program, but a great sequencer first. On 
these merits version 3.1 is now a very power¬ 
ful scoring program also. 

Lorenz Rychner’s review of 2.0 in Music 
Technology's 1989 February issue quoted 
Gehard Lengeling and Chris Adam saying 
that they saw Notator in the hands of the 
average rock or MIDI musician. On the con¬ 
trary guys, this is not an average program. 
It's extremely deep-ended, blessed with a 
great feel, riddled with non-destructive real¬ 
time editing, and now a very respectable 
scoring section. 

The sequencer updates in 3.1 are very 
creative, offering even more choices to how 
and when we make music. The "Graphic 
Arrange Mode", although not linear, is very 
pow erful: a new interface to launch us out of 
"pattern"-based recording. 32-track pattern 
pulls things together on those really big 
tracks that need room to breathe. 

The reality is. as you probably know, not 
just the average rock musician or MIDIot 
uses Notator. A lot of heavy, talented com¬ 
posers. w riters and arrangers fly the C-Lab 
flag. So as a parting wish list I would love to 
see more composing-type tools readily 
available in the sequencer: modal transpose, 
inversion, diminution, logarithmic devices, 
or even "guess the chord I played", just to 
mention a few. An edit buffer would be 
useful when exiting the edit mode (keep old 
or keep new). 

Don't get me wrong; I think this program 
is fantastic and even magical at times. This 
is an amazing piece of technology — keep 
up the great work. We're greedy and we 
always want more. Oh yeah. I almost forgot 
— version 3.1 w ill boot up from a floppy 
disk drive while you play your keyboard. 
Enjoy! 

Clint Ward is a Toronto-based com-
poser/arranger who teaches Notator and 
other MIDI-related subjects. He's also in¬ 
volved in freelance MIDI production. 

ATTENTION 
MUSICIANS!! 

964-2100 
P S. Sell your 

instruments FAST with 
a FREE ad 

Get in the groove... 

BUYSELL 

Looking to join a band? 
or 

Looking for a 
new member? 

We ll help you with a 
FREE ad 

In our "Musicians" 
section! 

WANTED! 

VINTAGE AMERICAN FRETTED INSTRUMENTS 

mandolin. bros." 
BUY - SELL • TRADE - CONSIGN 

629 FOREST AVENUE, STATEN ISLAND, NY 10310 

(718) 981-3226 

GUITARS: Acoustic/Electric/Jazz 
D'Angelico - D'Aquisto - Dyer - Epiphone 
Fender - Gibson - Gretsch - Guild - Martin 

Rickenbacker - Stromberg 

DOBROS: All family variants 
Dobro - National - Regal 

BANJOS : All family variants 
B&D - Bacon - Cole - Dobson - Epiphone 
Fairbanks - Gibson - lucci - Leedy - Ludwig 
Paramount - SS Stewart - Vega - Weymann 

M A N D O LI NS : All family variants 
Gibson - Lyon & Healy - Martin 

ALSO: UKES ■ TIPLES - PEDAL STEELS - LAP STEELS 
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PRESTO NOTES ' 
MOVABLE "MINI-MANUSCRIPT" THAT IS 
FAST, CONVENIENT AND EASY TO USE 

in music scores 
> in theory note-taking 

J anywhere you need music! 

AN ORIGINAL AVAILABLE EXCLUSIVELY FROM 

LARKAPPELLA 
P.O. BOX 330 • DELAWARE, ONTARIO, CANADA • NOL1E0 

ORDER FORM - PLEASE PRINT 

Name-

Address-

City_Pro V. I State_ 

Postal /Zip Code_ TT-
Presto Noh’s"' is a Post-it ,M brand 4" x 3", 50-sheet, yellow pad 

$3.75 each or $5.95 for two 
PRICE INCLUDES SHIPPING AND APPLICABLE TAX 

Please send- Presto Notes'" TOTA1 S 

Enclosed is a ( I Cheque ( > Money Order payable Io LARKAPPELLA 
Thank you for your order! 

I’oM-itisJregistrrvdtrademark<•! 'M PnMoNotei\atrade-mark»«I.ARkACPFII A Cl*»! LARKAPPF.LI A 

BECOME A SOUND 
ENGINEER IN RECORD TIME! 
The Toronto Recording Workshop's 
certificate programme will teach you 
the skills necessary to enter the 
exciting music industry in as little as 14 
weeks! 

• Classroom & state-of-the-art 24-track 
recording studio on premises 

• Comprehensive theory combined with 
over 160 hours of actual in-studio 
time 

• Programme includes MIDI, sampling 
and computer-related technology 

• Learn about Publishing, Copyrights & 
Contracts 

I Morning/afternoon/evening classes 
• We have an Introduction to Recording 
Course available on weekends. 

CALL NOW FOR REGISTRATION DETAILS! 
Registered and Approved as a Private 
Vocational School under the Private 
Vocational Schools Act. Financial 
assistance may be available for those 
who qualify. 

-TH// 
374 Bering Ave. Toronto. ON M8Z 3A9 Canada 

Tel: (416) 237-0101 TELEX: 06-984570 

Shure L-Series 
Wireless - System LS114 

by Richard Chycki 

Shure has long upheld a reputation for 
workhorse microphones, most notably 

the SM57 and 58. They’ve also expanded 
into the wireless market. The Shure LSI I4 
is a diversity receiver/beh pack combination 
designed for musical instruments. Lavalier 
and hand-held microphone systems are also 
available. 

Wireless systems have truly benefitted 
from technological advances. Using com¬ 
panding and pre/de-emphasis, the LSI 14 
system claims an impressive S/N ratio of 
102 dB A-weighted. Maximum perfor¬ 
mance. with more than 90 dB dynamic 
range, is generally restricted to a distance of 
30m (100 ft) although usable reception (with 
60 dB dynamic 
range) is possible 
up to 300m. Using 
the 169-216 MHz 
VH F band, recep¬ 
tion is generally 
free from skip and 
other unpleasant 
artifacts. and 
benefits the user 
with smaller, un¬ 
obtrusive anten¬ 
nae. Interference 
from television 
signals in the channel 7-13 range may be 
problematic in some areas. 

The L4 
As previously mentioned, the receiver is a 
diversity system. Two antennae and receiver 
sections are housed in the one box. An inter¬ 
nal circuit evaluates the quality of both sig¬ 
nals and selects the superior of the two, 
minimizing dropouts and increasing perfor¬ 
mance. Shure calls this technology MAR¬ 
CAD (Maximum Ratio Combining Audio 
Diversity). 

Two 1/4 wave antennae supplied with the 
unit attach to a pair of SO-239 UHF sockets 
located on either side of the unit's rear. For 
performance under adverse conditions. 
Shure recommends using full-size half-
wave antennae spread well apart. A squelch 
control allows the user to set a predeter¬ 
mined threshold under which no signal will 
pass. This avoids blasting white noise when 
the receiver loses the transmitter carrier. The 
L4 also uses one of those nasty external AC 
adaptors that hog power bar space and al¬ 
ways seem to rattle around the bottom of a 
rack after a few road trips. On the plus side, 
it does help to avoid ground loops. Both 

XLR balanced and 1/4" unbalanced outputs 
are available for connection to PA systems 
and instrument amps, respectively. 

The front panel is remarkably clean and 
simple: an output volume control, power 
switch, diversity indicators, and two-step 
signal level indicator. The diversity in¬ 
dicators are both on. showing that RF is 
present, rather than which of the two 
receivers is in use. 

The Lil 
The belt pack is an ergonomic treat. A multi¬ 
pin connector interfaces the input with the 
pack. It and its mate are both all-metal with 
a push-to-unlock system for maximum long¬ 

term reliability. 
The obligatory 
loose w ire antenna 
hangs freely from 
the case. A mute 
switch cancels any 
audio, but main¬ 
tains carrier con¬ 
tact with the 
receiver. RF out¬ 
put is the legal 
maximum al¬ 
lowed by the FCC 
— 50 MW. Audio 

gain is adjustable via a small screwdriver 
(included) by a 40 dB range, accommodat¬ 
ing most inputs. 

Another goodie is the unusual door design 
for the battery. It is not detachable from the 
case (read: never lost), very secure, yet 
opens w ith a simple pressure on the hinge 
area of the case. Like most wireless units, 
this machine eats batteries, an alkaline 9V 
lasting about nine hours. This is the first 
wireless system I’ve seen that condones the 
use of rechargeable Ni-cads (heavy-duty 
types only) for two to three hours of use. 
Over a period of time, that would amount to 
a substantial saving in battery costs, not to 
mention environmental detriment. 

Testing, Testing 
A wireless system is always fun to test be¬ 
cause it gives me an excuse to run around 
the neighbourhood with my amp cranked 
listening for dead spots, and so on. The 
LSI 14 system proved to be silent and 
dropout free in all but the most adverse 
conditions, in this case through several brick 
walls and about 15(1 or so metres (500 ft). 

Continued 
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24 DIFFERENT EFFECTS. 
8 AT A TIME. 

: Oigilech 

First, the good news. DigiTech’s new GSP 7 advances guitar effects to a new outrageous level. 
After all, you’ll get five distortions as well as 18 other effects—up to eight at one time—in this 
reliable, solid state package. 

if . ilOCRAM PARAMETER 

DIGITECH SNEW GSP I 
EFFECT INCLUDE: Compression ■ Heavy Sustain, Metal Tube, Rock Tube, and Overdrive Analog W 
Distortions ■ DigiTube* Digital Distortion ■ Ultimate, Hall, Room Simulator, Standard Room, i 

Gated, and Reverse Reverbs ■ Digital, Analog, Multi-Tap and Synchro Delays ■ Chorus ■ Flange ' ■ 
■ Graphic and Parametric EQs ■ Speaker Simulator ■ Stereo Imaging ■ Digital Mixer • Noise Gate 



GET 
THE 

GOODS V ▼ V 

For more information on products 
or services advertised in this issue, 

use the reader service card 
opposite page 66. 

THE AUDIO RECORDING ACADEMY Inc. 
now offers two innovative 
7 month courses entitled 

Applied Audio Recording (Level I) 
Advanced Recording Techniques (Level II) 

• 200 hours of actual recording session time 

• over 130 hours of theoretical workshops 

• industry guest lectures 

• related field outings 

• compilation release of student recording projects 

• professional, industry-active instructors & staff 

All ( lasses take place in the two world-class 
recording studios of Ambience Recorders. 

For a detailed brochure, call or write: 
220 Rideau St.. Ottawa. Ontario K1N 5Y1 
Tel.: (613) 236-5282 Fax: (613) 235-5473 

The look, sound & feel 
of vintage Regals 

at an affordable price. 

Regal RD-65 

$695 
Suggested Ust 

Regal dobros were introduced 
in the 1930's. Their distinctive 
tone quality has since become 

one of the characteristic 
sounds of blues, bluegrass 
and country music. These 
versatile guitars are often 
heard adding spice to all 
styles of contemporary 
music, including many 

film and television sound 
tracks. Regal 

dobros are built to 
original and 

traditional l930's 
specifications. 

At leading music stores 
or for more information call: 

Bingley Distributors. 280 Dufferin Ave.. 
Trenton, ON K8V 5Q2 

613-394-4729 FAX 613-392-4094 

Shure L-Series Continued 
As taras transparency and coloration go. my 

guitar signal was noticeably compressed when 
I really dug into the strings. The signal was 
markedly brighter than a wire. This 
phenomenon was likely due to removing cable 
capacitance from a long cable run. restoring the 
high-end to what it normally should be. The 
compression effect 1 experienced was pleas¬ 
ing, giving my guitar extra cut. Coloration isn't 
necessarily bad. Overall operation was 

consistent and reliable. 

Final Words 
The LS114 wireless system is a gem. It frees 
a player to perform at his her physical max¬ 
imum without a leash, and acts as a silent 
partner — you usually don't realize it's 
there, but it is. and doing its job well. Sign 
me up for one! 

Hughes & Kettner 
ATS 120 Advanced 
Tube System Combo 

by Richard Chycki 

Amp manufacturers these days are con¬ 
stantly torn between the use of ever 

more expensive tubes for pleasing overdrive 
characteristics, or solid state for reliability, 
versatility, and cost effect is eness. Hughes & 
Kettner, makers of popular half rack 
preamps like the Blues Master and Metal 
Shredder, have introduced a line of combos 
and heads that are an ■'intelligent" hybrid 
of tube and solid-state technologies. The 
ATS 120 combo blends a hybrid trimodal 
preamp, a 100W RMS MOSFET power sec¬ 
tion, and a Celestion Vintage 30 in a ported 
cabinet. 

Features 
Trimodal preamps are quickly gaining 
popularity in the eyes of the contemporary 
player. Beginning at mode one. the AI'S 120 
has a solid state clean section using what 
H&K refers to as "soft click" to round off 
any harsh edges commonly associated with 
solid state clipping. Controls are pretty 
standard: passive bass mid treble bright 
switch and a single volume control. 

The second mode, the crunch channel, 
introduces the two 12AX7s into the cir¬ 
cuitry. Note that the crunch ami lead chan¬ 
nels share the same active four-band EQ 
circuitry. Voiced differently from clean, the 
crunch mode is capable of a moderate 
amount of gain, useful for chording ami 
some solo work. 

Third mode, the obligatory high-gain lead 
channel, showcases tube overdrive coupled 
with a healthy amount ol gain. Switching to 
this mode engages another set of gain 'master 
controls that are next to the crunch controls. 
We ll discuss channel switching features 
with the footswitch shortly. 

Reverb is of the Accutronics 3 spring 

variety. The pan is wrapped up in plastic 
bubble shipping material (the stuff everyone 
loves to squeeze) to isolate the pan mechani¬ 
cally from the amp housing. 

Once preamp-conditioned, the signal 
travels to a versatile effects loop matrix. A 
rear panel switch controls signal level 
matching between 3(X)mv and IV for rack 
and pedal interfacing. Three DIP switches 
allow the user to program automatic loop 
activation for any or all of the three preamp 
modes. Neat. Thankfully, the ATS 120offers 
a mixable loop. By cranking the FX Mix 
control clockwise, you can blend in more 
and more of the wet sound until it's 100 
percent effect and no direct when fully 
clockw ise. This feature is indispensable lor 
quickly eradicating "effects overwash" at 
live gigs and maintaining a clean, tight, dry 
sound unhampered by a half dozen A/D-D/A 
conversions or some poor analogue 
electronics. Line out and power amp in jacks 
offer a conventional interface to other ef¬ 
fects. power amps, and so on. as required. 

Power amplification is all solid stale as 
well. The 100W RMS power section uses 
MOSFET technology coupled w ith current 
feedback methods to simulate tube be¬ 
haviour. All this is accompanied by dramatic 
reductions in heat, weight and deteriora-
tion/failure normally associated with a tube 
amp on the road. 

The single 12" Celestion Vintage 3(1 is 
housed in a ported enclosure, a rare find on a 
combo amp. In all honesty. I had previously 
never used a combo with a ported box and I 
was surprised by just how big it sounds. With 
a nominal impedance of S ohms, connecting a 
secondary cabinet is possible ( I would even say 
advisable given the power amp and speaker 
rating mismatch) as the power amp runs easily 
dow n to 4 ohms. 
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Hughes & Kettner Continued 
Putting the Foot Down 
The rear panel of the ATS 120 sports a 9-pin 
connector -— identical with RS232C con¬ 
nectors commonly found on advanced musi¬ 
cal equipment and most computers — for 
the connection of a foot pedal board. It's a 
five-button stage board that allows remote 
selection of any of the three preamp modes 
and effects/reverb activation — all in LED 
colour-coded brilliance. No bogus plastic 
footswitches here, only rugged steel that you 
could park a heavy foot on with ease. The 
three mode foolswitches operate in tandem 
with the momentary pushbutton switches on 
the front panel. A neat feature is the dual 
triangular LEDs that point to both the 
preamp and master control of the mode 
selected. Great for dark stages. All switch¬ 
ing. by the way. was quick and silent. 

I did have a few concerns about the foot 
pedal system. In the comfort of one's home, 
there would be few problems. But left to 
survive in the doldrums of club life, I could 
see the 9-pin connector getting damaged by 
an unscrupulous boot: the twist-lock screws 
on either side of the connector body are 
especially prone to damage, although the 
whole case is metal. The lack of strain relief 
where the cable enters the foot pedal could 
contribute to cable failure over long-term 
setup teardowns. No anti-skid material on 
the bottom of lite footswitch is problematic 
in any situation. A little ski wax on the 
bottom of this baby and you could definitely 
be Surfer Joe. 

Sound Sounds 
In all cases. I found the ATS 120 sounded its 
best when played loud — very loud. Em 
not sure exactly what the reasoning was 
behind this, but there was a point where the 
sounds in all three modes began breathing. 
At this volume level (my neighbours are 
petitioning my eviction by now. I know it!), 
the clean sound was bright and articulate. I 
couldn't get any crunch at all from the clean 
mode even with the volume cranked. 

Modes two and three — the crunch and 
lead channel, respectively — acted more 
as a single channel with a boost option due 
to the routing through the single EQ system. 
Subtle voicing differences were especially 
apparent at lower gain settings, but these are 
not adjustable. The crunch channel carried 
more beef in the lower end than its high-gain 
counterpart. Active EQ coupled with the 
ported cabinet yielded copious amounts of 
low-end and resonance normally associated 
with 412 boxes. The rear panel headphone 
jack. EQ'd for speaker simulation, was quite 
usable as well. 

Quibbles and Bits 
Ergonomically speaking, this amp really 
shines. It s attractive, rugged and well laid 

out. except for one point: service. I've made 
reference to tube reliability. It s no secret 
that tubes often fail: power tubes usually, but 
preamp tubes are not exempt by a longshot. 
But they sound great and we've always put 
up with their unreliability to get a great 
sound. Should a failure occur and field ser¬ 
vice is necessary (by a competent technician 
always), it is necessary to use a screwdriver 
and two Allen keys to get at the tubes! The 
speaker has Io be removed, and the amp 
shielding is a real bitch to replace. So if a 
tube goes dow n before a show, so do you! 
I'm not condoning a user to rip apart his/her 
amp should tube woes arise, but it's a pretty 
common occurrence and I'm surprised that 
an easy access rear panel door wasn 't incor¬ 
porated. given the circumstances at hand. 

The Bottom Line 
Overall. I lughes & Keltner have developed 
a strong product line here. By coupling old 
world and modern technologies in a single 
unit, they have produced a contemporary 
product competitive with the demands of 
today's amplifier market. 

Manufacturer’s Response: 
Thanks for the thorough review and your 
high praise of the technology, ap¬ 
pearance, and big sound of the ATS 120. 

Regarding the speaker rating, Celes-
tion has certified the Vintage 30 for us to 
handle 100 watts of MOSFET power. 
(Celestion tells us that the name is to 
suggest the sound of the old Vox AC30. 
while the power rating of this updated 
remake is higher.) 

The “Surfer Joe” comment in regard 
to the slipperiness of the stagehoard had 
us in stitches. A point well made is a point 
well taken. We’ll include rubber feet on 
future models. 

The stagehoard cable’s 9-pin connec¬ 
tor has proven to be very reliable on 
various H & K amps over the last four 
years — more so than a first glance 
may suggest. 

For more low-end in the lead-channel, 
the “Lead Fat” switch will add a tight, 
narrow-band bass boost specifically to 
that one channel. 

Thanks for the suggestion regarding 
replacement of the tubes; you 're right 
that it’s not easy to open the amp. For¬ 
tunately, in our experience the preamp 
tubes rarely if ever fail suddenly. Since 
they will begin to fade slowly after a year 
or so, you should change them when you 
notice weaker performance. It ’s like with 
the tires of your car. You can never 
prevent a flat, hut taking care of the tires 
and changing them after a certain period 
of time can help a lot. 

Andreas Mayerl, Product Manager, 
Hughes & Kettner 

DRUM STICKS 

HAMMER 

MANHATTAN 7-A 

FATBACK 3-A 

available to Canadian Dealers from: 

J. D'Addario & Co. /Canada) Ltd. 
50 West Wilmot St. - Unit 13 
Richmond Hill, Ontario L4B IM5 
Phone 416 889 01 16 • Fax 4 16-889-8998 
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by Bryan Potvin 

Technique Vs. Imagination 
W

hen I was first asked to write an 
article to appear in Canadian 
Musician, specifically the guitar 
column, I was rathersuspect of my 

qualifications. I decided that if it were a 
series of observations and thoughts as op¬ 
posed to "shop-talk”. 1 was qualified. 

This article is not going to be about 
tunings, equipment or finger exercises. In 
fact. I don’t practice. I try to pick up the 
guitar once a day, but unfortunately I have 
the attention span of an eight-year-old and if 
it’s not turning me on within a few minutes, 
it gets set down. Those brief interludes with 
the instrument are intended to write songs. 
Hours of scales has never been part of my 
curriculum so I’ll let those who know about 
tunings, equipment and finger exercises 
write about that and I'll just give you my 

ly try to emulate that particular style. 
Different balances can also invent inter¬ 

esting consequences. The Edge took limited 
technique, a $40 analogue delay and some 
great ideas and etched his sound in stone. He 
may not have invented it, but it’s his now. 
Subsequently, it’s hard today to play some 
sort of rhythmic-echo guitar pattern without 
conjuring up images of U2 tunes. 

I guess falling into the “imagination” 
category would be raw energy. Pete 
Townsend. Steve Jones and the like also 
took reasonably limited skills and made 
songs bleed vigour. 

I’ve always been a big fan of the players 
who appear to let the song tell them what to 
play. The Beatles made a career out of it. 
Andy Summers is a genius where this is 
concerned. A guy who can play circles 

mistake. Tune your ears and your mind into 
trying to differentiate these situations. I’m 
convinced it’s easily as important as pitch or 
timing. 

Ken Greer is another player who. in my 
opinion, displays shades of brilliance. Aside 
from that majestic steel stuff, he has a gift 
for melody which seems to be rare these 
days. His rhythm parts retain little hidden 
sub-melodies, and the solos — well, they 
speak for themselves. I'm a sucker for a 
beautiful melody so he usually blows me 
away. 

1 wonder if technical prowess can be a 
dangerous thing? I’m talking about over-
refinement. X friend recently saw Sting live 
and said the band was really good, but they 
never really opened up; never rocked out. He 
thought the band was maybe too good. Ob-

biased critique on rock 
guitar in general. 

A contrast that’s 
often charmed me is an 
equation: Technical 
Parameters versus Im¬ 
agination. Because of 
my personal paranoia 
about my own tech¬ 
nique, I’ve been 
forever fascinated by 
the fact that I seem to 
admire players who 
possess an abundance 
of technique and also 
those who don’t. It's 
occurred to me as well 
that what I feel is good 
music, particularly 
rock music, is some¬ 
times void of precision 
performance. 

viously it all depends 
on your expectations, 
or the songs' inten¬ 
tions. Maybe the band 
was just bored that 
night. 

A guitar player — 
especially lead — 
has been blessed with 
the option of playing in 
the pocket, or slightly 
to a mile behind or 
ahead of the beat. And 
any of those situations 
can sound great. 
Hendrix was a guy 
who often wasn't 
"tight ", and it's 
probably the last thing 
anyone has ever com¬ 
mented on about his 
execution. The sounds. 

Occasionally, lethal Bryan Potvin is a member of The Northern Pikes. the note selection, the 
doses of both come attitude and reckless-
along and create explosive results — 
Eddie Van Halen being one. I'm not a fan of 
Van Halen, but it's difficult to ignore his 
sheer talent. Anyone vaguely versed in rock 
'n' roll guitar knew in 1978 that a legend was 
in the making. Sadly enough though, he is 
almost single-handedly responsible for one 
of rock n' roll guitar’s ugliest trends to 
emerge in years. The finger board break 
dancing WWF school of "I don't understand 
oreare what I'm playing, but as long as I can 
cram as many notes as possible into this solo, 
I'm a happy camper" club. They say that 
imitation is the greatest compliment. Unfor¬ 
tunately. there is an entire generation of copy 
cats who I don’t think hear anything they’re 
playing. Ironically, the man who started it all 
still shines far above those who so desperate-

around most hot guitarists held back so 
many times, letting the songs breathe and 
stand on their own. Discipline. Take "Walk¬ 
ing On The Moon" by the Police. The bass 
line is the most identifiable hook of the tune, 
but remove that suspended chord he slashes 
through the verse and it's a different song. 

A guy in a Top 40 band, as satirical as it 
sounds, once told me long ago that when 
you're writing guitar parts for a song, cut 
what you're doing in half and you'll probab¬ 
ly discover you're still playing too much. I 
took heed of those words. Get to the root of 
the matter. Find out which notes are actually 
saying something and which are just tagging 
along. It’s a bit of a double-edged sword, 
though. Sometimes a song may need some 
fat and trimming it all off would be a definite 

ness. the imagination is what made him a 
hero. 

Don't get me wrong. I don't hate tech¬ 
nique. I just think sometimes it clouds some 
musicians' ideasof what's musically accept¬ 
able and what isn't. As for me. I'm just lazy. 
But if method and skill are what you want 
out of your playing, then by all means go for 
it. Dive into it. There’s a very lucrative ses¬ 
sion musician market out there looking for 
people who can play a variety of styles (con¬ 
vincingly) at the drop of a hat. And that’s a 
pretty admirable ability. 

Arguably, taste is opinion and this has 
been mine. But one rule of thumb will al¬ 
ways prevail over anyone’s opinion: If ya 
ain't got a song, it just doesn't matter. 
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by James L. Clayton 

part of music." My most recent classical 
piano teacher was emphatic in all aspects of 
playing and practising, and it has paid off 

Apparently there are silent "practice key¬ 
boards" available, the idea being something 
like practice-pads for drummers. If you're 
going to go this far, you may as well carry a 
battery-operated portable board. 

Getting Warm 
If it’s cold enough outside to wear gloves, 
keep them on inside for a while. They'll 
warm up your hands more quickly than the 
indoor air. 

The Athletics of the Keyboard 
Donald Tovey once called the physical 

aspects of performing "the athletic 

dramatically. 
It makes a lot of sense to consider the 

athletics of playing the keyboard. When run¬ 
ner Carl Lewis practises, he does more than 
just run. although that's what he's preparing 
for; he stretches and does "warm-ups". Any 
professional athlete will tell you that per¬ 
forming "cold" can lead to injury. 

In the same way. playing through your 
repertoire is not in itself a complete practice. 
Although you may not physically hurt your¬ 
self by playing without warming up. you are 
limiting your abilities and perhaps, in the 
long run. shortening your career. 

Here are some thoughts on preparing for 
practice or performance. Some might seem 
obvious, but do you really use them regular¬ 
ly or consciously? 

Stretches 
Start by spreading your hand as wide as 
possible for a 1 ()-count, then clenching it 
into a fist for a moment. Repeat this a few 
times. 

Bending the fingers back and forth will 
help overall flexibility, but take care not to 
bend too far. To prevent this, hold all four 
fingers in the palm of the other hand, and 
tlex all four at once. This keeps you from 
bending further than the least flexible finger 
will allow. 

With the other fingers together, spread 
two fingers at a time, in a Star Trek "live 
long and prosper" gesture. Include the space 
between your thumb and index finger. You 
can use the other hand to help stretch them, 
but don't stretch any more than is comfort¬ 
able. 

With all three of these stretches, remem¬ 
ber that if you feel even the slightest pain. 
Stop! Go soak your hands and do something 
else for a while. This isn't a competition, it's 
a warm-up. 

Air-Keyboard 
Rehearsing the motions without an instru¬ 
ment is not the sole right of drummers. Why 
not run through scales or even an entire piece 
on a table-top? If you can play a keyboard 
without watching your hands, you can prac¬ 
tise aw ay from it. too. 

This may look or seem odd. but it can 
work for you. One classical performer, in his 
early career, was know n to learn an entire 
piece by reading the music and moving his 
fingers, then walk onstage and perform it, 
never once having played it on an actual 

Gadgets 
As a rule, don't use outside force on your 
hands. Sticking to isometric types of w arm¬ 
ups means the muscles limit theirown work¬ 
out. There are grips, balls, and putties to 
strengthen your grip, but don't use these 
immediately prior to playing as they tire the 
hand quickly. 

James Clayton is a former radio broadcaster who now 
attends the Jazz Program at Humber College. 

A Pro's Pointers 
Sam Reid, keyboardist for Glass Tiger, says 
he takes a foam ball on the road, and uses 
this for both warming up and for working on 
his grip. 

"A Nerf ball was too soft — you could 
just squeeze it into your fist. I took a solid 
ball and wrapped it with foam that was the 
right consistency. I ll use it for five minutes 
with each hand, and I can feel it right up to 
my forearm.” 

Reid has used this ball for a number of 
years, ever since the idea was given to him 
by a music teacher; "When I was doing my 
conservatory. I'd take it with me to use 
before exams." (Another argument for clas¬ 
sical training!) 

"Our guitarist [Al Connelly) uses a thing 
called a 'Gripmaster'. You hold it in one 
hand, and it's got individual springs for each 
finger. I found it's more for developing 
finger speed, though.” 

Reid also gives his hands a thorough shak¬ 
ing-out before performing. This is another 
simple act that shouldn't be overlooked. In a 
more formal sense. I've encountered this ac¬ 
tion in Tai-Chi exercises; it's used forcircula-

Soaking your hands in a sink of warm 
water (as opposed to under running water) is 
an even faster way to w arm up your hands, 
and great if you're running late. The 
downside is that it dries out the skin. Don't 
do this if you've planned sliding B-3 riffs for 
the first set; it's nearly impossible to do 
glissandos on plastic keys with dried-out 
fingers. Reid points out that he only does this 
if it’s very cold and he's pressed for time. 

Precautions 
Remember, the body-building phrase "no 
pain, no gain" is entirely irrelevant here. 
Body-builders are "building" by tearing and 
rebuilding the muscles; do you really want 
to do that to your hands? We’re talking about 
the irreplaceable tools of your trade. 

Don’t stress any one finger. It’s easy to 
injure a finger if you work on it more than 
others, or put unusual strain on it. A worst¬ 
case scenario is 19th-century composer 
Robert Schumann. Considering one of his 
fingers to be weaker than the others, he 
devised a weight-and-pulley system to pull 
back on it as he practised. The damage he 
inflicted on his hand is the main reason he is 
remembered for his compositions, and not 
his performances. 

Furthermore, take advice on this subject, 
even from teachers, with a grain of caution: 
more than one professional athlete has ended 
his career by taking a coach's advice as 
gospel. The same applies to this column — 
if one of the suggestions is painful or even 
just uncomfortable, pass on it until you can 
find out why. 

Final Considerations 
Don't disregard any type of training or 
preparation on the sole ground that you 
won't actually use it in your performance. 
The late classical pianist Rudolf Serkin told 
Clavier magazine that he practised and 
trained to excess, deliberately. 

"This is one of the things that I think is as 
important in music as in sport: the training 
to be able to play everything louder and 
faster than you will ever need, so you w ill 
have a generous reserve." 

All of the music and the expression you 
have comes from inside (the head and the 
heart), but your hands are your tools and the 
outlet for these two sources. Keep the ath¬ 
letic aspects of playing in mind, and your 
sound will be that much better. 

piano. lion as well as loosening up. 
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by Mike Farquharson 

THE cATERr»,, crawls ’-An 
It’s been my experience during years of teaching that students have been overly 
concerned with the production of sound as 
it relates to their equipment. We re 
all guilty of proclaiming how great 
this bass sounds, or that amp 
sounds, or even an effects unit. 
Granted, this is an important facet, 
and not one to be overlooked. How¬ 
ever. most professional musicians 
will agree that the sound you create 
comes from your technical ap¬ 
proach to the instrument, and not the 
electronics you use to amplify it. 

In my own case. I sound like 
myself regardless of the type ofbass 
guitar I play. I own five bass guitars, 
ranging from a custom-made five-
string. to a customized Yamaha 
BB 1200 four-string. These basses 
feature different electronics, from 
passive pickups in my fretless to 
active pickups with enhanced EQ 
in my five-string. However, the 
bottom line is that my sound still 
remains the same on all of these 
instruments. 

It is my feeling that as a student 
of the bass (which we all are), you 
should strive for a consistency in 
sound and approach that could be 
defined as your own. Certain ele¬ 
ments are necessary for all bass 
players to acquire as a foundation 
for a smooth and clean sound. 
Beyond this point, factors like note 
choice, groove, soloing (if you 
choose the improvisation route), 
slapping, and harmonic approaches 
will all help define your sound. In 
this first article, I'd like to take a 
look at the creation of a controlled 
and confident sound by means of an 
understanding of how your left¬ 
hand on the fingerboard affects your 
sound. 

A main problem I encounter in 

noticeable, is poor left-hand technique on 
the fretboard (or vice-versa for left-handed 
players). By this I mean that the finger place¬ 

ment on the fretboard is very sloppy, quite 
often falling in between the frets or on top 
of the frets. This poor technique results in 

strings that aren't pressed down 
hard enough to make firm contact 
with the fret, hence a loose rattling 
of the strings on the metal frets, or 
■■fret-buzz" as it is commonly 
referred to. Although we can all 
certainly recognize this problem, 
it's surprising the number of 
players who have it. What a lot of 
players do is limit the technical dif¬ 
ficulty of the parts that they play in 
order to minimize the noise, hence 
those bass players that play verti¬ 
cally across the strings in one posi¬ 
tion. To say that this approach is 
limiting to both your creativity and 
the development of your own voice 
is an understatement. 

It is for this purpose that I 
developed a set of exercises called 
"Caterpillar Crawls". In analyzing 
the great bass players such as Jaco 
Pastorius. Jeff Berlin. Marcus 
Miller. John Pattitucci. and so on. 
one thing strikes me as very ob¬ 
vious. They all have a firm com¬ 
mand of the instrument both verti¬ 
cally and horizontally. What I mean 
by this is that they are all capable of 
moving freely, not only across the 
strings in the same position, but 
also up and down the neck. Another 
quality which they all possess is 
fluidity and confidence on the 
fingerboard. This, of course, has 
come through many years of hard 
practice, and I developed the Cater¬ 
pillar Crawls as a first step to 
developing this mastery of the 
fingerboard. 

One of the marvellous things 
about teaching — particularly at 
the college level — is that it al¬ 
lows you to analyze "under a 

Mike !■ artptharson has a Master 's Degree in Jazz Composition and Theory from 
the New England Conservatory of Music in Boston. He is a member of the 

faculty at Humber College, where he has been teaching since 79X6. and he has 
signed a featured artist contract with Jazz Inspiration Records, with his debut 

album scheduled for release in December 7997. 

EXAMPLE 1 

my teaching is a student whose 
playing produces excess fret noise. 
I encourage my students to attain a 
quality of sound which would make 
it possible for them to work in the 
recording studio field, and would be 
of a calibre acceptable for that type 
of work. 

The main problem that arises, and 
one which is almost instantly 

CROSS SECTION FINGERBOARD 
KI Pressing down large distance requires a lot of unnecessary effort. 
E String doesn't make firm contact with fret creating buzzing and lack of sound. 

KI Almost no effort required to make contact with fret. 
E Firm contact with fret creates clean sound 

microscope" the technical nuances 
of playing the bass guitar, not only 
from my own weaknesses, but from 
those of my students. It is also from 
this standpoint that I developed the 
Crawls. 

As I've mentioned, the place¬ 
ment of your hand on the fretboard 
has a great deal to do with the sound 
you create. In Example 1, you can 
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see the problem created by pressing the 
string down in the middle of the fret. It 
requires so much more strength than is 
necessary when you play just over the fret 
(Example 2). The production of a clean 
sound is therefore due in great part to 
finger placement on the fretboard. 
When practising the Caterpillar 
Crawls, it’s crucial that you pay par¬ 
ticular attention to your hand position 
on the fretboard. Be very slow and 
methodical, and make a point of listen¬ 
ing for a consistency in tone. (I'm as¬ 
suming you're using an instrument 
that's in good condition and has been 
set up. because if it isn't, these exer¬ 
cises are even more difficult.) 

Space your fingers evenly, one per 
fret, and stress placing your fingers just 
slightly before each fret. (It's no secret 
that these exercises aren't a lot of fun. 
But just like the trumpet player who 
plays his/her long tones, or the violinist 
who does his/her Hanon exercises, we 
bass players must also pay our dues in 
the development of great technique.) 
Make sure that each note has the same 
length and volume, and all the shifts are 

barely discernible. You will memorize these 
exercises in no more than 10 minutes each, 
and it's at that point that you can do them 
while you watch TV. 

0 = OPEN 1 = INDEX FINGFR 2 = MIDDI E f INGf R 
3 - RING FINGER 4 = LITTLE FINGER 

Through these few simple exercises, 
you'll start the development of the inde¬ 
pendence of your fingers on your left-hand 
(right-hand for left-handed players), a feel 

for the spacing of the frets on the 
fingerboard up and down the neck, the 
development of a clear and concise 
sound, and better right/left-hand coor¬ 
dination. For those of you who play the 
fretless bass (as 1 do quite often), there 
is no better exercise for developing 
good intonation. Just listen carefully as 
you perform these exercises, and oc¬ 
casionally check w ith an open string or 
harmonic to make sure your intonation 
is dead on. 

Another thing I should mention is to 
use a metronome. Please use one for all 
of these exercises, starting slowly at 
first, and then moving to a more rapid 
pace. The idea is not to play quickly, 
but smoothly and musically. 

I am not promising that these exer¬ 
cises are going to be a great deal of fun. 
but they make a fantastic first step to 
the development of your own personal 
style through technical mastery. 

A CLASS OF 
YOUR OWN 
THE ULTIMATE “HANDS-ON” 
LEARNING ENVIRONMENT IS 
YOU, ONE ON ONE WITH THE 
EQUIPMENT. 

ICA Programs feature more 
equipment access and 
instructional hours. Up to 50% 
more than other schools. As a 
result our grads are in demand. 

■ POST GRADUATE STUDIO AGCESS 
■ PERSONAL WORKSTATIONS 
■ PLACEMENT ASSISTANCE 
■ STUDENT FINANCING 
■ ADVANCED DIGITAL TRAINING 

YOU BEGIN WORK 
IN A PROFESSIONAL 

STUDIO . . . IMMEDIATELY 
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FISHMAN 
TRANSDUCERS 
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WES-CAN MUSIC SUPPLIES 
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WHITE ROCK. B.C. V4A 3M8 
Tel. (604) 538-6666 FAX (538-9414) 
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by Greg Critchley 

Keep It Simple, Stupid 
PART THREE • What to Work On 

There are an abundance of drum in¬ 
struction books on the market these 

days. Subjects ranging from finger/hand 
exercises to multi-limbed inde¬ 
pendence can be researched through 
the endless list of titles available. You 
can learn, step-by-step, how to make 
your snare drum crack, your bass 
drum punch and your toms pound. 
And, if you’re lucky, you can sling 
your canvas hippie bag over your 
shoulder (filled to the brim with the 
latest drum books available), and let 
your image alone attest to the playing 
skills that will land you the treasured 
gigs of your choice. 

Unfortunately, many of the skills 
of drumming lie in the intangible 
areas of time, groove and feel. Al¬ 
though most instruction books have 
exercises that must be practised "in 
time” (with a metronome or click), 
the concepts of keeping time are 
often left to self-discovery, usually in 
stages. In our quest for improvement 
we are left reaching for these plateaus 
of advancement: our arrivals sig¬ 
nalled by a simple feeling of. "oh, 
now I’ve got it.” No one can tell you 
when you’ve arrived or how long 
you’ll stay. But the more attention 
you pay to your ability to “sit in a 
pocket", "groove", “swing" and 
"rock", the more you and the other players 
will notice. 

But the question always arises: "What do 
I work on?” I wish the answer were simple. 
What needs practise is not an exercise per sc. 
It’s an awareness or recognition of the stress 
points that threaten to unlock a tight groove 
and the ability to act on them and adjust 
accordingly. It's a development of con¬ 
centration that becomes second nature with 
experience, allowing the player to vary 
nuances in their tone, accents, phrasing and 
articulation to match and support each 
other’s sense of the groove. It's the ability to 
instantly auto-correct your own fluctuations 
before anyone else ¡seven aware of them. In 
this sense, a group of musicians work like a 
team, without a word spoken, to support and 
lead each other along the thread (or rope) 

own stress points lie. Work on those areas 
will benefit the w hole team or group. 

I'll leave you with a few exercises that 
will enhance your awareness of stress 
points in the hope that a new road of 
self-discovery will open up for you. 
The following ideas merely scratch 
the surface of w hat can be worked on. 
and I encourage you to invent your 
own exercises based on your personal 
drumming needs. 

It's a good idea to carry a notebook 
with you to gigs and rehearsals for 
noting specific grooves that need 
work, or certain transitions that al¬ 
ways seem to rush or drag. Recording 
yourself is also a good idea, since it 
allows you to become an outsider and 
therefore a better judge of your play¬ 
ing. What I’ve outlined below are 
common problem areas for all drum¬ 
mers, and should be practised 
regularly and with some type ofclick. 

Exercise 1: This addresses the 
problems inherent when going from a 
fast tempo into half-time. Remember 
to keep the quarter-note click con¬ 
stant and try the exercise at different 
tempos. Repeat the eight bars until 
you can make it feel good. 

Exercise 2: Transitions between 
straight feels and shuffle feels are 

often hard on drummers. Once again the 
quarter note remains constant. Try playing 
fills into different sections. 

Exercise3: Asimple and self explanatory 
exercise. Feel free to ad lib as long as you 
practise the transition from hi-hat to ride 
cymbal. Play fills into different sections and 
keep the tempo steady. 

Exercise 4: Drummers tend to slow down 
in quiet sections and speed up in loud ones. 
Play fills into different sections and notice 
any fluctuations. 

As you can see. I've used basic beats for 
simplicity, but the principles I've mentioned 
are etched in stone. Change the beats and 
tempos to suit yourself, but remember that 
what appears as simple is often the opposite. 
Record yourself. Be a harsh critic. Groove 
on! 

Greg Critchley can be heard on recent recordings by 
Kim Mitchell. Regatta. Gowun. World On Edge, and 
Harem Scarem. He can also be heard on upcoming 
appearances with Rik Emmett. Gowan. Zappacosta, 
and the Partland Brothers. Greg endorses Sabían 

cymbals. 

that is the groove. And so. like a basketball 
player practising his passing techniques, we, 
as drummers, must discover where one's 

Ex. 1 

Ex. 2 

3 Hi Hat Ride Cymbal 

HHOR L. — — — ~ ~ — — _ _ — _ _ _ 

~ ' . r XMMHXMHM. XMMMMHMM. N M X M M M M M 

BD * * : I « f « : • : 

HH , HMMMMMMM. MMMMMMMM HMMHHMMX MMMMMMMM 
SH . . . • • . . • : 

bd ’ t : * 
fff (very loud) PPP (very soft) 
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Double Your Pleasure 
_by Dave. Dunlop_ 

Brass players have it pretty good. Buy 
a horn (case and mouthpiece in¬ 

cluded) and start playing. We don't need 
new reeds, strings or sticks. Having the latest 
keyboard or effect isn't a concern either. 
There is more to it however. You should be 
able to double on other horns. Trumpet 
players can choose between C and E/> trum¬ 
pets. flugelhorn, cornet and piccolo trumpet. 
Trombone players have “F " attachments 
and bass trombone to consider, as well as 
euphonium (baritone) or valve trombone. 
(French horn and tuba players have enough 
to do already without worrying about 
another instrument!) Doubling should not be 
taken for granted because each horn is dif¬ 
ferent. Unless they are practised seriously, 
you won t get good 
results. 
From piccolo 

trumpet to tuba, the 
right sound is ob¬ 
viously very impor¬ 
tant. The physical 
difference of each 
instrument is a 
minor factor: it is 
the mental approach 
that leads to good 
doubling. You 
should listen to 
players of the in¬ 
strument you are learning to play. Maurice 
Andre. Fred Mills (piccolo trumpet): Guido 
Basso. Freddie Hubbard ( flugelhorn): War¬ 
ren Vache. Bobby Hackett (cornet): Wynton 
Marsalis. Gerard Schwarz (C and E/> trum¬ 
pets); Ernie Pattison ("Brass Connection'', 
bass trombone): Tommy Johnson (tuba); 
Rob McConnell (valve trombone). Early 
Blood. Sweat and Tears had great brass play¬ 
ing as well as the I lannaford St. Silver Band 
and the Canadian Brass. 

It is important to stay as close to your 
original (main) mouthpiece as possible. Try 
to keep the diameter the same and go deeper 
or shallower (with the cup) to get the sound 
you want. Generally speaking, for piccolo 
trumpet a slightly shallower cup and bigger 
throat (because of the resistance) will get the 
best sound. For flugelhorn. you can find the 
same mouthpiece you use on trumpet for the 
flugel. If not. try one that is a little narrower 
than your trumpet piece (to compensate for 
the deeper cup). For trombone (tenor) to bass 
bone or euphonium, a deeper cup is best to 
get the darker sound needed. Extra practice 
is required when going from slide to valves, 
because you usually tongue everything on 

trombone and you can slur on euphonium or 
valve bone. 

How you practice is another considera¬ 
tion. Warm-up on your main horn and try 
alternating back and forth. By doing this you 
are simulating a real gig situation. Try to 
make this part of your regular routine and 
with time you will play your main horn and 
the double(s) with equal ability. Playing the 
style of music that each instrument is suited 
for is also a good idea. 

Trumpet and flugelhorn are probably the 
most common brass double. (I'm not 101) 
percent certain of this, but it makes for a 
good segue.) The best-known flugel player 
in Canada (for good reason) is Guido Basso. 
Guido and Freddie Stone were among the 

first to use the in¬ 
strument in the early 
'60s. Since then. 
Guido's distinctive 
sound has been 
recorded many 
times. In addition to 
his solo recordings 
he can be heard on 
Boss Brass records 
(check out Portrait 
ofJ ennie). 

Guido offers the 
following advice: a 
smaller bore is best 

(too big and the sound gets tubby); warm 
down with the flugelhorn (softly); take both 
horns to gigs (you may convince the 
producer that flugel is the right sound); and 
my personal favourite "you attack the trum¬ 
pet and make love to the flugelhorn." 

Doubling can be fun and rewarding. You 
shouldn't get into it strictly for financial 
reasons. Do it to broaden your musical 
abilities. 

I would like to thank Guido. Arnie 
Chycoski. Sean Moody. John McLeod. Ron 
Partch. Terry Promane. Earl Seymour and 
Maurice Wosniak for their help with this 
column. 

(PS. If you arc looking for a wav to in¬ 
crease your power, try this! I was having 
trouble playing for about two weeks last 
summer so 1 took my horn to a repairman 
(naturally the problem wasn’t me). Well, he 
called back to report that he found a clothes¬ 
pin jammed way up inside the bell. You 
wouldn't believe how good the horn felt 
once that was out. and how much strength I 
had built up trying to play with it in there. 
Maybe practising with a Harmon would be 
more practical.) 

Dave Dunlop is a freelance trumpet player in Toronto. He 
plays regularly with a group called Men Front I '.NX l.E. 

NOW HEAR THIS! 

RAMSA. 
The strongest name in P.A. 
is now available in music 
stores across Canada. 

• Ward's Music Connection 
Vancouver (604) 683-2345 

• Giovanni Music. Edmonton 
(403) 483-3120 

• P.O.P.'S, Winnipeg (204) 783-3909 
• Lava’s Music. Simcoe 

(519) 426-6130 
• Steve's Music, Toronto 

(416) 593-8888 
• Musician's Supply. Toronto 

(416) 276-6289 
• Music 21. Bolton (416) 857-2121 
• Music Plus. Belleville 

(613) 962-4978 
• Guitarworks. Windsor 

(519) 974-4133 
• Steve's Music. Montreal 

(514) 878-2216 
• Musique Richard Gendreau, 

Quebec City (418) 522-3877 
• La Royaume de la Musique. 

Joliette (514) 755-1235 

For more information contact: 
Efkay Musical Instruments (Kaysound) 

2165 46th Ave. 
Lachine, PQ H8T 2P1 

(514) 633-8877 

NUMBER NINE-
-SOUND INC. 

• Digital Editing 
• Cassette Duplication 

• Digital & Analogue 
Tape Sales 

For more information contact 
Number Nine Sound Inc. 
314 Jarvis Street. Ste. 101 
Toronto. ON M5B 2C5 

(416) 348-8718 
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w 
by Mark Promane 

What To Practice 
1 often regret the way I learned to play the saxophone. When I began playing in my 
early teens, it was impossible to get private 
instruction because there were no teachers 
where 1 lived. As I look back on those days. 
I wish I'd had someone to show me how and 
what to practise. I feel I would be even better 
today if I'd had a direction and goal in mind. 
I find this to be true of the students I teach 
today: many of them need a daily practice 
routine that will cover all the bases and lead 
them to their own goals. 

I 'll mention goals right at the beginning 
because unless you have a sound in your 
head that you want to attain, you'll never 
achieve that sound. If you listen to as many 
good saxophone players as you can. you'll 
soon find a few that you prefer. Absorb their 
sounds and style to the point where you can 
hear it exactly in your mind, even when the 
recording is turned off. This sound must be 
kept in mind when you practise because this 
is your goal. 

A good daily practice routine is essential 
for any musician to achieve their goals. It 
should cover the important facetsof playing: 
sound; technique: studies/sight reading; 
learning tunes; improvisation. 

Sound 
Most accomplished saxophonists would 
agree that sound is a priority. Saxophone, 
probably more than any other wind instru¬ 
ment. can have many different and beautiful 
tone qualities. (It's a personal matter, 
depending on your taste and the players you 
listen to.) A good practice routine begins 
with some kind of long tone program. Here 
you can concentrate only on producing your 
finest tone. Long tones can take many forms 
including exercises you make up on your 
own. Here's a good one: 

Things to Feel: 
a) Breathing technique (start from the 

diaphragm) 
b) Relaxed throat (keep it open) 
c) Embouchure set-up (relaxed, not too light ) 

Things to Hear: 
a) Consistent tone 
b) Even rate of crescendo/decrescendo 
c) Consistent pitch at different dynamics 
On paper this study looks boring, but if 

you concentrate on all of these things, long 
tones can keep you busy. 

Blowing overtones, is also a great way 
to improve your tone. This involves 
"overblowing" fundamental low notes. 

‘ etc 

If you finger low B/>. you can produce 
these upper notes or overtones in the "har¬ 
monic series". Matching the fullness of the 
overtones to the regular fingerings of each 
note is a challenging exercise. You may 
repeat this exercise on other fundamental 
notes such as low B. C and C# producing 
these harmonic series: 

Technique 
After you feel that your tone is full and 
focused, it's time to move to the next stage 
— technique. Now you must concentrate 
on using your good sound for other exer¬ 
cises. Good technique practice includes 
using the best sound you can produce. 

Playing scales is an excellent way to 
develop solid technique. Your approach to 
practising scales is very important, because 
if an efficient method is not adopted, you 
may be wasting a lot of time. Each scale 
should be memorized and played with as 
many articulation patterns as you can think 
of. For example, if you put the notes of the 
scale in groups of four, you end up with a 
number of articulation patterns: 

Many jazz players use this articulation: 

All scales should be played full-range (up 
to high F and down to low Bb). and those 
students working on the altissimo register 
(above high F) must continue all of their 
technique into that range as well. 

A daily routine should include these 
scales in all keys: major, diminished, har¬ 
monic minor, whole tone, melodic minor, 
and chromatic. 

Following the scales, practise all your 
arpeggios, again using the same articulation 
patterns, full-range in all keys. Include these 
every day: major, minor, augmented, 
dominant 7th. and diminished 7th. 

Next, practise intervals on these scales. 
For example. 3rds on a major scale: 

etc 

Or 4ths: 

Then 5ths, 6ths and 7ths. again full-range, 
all keys and articulations. It's very important 
that you practise your daily technique with 
a metronome at a speed where you can do it 
flawlessly. If you find yourself making mis¬ 

takes. slow the metronome down to a tempo 
that allows perfect technique. 

Studies/Sight Reading 
Musicians who are good readers didn't get 
that way naturally. It conies with hard work 
and practice. Practising saxophone studies is 
an important part of your routine because it 
enables you Io develop your musicality and 
improve your reading skills. Find studies 
that are at an appropriate level for you: chal¬ 
lenging. yet attainable. Also, play studies 
that are in classical and jazz styles; they both 
present unique challenges. 

Part of your routine should include sight 
reading one or two pieces you've never seen 
before. Concentrate on reading one. two, or 
more notes ahead of the notes you are actual¬ 
ly playing. 

Learning Tunes 
Good musicians have a repertoire of tunes 
they've memorized and "fake"ongigs. This 
memorization should be part of your daily 
routine. There are many "fake"books on the 
market, and while these books are good 
sources for melody, the melody lines are 
usually static rhythmically, and many of the 
chord changes are incorrect. A good teacher 
will be able to help you with the correct 
interpretation of these tunes. If you are plan¬ 
ning a career in music, a repertoire of tunes 
is a must. 

Improvisation 
Improvisation is an important aspect of 
modern music. It's a learned skill and there¬ 
fore must be part of the daily routine. The 
technique you practise has a direct relation¬ 
ship to your improvising because you draw 
from those same scales and chords. The 
Jamey Aebersold play-along recordings are 
an excellent way to improve your improvisa¬ 
tional skills. These albums let you play along 
with a recorded rhythm section of piano, 
bass and drums and includes a book with the 
melodies and chords to help you improve 
your craft. 

By this point in your routine you may find 
you've run out of time. However, there is 
one more skill you should work on if you 
can: "lifting”. This involves writing out im¬ 
provised saxophone solos from the record¬ 
ings of your favourite players. This is a great 
ear training exercise and also allows you to 
really "get inside" someone's playing; their 
every nuance of tone, vibrato, bends, ar¬ 
ticulation. phrasing, and melodic/harmonic 
approach. Once you've lifted the solo, you 
can play along with the recording. 

The order of the routine is quite important 
as it builds on itself. You start off working 
on your sound, which you later apply to 
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technique. Both technique and sound apply 
to the studies, tunes and improvising. 

Many students have difficulty stretching 
a practice session into one hour. With the 
routine I've presented, just a half-hour 
(which is not much) on each segment will 
add up to about two-and-a-half hours, which 
I believe is the minimum necessary to be¬ 
come an accomplished saxophonist. 

I must emphasize the use of a metronome 
in every one of these exercises. It helps to 
keep your technique even, instills an inner 
time feel, and acts as a gauge by which you 
can measure your improvement on certain 
exercises. 

Murk Promane has played for the Toronto productions 
of Cats and Phantom of the Opera, in addition to 
hacking up artist', like Ella Fitzgerald and Natalie 
Cole. He is currently on the leaching faculty at 

Humber College and on the faculty of the National 
Music ( amp of Canada. 

Not included in this routine is time spent 
doubling (working on other woodwind in¬ 
struments. usually Hute and clarinet). This is 
a personal thing, but experience shows that 
the more versatile you are, the more employ¬ 
able you are. Most theatre productions re¬ 
quire that you double on more than one 
woodwind instrument. 

Finally, here are a few books I’ve found 
helpful: 

For sound/technique: Daily Studies for 
All Saxophones. Trent Kynaston. (Studio 
P/R). 

For studies/sighl reading: Jazz Concep¬ 
tion for Saxophone. Lennie Niehaus. (TRY 
Publishing). 

For improvisationlearning tunes: James 
Aebersold Play Along Recordings. Jerry 
Coker. (Studio P/R). 

General: The Art of Saxophone Playing. 
Larry Teal. (Summy-Birchard). 

Enjoy the saxophone and practise hard! 

PREMIERS 
=R==PERCUSSION=-f= 

AVAILABLE AGAIN IN CANADA 
AT SELECTED DRUM CENTRES 

A.L. COLLIS AND SON LTD-ST JOHN'S, NF 
MUSICSTOP-HALIFAX, NS 

MONCTON MUSIC-MONCTON, NB 
TONY’S MUSIC BOX-FREDERICTON, NB 

LESSARD MUSIQUE -QUEBEC, PQ 
STEVE’S MUSIC STORE - MONTREAL, OTTAWA, TORONTO 

ST JOHN’S MUSIC-WINNIPEG, REGINA, SASKATOON. 
EDMONTON, CALGARY 

WARD MUSIC LTD.-VANCOUVER, BC 

PIPE BAND SPECIALIST-BURNETTS 
SCOTTISH REGALIA, BARRIE, ONTARIO 

Resonator, Projector, XPK, APK Drum Sets. 
Snare Drums. Marching Drums. Timpani. 

Tuned Percussion. Hardware. Heads. Sticks. Accessories. 

STRAIGHT 
TO THE POINT 
Some Straight Talk 
from Mona Coxson 
The music business has become 
big business and talent alone 
won't guarantee you a career as 
a professional musician. Anyone 
considering a career in music can 
get the inside track with this 
easy-to-read, uncomplicated and 
often humorous guide to the music 
business in Canada. Now in its fourth 
printing. Some Straight Talk About The 
Music Business offers the most 
up-to-date information available, covering 
all the bases for the up and coming 
musician. 

To order, send $19.95 plus $2.00 postage and handling, plus 7% 
GST to CM Books, 3284 Yonge St., Toronto, ON M4N 3M7 or call 
(416) 485-1049 and charge to your VISA, Mastercard or American 
Express. 

Also available at music stores and book stores across Canada 
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t’s been a long road for The Grapes of Wrath 
since 1983, when teenagers Kevin Kane, 
Tom Hooper and Chris Hooper decided to 
join forces in their hometown of Kelowna, 
British Columbia. Today they’re a four-piece 
— having added keyboardist Vincent Jones 
in early 1989 — with four albums under their 
collective belt. The latest offering from the 
band after a full two-year wait is These 
Days, a collage of acoustic/electric songs 
with vintage Grapes vocal harmonies and a 
notably hard edge. 
The Grapes have been said to wear their 

musical influences on their sleeves, being 
likened to such ’60s-grown bands as Simon 
& Garfunkel, the Eagles, The Byrds, and, of 
course, The Beatles. Indeed, the band 

recorded its Gold status album, Now and 
Then, at Woodstock, New York, and mixed 
(also Gold) These Days at Abbey Road 
Studios in London (taking time out, so the 
press release tells us, to “drink beer and 
play Fab Four songs in the Beatles’ famed 
Studio Two”). Adding to the heap of past 
influences is These Days producer John 
Leckie, who has engineered for such rock 
stalwarts as Pink Floyd, John Lennon, 
George Harrison, Badfinger and Mott the 
Hoople. 
Guitarist and vocalist Kevin Kane spoke 
with CM from an outdoor market in Victoria, 
British Columbia in late August. 

BY FRANK SCHULTE 



CM: You recorded your new album in December and January “ 
and mixed it in March. How do you feel about it now that it’s out? 
KK: I like it a lot. Each album we’ve done I’ve liked the most, 

and that’s a good thing. We haven’t reached that stage where we 
go, “I don’t like this one as much as the one we did before,” so it’s 
our favourite. 
CM: All of the members of your band are credited for writing 

the songs. What ’s the process you go through from concept to 
finished product? 
KK: In the past, songs would come out of jam sessions and what 

not — that’s how the first album and Treehouse were done. With 
the last album and this one Tom and I would bring in ideas and 
then we’d work on them as a band. 

With this album we actually worked on four-track demos which 
was the first time we’d ever demoed any songs. Then we brought 
the demos in and gave everybody else copies of the songs we’d 
written and then we started working on them as a band demoing 
them together, hammering out the arrangements and all that. But 
that’s usually the process. We share the credit because everybody 
has input into the final outcome of the songs. 
CM: So the whole process of writing has changed over the 

course of the band being together. 
KK: Well, time constraints change the process quite a bit. It used 

to be we had nothing to do but jam, because we weren’t going on 
tour. But now we spend so much time on the road or doing other 

type producer and he was a real perfectionist as well regarding the 
performances and the arrangements. John went more for feel and 
his approach was more positive. He didn't have to tell you when 
you did something that wasn’t very good and if he did tell you it 
wouldn’t be offensive. He’d say, “Mmmm, could you try some¬ 
thing a little different?” instead of, “that was shit, why don’t you 
do something that isn’t shit. I don’t care how much you guys are 
paying me, I’m not going to sit here and listen to shit...” 

You know, it’s like “Okay, well, sorry .. 
John was really great to work with. He didn't even have to push 

us to try and better ourselves with each performance or play to our 
best, because when you’re working with someone who has worked 
with various Beatles and Pink Floyd and Badfinger and all these 
different bands, you better put your best into it. 
CM: Did you find [working with Leckie] a strain, considering 

his reputation and the amount of work he 's done with other people ? 
KK: Yeah, only for 15 minutes and then after that it was okay. 

It was just when we first started doing vocals that I was really 
nervous about it thinking of all the different voices he’s recorded 
in the past. But after that I just thought, “He’s recorded singers 
who are worse than me.” He may have recorded better, but I know 
he’s done worse singers, too. 
CM: How many songs did you go into the studio with for this 

record? 
KK: Fourteen. 

things that we find it the most economical for us to work on songs 
on our own and then bring them in. Sometimes a song will come 
in just about finished and it barely changes at all; sometimes it’s 

CM: And 12 made it onto the CD? That's not a great overkill. 
KK: No. We generally don’t have that many leftover tracks. 

We’ve got enough leftover tracks and B sides now to release an 

just a few ideas that are not even strung together and then the whole 
band kicks it around and it turns into a song. 

• CM: If you listen to the records in sequence one can sense a • 
progression in both the songwriting skills and the quality of the 
recording. Is that a conscious effort? 

• KK: Oh yeah, definitely. That’s the thing we always try to do • 
better, even though we don’t believe in the word “better”. That’s 
just what happens. We try to go out and do what we do and let it 

• develop as it develops. We’ve never had to force any kind of • 
development with the band, things have just happened naturally, 
which is really nice. 
CM: I suppose that's one of the reasons you’re still together, 9 

and why most bands break up. 
KK: Yeah. There’s one thing I will say about this band: it’s 

believable. We’re not just sitting there with Billboard magazine • 
seeing what’s selling and then doing that because we haven’t sold 
a lot of records. It’s been kind of a slow process for us to establish 
anything. • 

CM : How much does your producer at any given time influence 
the sound of your band on tape, or the recorded sound? 
KK: Well, it would depend on the producer. 
CM: Okay. For example, what did [Anton] Fier and [John] 

Leckie contribute and how did their input differ? And can you 
sense that on the record, do you think? 9 
KK: Oh sure, but they’re very different people. First of all, the 

biggest difference is their approach. Anton’s more of a taskmaster¬ 

album of just those kinds of songs. With every album we’ve had 
maybe one or two leftovers. Not really any more, because we try 
to work on things to the point where they’re worth working on. We % 
don’t just do a bunch of stuff and then throw it against the wall and 
see what sticks. 
CM: Did your record company, being Capitol, encourage you 9 

to go and mix at Abbey Road? Is that a big promotional point for 
them? Or is that something that you just wanted to do for the hell 
of it anyway? Q 
KK: We didn’t even think of it. When we were working out the 

budget for the album we were going to record it in Vancouver. For the 
last album we went to Woodstock for two months to record and it • 
wasn’t very much fun. So we thought, “Let’s just record in town, you 
know we’d been on the road so much .. 

John said, “Why don’t we mix it in England at Abbey Road?” 9 
That’s where he got his start as a house engineer in the late ’60s 
through the ’70s, and we said “Okay, well, if the record company 
says we can, let’s go to England.” And they did. It was good for * 
him because he got to work in a studio he’s comfortable with, with 
engineers he’s worked with before and with all the gear that he 
likes to have. * 

In terms of mixing the record it was a good thing and a lot of 
fun for us. We actually got to record there too, which was neat. We 
did some vocal tracks, some percussion tracks, and a piano track 
there on the Abbey Road piano! 

Continued 
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The studio is still all original, and we did 
go in there and sort of party. [The piano] is 
this old scratched up thing. The studio we 
were in was Studio 3, which was all refur¬ 
bished and modern and shiny and new. That 
was the studio where a lot of Wish You Were 
Here and Dark Side Of The Moon was done. 
So that was a thrill for me. 
CM: Vince ¡JonesI has taken on all the 

keyboard parts for the Grapes. How are you 
finding that coming together? It sounds 
good on record, but how does it feel as a 
band playing live? 
KK: That's where it came about. He toured 

with us on Treehouse and felt like a real mem¬ 
ber so he became an official member when we 
were demoingJVorvAnrMgaz'». Then he played 
on Now And Again, but it was when we were 
touring on that album that he really found his 
space within the arrangements. We made room 
for each other for the things that the other one 
does. So I think it's with this album that he's 
fully integrated. 
CM: So it's working out well? 
KK: Yeah, we really like it. We really 

think that it was the right move. He’s 
definitely the right person. 
CM: Will you be using samplers and 

sequencers in your live show? 

KK: Yeah. [Vince] did buy a sampler so 
he uses it for the different keyboard sounds 
like the Mellotron that he used on "Miracle" 
and some cellos on songs like "You May Be 
Right" and "Away". I think he uses the 
sequencer for "I Am Here”. 
CM: So you're not sampling back-up 

vocals? 
KK: No. we'd never do that. I know that's 

the most common thing. We were kind of 
joking about using a sampler to begin w ith 
— we thought the whole thing was just too 
hilarious, but it's only because we can't 
bring a Mellotron on the road. A Mellotron 
has the string sounds and the flute sounds 
that we'd love to have, but you just can't tour 
with something like that. 

But as far as doing vocals, me and Tom 
like to find a way to do them ourselves, 
because I think there's something exciting 
about people actually singing, even if they 
aren't singing perfectly. 
CM: It 's the moment, I guess. 
KK: Yeah, we could sample a lot more 

— we could sample guitar parts, but what 
would be the point? We'd rather deal with 
the songs as musicians than go up and try 
and reproduce something like we're a bar 
band covering our own music. 

CM: / would think that with the guitar 
overdubs you do, it would be quite difficult to 
pull off exactly like it is on the record anyway. 
KK: It isn't exact, no, but it’s close 

enough to know the parts work. It’s not 
exact, but that doesn't bother me. 
CM: Doyon use 6- and 12-string acoustic 

on the records, or is it basically just 6-string? 
KK: We used more 6-string than 12-

string stuff. We also did some Nashville 
tuning stuff just because it helped put a zing 
to things without getting into 12-string — 
you don't get that same resonance, it’s a 
cleaner sound. 
CM: Did you use any interesting record¬ 

ing techniques on this last record? 
KK: On some tracks we recorded drums 

after we recorded guitars and vocals, which 
was kind of interesting for us because on most 
records you record drums and bass first — 
you start with your rhythm track and work up. 
On some of the tracks we actually worked 
backwards. We started with some of the 
melody tracks and then Chris played along to 
it. I think it gave him more of a live feel. 
CM: Is that why you did it? 
KK: I don't know why. John asked how 

we did the demos and we said we did them 
Continued 
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RAISING THE STANDARD FOR ENGINEERING SOPHISTICATION 

EX SERIES 
From the beginning we wanted it all: massive only to the degree necessary. This eliminates harsh clipping. 

power, high efficiency and performance combined with false triggering chatter, shut down, and other forms of 

unmatched flexibility and reliability. Together they 

represented the ultimate statement — amplifiers far more 

sophisticated than any available today. Our engineers 

accepted the challenge. The result is the EX Series. 

MASSIVE OUTPUT POWER. The EX 4000 supplies 1,100 watts 

protection distortion. 

OPEN INPUT ARCHITECTURE 

Open Input Architecture provides 

the ability to interface with 

computers, digital audio, and 

per channel at 4 ohms, enough power to drive today's most 

demanding speaker systems. No duty cycle 

lightweights, each model will deliver 

massive output power under high 

duty cycle conditions. 

HIGH EFFICIENCY. QSC engineers 

developed an advanced high efficiency 

stepped linear output circuit to dramatically lower waste 

heat and AC current consumption. As a result, the EX 4000 

can operate on a normal 15 amp AC plug. It's the only 

amplifier in its power class to do so! 

CLOSED LOOP PROTECTION. A sophisticated closed 

loop thermal management and protection system measures 

actual operation and smoothly and progressively intervenes 

fiber optic systems. It also allows you to incorporate 

signal processing capabilities within the amp. No matter 

what your needs will be, an EX Series amp has the 

flexibility to meet your requirements. 

YOU CAN HAVE IT ALL. At QSC. our high standards 

of quality and value have remained the same for over 

two decades. We have also earned a legendary reputa¬ 

tion for reliability. And we've done it the hard way, by 

performing flawlessly in the world's most demanding 

sound systems. Now. with the EX Series, we have raised the 

standard for engineering sophistication. It will change 

what you think 

a power amplifier 

should be. 

AUDIO 

S.F. Marketing 616I Cypihot, St. Laurent. PO H4S 1R3 (514) 856-1919 FAX (514) 856-1920 



basically starting with guitar and vocal parts 
— the melody things, and then added some 
keyboards. The drums were the last things 
to go down. Chris would f igure out his drum 
parts after everything else. So John said, 
"Let's try recording it that way." 

It really worked well for certain songs; 
gave it a live feel. That was the best thing 
about John — he’s pretty open-minded. He 
doesn’t have rules or set patterns. For some¬ 
one who's been doing this for 22 years ... . 
CM: He still manages to be creative. 
KK: Yeah, very much so. 
CM: What about your guitars and amps? 

Do you use old Vox amps? 
KK: Yeah, well they aren't that old — I 

think they're late ‘70s. I use a ’71 Marshall 
as well, but mostly Vox. The guitar was 
pretty simple. I'd use an old Rickenbacker 
plugged into a Vox. Il l wanted a dirty sound. 
I'd turn it up; if I wanted a clean sound I’d 
turn it down a little bit. That was basically it. 
CM: And is that what you 'll be doing for 

the live shows as well? 
KK: Yeah, basically. You know, every 

time we tour I use different stuff. I don’t 
know why, but I do. 
CM: What about the drum kit? Any 

electron ics in t rd i ed ? 

KK: No. it's just acoustic drums. Chris 
has never used any electronic drums or any¬ 
thing like that. On the record there are a 
couple of parts where he plays along with a 
drum machine, where it will be playing a 
pattern and he'll be playing off that pattern. 
On “I Am Here", there’s some neat stuff 
happening that way. 
CM: And who programmed that ? 
KK: Him and John sat down and worked 

on ideas and then came up with the programs 
he’d play off of. He did it on a couple of 
songs where he gives it a live swing, but you 
get this neat tension between the drum 
machine and the actual real drumming. 
CM: What about Vince's setup? Does he 

still use a B-3 in the studio ? 
KK: He has a C-3 which is the bigger 

version of a B-3 from the ’50s. and a couple 
of Leslies that he brought in. He uses that for 
his organ tracks and I think he also used an 
electric organ just to get a different sound. I 
think he used a sampled piano on a couple 
of things. Then he used a Mellotron, and he 
got an Indian Harmonium. It isn't on the 
record, it's on our version of "See Emily 
Play” that we did as a B-side. 
CM: / haven t heard it. 
KK: Oh, you'll have to hear it. We did the 

whole thing in a day, which is the fastest 
we’ve recorded since our first EP. And it’s 
the first time we’ve ever really gotten to 
produce ourselves. It’s pretty fun. It’s almost 
like ZZ Top doing Pink Floyd. 
CM: What were you doing before you 

started The Grapes of Wrath ? 
KK: Well, we didn't really even start the 

band. Me and Chris and Tom just sort of 
cleaned out their dad's garage and started 
playing together. It wasn’t, "let's start a band 
together", or anything like that. Before that 
I was going to College in Kelowna studying 
fine arts. 
CM: That's definitely a very auspicious 

beginning. A lot of great rock 'n 'rollers have 
come from art college. 
KK: Well, yeah. It was something to do 

after high school to avoid getting a full-time 
job and avoid studying something that I 
didn't like. 
CM: It seems to have worked. 
KK: Well. I'm glad I didn't study music, 

that's for sure. 
CM: Why? 
KK: Well, ever since I studied art I 

haven't had any interest in it. So, better I 
should study art and lose all interest in it, 
than music. □ 
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THE 
ART 

OF SELF 
MANAGEMENT 

to that a caricature of a woman bent over with her underwear at her knees and the stage 
is set for Brighton Rock’s third album, Love Machine. "It was time for a change of scene 
to really shake up the band and get things on the ball,” vocalist Gerry McGhee 
emphatically states. Love Machine has recently hit the Canadian market and has rekindled 
Brighton Rock’s purported primal metal roots, a step commonly looked down upon by 
most hypercommercial eyes. A full management team and a keyboard player have been 
sloughed off, leaving guitarist Greg Fraser, bassist Stevie Skreebs, drummer Mark 
Cavarzan, and vocalist Gerry McGhee, who has taken hold of the management reins. 
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On the surface, such a copious amount of change may seem like Many bands that don’t involve themselves in the business side 

outfits that have — Zatini, known for his high paced video work for MuchMusic and 

ÏW 

decision to stay off the road ’til this point of the record. That’s a — 
hard decision considering live performance is the way this band 
makes its money. But we felt it would give us the first single under — 
our belt and allow the last record to wind down. Plus it would make 
the tour more of an event, starting it when the second single and " 
video are about to be released." 

QI07. Gerry explained: “We had seen his 
work and it was real fast moving with tons 
of quick edits. We thought that would be 
perfect for the rocker. The ballad vid is 
actually our first artsy video. We've done 
some crushed colouring so it looks like it’s 
been done with crayons. I guess we’re get¬ 
ting brave in our old age! 

“We want to do videos that are of inter¬ 
national quality. It’s a credit to the people in 
the video industry here that can make the 
videos for this album stand up to what’s 
being done in the States. After all, a 
Canadian band is dealing with $30,000 and 
a new American band $ 120,000 for a video. 
So it can be pretty tough." 

With all these business dealings in con¬ 
stant progress, does it take away from 
Gerry’s time as a vocalist? An unzealous 
‘yes’ was the response. "I haven’t been able 
to dabble in the ‘fluff and fun’ side of rock 
’n’ roll for over a year. I really would like to 
be just the singer again instead of worrying 
about which cheques went through and all 
the other stuff I gotta do for the boys. I ll 
always keep tabs on stuff like that, though. 
The days are a lot longer now with a full 

Stevie Skreebs 
Peavey Dyna-Bass 
Peavey CS 800 Power Amp 
Peavey Pro Bass 1000 Pre amp 
Peavey MegaBass amp 
2 separate stacks: 
(2) 1810 cabinet speakers on bottom 
(2) 412 FC's top speakers 

Greg Fraser 
Marshall Amps 
Mesa Boogie Amp 
Lado electric guitars 
Ovation acoustic guitars 

Mark Cavarzan 
Ludwig Super Classic Drums — metallic 
purple 
Sabían Cymbals 
Regal Tip 5B Sticks 

Gerry McGhee 
Samson Wireless SR-22-58 mic 

Healey and Alannah Myles are self-managed 
achieved substantial international success 
(although Alannah now has U.S. repre- D 
sentation). According to McGhee, by I 
managing the band, they’ve streamlined I 
both the band’s internal and financial opera- I 
tions, making them more effective and com- I 
petitive in the marketplace. 

There are pros and cons to this situation, I 
though. Shortly before the outset of their I 
first cross-Canada tour to promote Love I 
Machine, we had the opportunity to catch up I 
with Gerry McGhee to discuss his secrets of I 
self-management, the album, and upcoming I 
plans for Brighton Rock. 

“The best thing about managing the band I 
ourselves is that we have complete control I 
of our career,” Gerry beamed. "What we’ve I 
done is assembled teams — one in Los I 
Angeles, one in England, and one here in I 
Canada. They all report to us.” Gerry uses I 
these teams as sounding boards. He relays I 
the band's intentions to the teams. They I 
answer back with the viability of these I 
strategies and a game plan is born from that I 
combination. 

"I guess more than anything else, all I 
money comes through us now. There are no 
accounts except the ones that we run. We make an awful lot more seven days work. It’s hell on my home life.” 
money than we ve ever made before. And money does seem to _ With an impending Canadian club tour on the horizon, McGhee 
be a key issue. Gerry explains how self-management changed his stated the band’s intentions for the near future: “Canadians have 
relationship with the record company: "Nothing against managers _ supported us well over the past five years so we love going back 
and what they do . . . when I was going in to get money for the out into the clubs. We’ve had a whole stage set-up made so we can 
record and video, I told them exactly what it would cost and they — show our appreciation for their support by giving them a fucking 
knew I would break my balls to make it stay on those costs. We show they won’t forget. 
fully understand that, although the money comes from the label, — “We tried our best to get on an opening slot with an American 
it’s totally recoupable. Where we could save, we did save — and band but most U.S. tours are prepackaged. That means you have 
hopefully we did not let the product suffer.” American bands touring in Canada, the opening band selling, say, 

Gainingcredibility isoneofthefirsthurdlesthatanybandtaking _ 10,000 units. Or you could have Brighton Rock with two gold 
the self-managed route must tackle. "At first, companies had some albums and 35,000 units under our belt in that opening slot. That 

_ status doesn’t seem to help in that situation. So we’re actively 
looking at American management. You know — the ol’ TII take 

— your band out on tour if you take my new band later’ scene! 

an implosion waiting to happen. Yet McGhee maintains an un- _ of things often have a minimum of contacts when they are most 
abated enthusiasm to the contrary. Brighton Rock’s previous two needed. Not so with Brighton Rock. They hired producer/engineer 
releases both surpassed gold status in Canada (50,000 unit sales). _ Toby Wright from their past dealings with him back when they 
Their frenetic club touring over the past five years is well renowned were cutting demos for the record in December 1989. Toby had 
in Canada. According to Gerry, Love Machine has sold 35,000 — previously worked with several name producers and acts. Accord¬ 
units to date — with no tour support, and minimal video and radio ing to McGhee, Toby was inducted as an honourary fifth band 
support for the first single “Hollywood Shuffle.” McGhee, unsure member and has been instrumental in assembling the band’s busi-
of the reasons behind the musical media’s lack of enthusiasm, says ness network south of the border. It was Toby’s recommendation 
that the best is yet to come; Brighton Rock generally averages to mix the album at Smoke Tree Ranch in California, where David 
3-5000 units per week while they’re on the road. _ Lee Roth's Skyscraper and Michael Jackson’s Bad were done. 

Self-management is nothing new to Canadian bands. Both Jeff For video direction, McGhee acquired the talents of Cosimo 

difficulty negotiating with the singer of the band as a manager,” 
says Gerry. “Once we did some business and they found that my 
word was as good as any manager’s word, the walls came down 
real fast. After all. I'm not going to make a decision that would "The release of Love Machine has been delayed in the U.S. until 
fuck our career. So we're very open to suggestions from other — the beginning of 1992 when we solidify our management. We 
people. Case in point, when we decided to approach Toby Wright thought that would be our best choice to help give us an edge — 
(album producer/engineer). I did the negotiations with him. They we already have a point against us (in the U.S.) because we’re 
went off without a hitch and he has a lot of confidence in what we _ Canadian. We wouldn’t attempt to self-manage ourselves down 
do and how we do it." there — we just don’t have the connections with respect to labels. 

Although Gerry acts as the spokesman for the band, rulings are _ independents, agents, and contacts. But we’re not discounting 
made in a band capacity. "One of our ploys was the mutual signing with a Canadian-based management firm as well.” 

Time will tell what’s in store for Brighton Rock 's Love Machine. 
With a renewed lineup, a comprehensive self-management plan, a 
new musical direction and attitude. Brighton Rock is once again 
ready to rock. 
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time keeping its place on radio playlists. Three new releases 
hope to change all that. Lee Aaron, Darby Mills and Chrissy g 
Steele have taken different routes, but arrived almost 
simultaneously at the same conclusion: there is a place in the 
music industry for good ol’ blues-based rock ’n’ roll. 
The fact that Aaron, Mills and Steele are female vocalists is not 

remarkable. Why shouldn’t a woman sing rock ’n’ roll? Long gone 
are the days when women in rock were considered a novelty 
(remember the Runaways? Suzi Quatro?). What is interesting is 
that these singers are Canadian female vocalists making an 
impact. The development of hard-rock female vocalists is 
becoming something of a cottage industry in this country. And 
with the success of Alannah Myles, record companies on both 

Lee Aaron, Darby Mills and Chrissy Steele lead Canada’s Hard 
Rock Invasion. ock Invasion. 
Somewhere between power pop and heavy metal is the no 

man’s land of hard crunching guitars and wailing 
vocals are a Canadian Ie, but this hard rock has a h< 

sides of the border are taking notice. 

BY CHRIS GUDGEON 



Past, Present and Future 
Darby Mills is the past, present and perhaps future of Canada's hard 
rock scene. Although Never Look Back is technically her debut album. 
Mills first gained recognition as lead singer for the Headpins. Formed 
in the early '80s by Chilliwack’s Brian “Too Loud" McLeod, the 
Headpins were one of the most successful Canadian bands around. 
Their first record. 1982’s Turn It Loud, was the top selling debut by a 
domestic act up to that point. A few years later, the Headpins’ final 
album Head Over Heels sold more than 400,000 units worldwide. 

Since the demise of the Headpins, Mills has been close to launching 
her solo career a number of times. 

“I did a solo album for MCA records in '86, after the Headpins 
broke up. It never got released. The record company fired their A&R 
department right in the middle of the project. We were sitting around 
with half the record cut waiting to finish it up and we just kept waiting. 
So my manager and I flew down to Los Angeles and said either we 
finish the album now, or we want off the label. So they let us off the 
label. We really showed them!’’ 

After the experience with MCA, Mills went down to Nashville with 
Geffen Records, then worked with a couple of Canadian record 
companies. But those deals fell through. 

“It came down to the fact that no one wanted to take a chance on 
blues-rock. It’s not something that had worked. But as I ’ve said before, 
the success of Alannah Myles opened up new ground for all of us. By 
breaking the blues-rock market, and doing so well at it, record com¬ 
panies had second thoughts.” 

Mills’ own label, WEA, isn’t having any second thoughts. Never 
Look Back is well on its way to Gold. And, in its first week after 
release, the album’s first single “Cry To Me” was the number one 
added song to radio playlists in Canada. 

“It’s a little easier starting my career for the second time. I’ve got 
more experience, and more cool. I'm able to handle myself better. You 
hang around long enough and keep trying. The reason I’m still here 
is because 1 don't know any better. I mean, success is not something 
you can really plan. People will tell you what to do, but no one else 
knows the answer either.” 

Taking Care of Business 
1989'sBoi/yTO< &established Lee Aaron as a major Canadian recording 
star. That album went double platinum in Canada alone, and did well 
in Europe. “ Watcha Do To My Body ”, a single from that album, was 
a rock radio staple, and the video of the single got heavy rotation on 
MuchMusic, and earned a Juno nomination. 

‘ Bodyrock marked the first time in my career where I made the kind 
of record I wanted to make. Before that, I'd always given in to pressure 
to produce something that somebody else wanted. I’m lucky that Attic 
Records gave me the freedom to try what I wanted, and I'm thankful 
the way audiences responded.” 

Aaron's latest LP Some Girls Do continues in the same direction as 
Bodyrock, but adds a new dimension: a band. 

“Not a lot of people can tell, but Bodyrock was recorded by just 
John Albani and myself. It was sortof a challenge we set for ourselves. 
This time around we opted for a full band. Although I am completely 

happy with the sound of the last record, I think Some Girls Do is my 
most satisfying project to date.” 

Aaron has been singing for a living since she was 17, and her 
recording career spans seven albums in nine years. Her fans witnessed 
a slow transition from self-proclaimed “Metal Queen” to a somewhat 
more mainstream rock ’n’ roller. Aaron says that she did not make a 
conscious decision to change her sound; it’s all part and parcel of her 
maturing as an artist and a person. 

“You’ve got to remember that I wasn’t even 20 when I started 
working in the studio. I was just happy to be there, just happy to have 
a contract and people who wanted to hear my music. Now, it’s not so 
important just to sing. I want to be singing things I really believe; 
things that are important to me. I’m not saying that every song has got 
to have a big heavy message. I am saying that the songs I am recording 
now are more a reflection of who I am.” 

New Blood 
Chrissy Steele is a newcomer to the recording scene. But she’s already 
captured some heavyweight attention, and her Capitol Canada debut 
Magnet To Steel has been picked up for international distribution by 
Chrysalis. 

Her early attention is in part due to Darby Mills’ old cohort, Brian 
MacLeod. MacLeod produced and engineered Magnet To Steel, and 
co-wrote most of the songs. The basic recordings were done on 
MacLeod’s 40-foot cruiser, Grand Marnier, using Fostex equipment 
(see Recording column, this issue). 

The Steele-MacLeod partnership started to gel three years ago, 
following an all-star jam at Vancouver’s legendary rock hangout, Club 
Soda. That night, Steele and her band shared the stage with the likes 
of Joe Elliot, Jon Bon Jovi, Richie Sambora, Steve Clark and Paul 
Dean. 

“I first met Brian at Club Soda in Vancouver. He heard us play and 
was really impressed. I guess it was in part being in the right place at 
the right time, but I also had been working very hard for a long time.” 

Steele, in fact, is a classically trained musician. As a child on 
Vancouver Island, Steele studied piano and classical guitar. She also 
sang in a choir (that included Sue Medley) and appeared in produc¬ 
tions of The Mikado and La Boheme by the Victoria Operatic Society. 
But ever since her teenage years. Steele has set her sights on making 

it as a rock ’n’ roll singer. 
“I never really knew I was going to make it — no one knows that 

— but I did everything 1 could. I went out on the road and got the 
experience. I left a lot of people behind, because a lot of people are 
looking for security and those kinds of things didn’t really matter to 
me. I wanted to make a go in this business, and I knew you had to 
work hard to get anywhere.” 

Steele learned quickly that life on the road can be a grind. 
“I used to have to carry a refrigerator with me on the road so I could 

eat fresh vegetables. Most of the truck stops we pul led into never heard 
of anything green.” 

Despite having no studio experience before Magnet To Steel, Steele 
found the transition from club band to recording artist fairly smooth. 
Unlike Aaron and Mills, however, Steele is yet to get in on the 
songwriting end of things. It's a challenge she hopes to take on. but 
realizes that the craft of songwriting does not develop overnight. 

“You can't all of a sudden be a great writer. It’s like wine. It’s 
something that takes a long time to mature. I worked hard to develop 
as a singer and performer, and it takes just as much effort to develop 
as a writer. A lot of this stuff is basically new to me, but I'm not 
complaining. What young singer wouldn’t want to be in my position 
right now? Continued _ 
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Content Canadians 
You'd be hard-pressed to name three 
hard-rock female vocalists fronting bands 

and recording in the U.S. or Britain. What 
is it about this country that encourages 
such artists to develop and flourish? 

Chrissy Steele thinks that Canadian 
Content regulations make a difference and 
that, in part, the smaller market means 
record companies can afford to be more 
flexible. 

"In the States, the focus is more on 
what makes money. I’m not saying that 
Canadian record companies aren't into 
making money, but it's a little more 
flexible up here. You can survive as an 
artist if you can develop the fan base to 
support you. Also, I think Canadian 

audiences are a little more open to hearing 
things that work, rather than buying into 
an image. I don't think Canadians fall for 
the formula rock bands as much as 
audiences in the States. There's a little 
more intellect involved in the music up 
here." 

Steve McAuley, Artist Relations 
Manager with Steele's domestic label, 
Capitol Records - EMI of Canada, is not 
so sure that Canadian record companies 
are more flexible than their US 
counterparts. 

“I don't know if our record companies 
take more risks. If you talk about Alannah 
Myles, for instance, that was actually an 
American deal. She had gone down to 
make a deal in the States because she was 
considered too aggressive by a lot of 
Canadian record companies. " 

The difference in Canada. McAuley 
believes, is that things are not as 
competitive. 

"In Los Angeles alone you have ten 
thousand bands competing for the record 
companies' attention. It's a little more 
relaxed up here. We embrace our artists a 
lot more in Canada. As a public we feel 
closer to our artists, and as a result it's not 
as dog-eat-dog as down in the States. The 
music community is a little more 
supportive. We all like to see the home 
town kid do well." 

On the other hand. Darby Mills doesn't 
see a big difference between the plight of 
the hard-rock female vocalists in Canada 
and those in the States. The bottom line is 
the quality of the finished product. 

"Only the very rich can afford to put 
out an album that people might not want 
to listen to. In reality, you spend the 
money to make the record in the first place 
to bring back at least enough revenue to 
pay for the project. It might sound very 
calculating, but I've spent 12 years of my 
life doing this. We're making music that's 
important to us. but at the same time it's 
also music we want other people to listen 
to." 

Women Behind Bars 
One thing the three singers have in 
common is that they began their careers 
playing bars. It's an experience which 
strongly influences the style of music they 
sing. Despite horror stories of life on the 
bar circuit, these three look on those late 
nights singing cover tunes as valuable. 

Chrissy Steele cut her teeth on the west 
coast bar circuit. For her. the bar scene has 
its ups and downs. 

"Out west, you can live and work six 
days a week as a musician and make a 
living. It's not like that in the States. You 
play whenever you can. They have 
pay-to-play, for one thing. You have to 
pay to perform at a club. 

Continued. 
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In Vancouver, the circuit’s really 
well-developed. They want bands every 
night. They want cover tunes most of the 
time, which is unfortunate. But you've got 
to give them what they want, and it’s a 
great way to learn your chops.” 

Darby Mills is also a veteran of the west 
coast club scene. She believes that bars 
can be a great learning experience, 
although they can impede the 
development of an ambitious artist. 

'The club scene is a great place to start 
and figure out your live chops. But there are 
lots of players w ho have fallen into a pattern 
of making six or seven hundred dollars a 
week in a three-piece band that’s been 
playing for 10 years. So they have a great 
club following, but that’s where they stay.” 

Like Vancouver. Toronto also has a 
well-established bar circuit. A band can 
spend its entire career playing clubs in 

Toronto. So how do you break out from 
behind the bars? 

"For a woman it’s simple," says Mills. 
"You’ve got to have originals." 

Lee Aaron also believes that originals 
are the ticket. 

“There’s nothing wrong with playing 
the clubs if that's what you want to do. 
But if you want to get a recording contract 
you have to start writing your own songs. 
And you have to get aggressive about 
promoting your own material because no 
one's going to come banging your door 
down. It's not just good enough to sound 
good or look good. If a band wants to 
break away from the bar scene they have 
to go knocking on doors and try to get a 
recording contract or publishing deal." 

Chrissy Steele sounds one last word of 
caution. Regardless of what a band wants 
to get out of the bar circuit, whether it's a 
stopover or an end in itself, it's important 
to stay focussed. 

"I didn't get into the music business to 
party. That may or may not be good for 
my image. I don't know. But I've always 
had a purpose in mind. I went out to the 
bars to get experience, that was it. At first 
it was fun. It was fun to go out there and 
be on stage. The adrenaline is pumping, 
and it's like: Oh these people actually like 
me’. But the bar scene can be pretty crazy. 

and I was always aware that I had to take 
care of myself and my voice.” 

Tips and Advice 
Aaron. Mills and Steele agree that 
developing vocalists should try and learn 
from more experienced artists. "You can 
save yourself and your voice a lot of abuse 
if you follow some basic rules," says 
Aaron. For starters, sing, don’t scream. 

"Always, always, always sing with a 
good monitor." Aaron cautions. "Nothing 
ruins a voice faster than trying to sing at 
the top of your lungs. The problem is that 
you can’t always afford proper monitors, 
or you might be stuck in a club that 
doesn't have them. In that case you have 
to be assertive. Tell the band that they'll 
have to turn down their instruments. They 
might not like it. but it sure beats having a 
lead vocalist who’s wrecked her voice and 
can’t sing." 

Darby Mills also cautions developing 
singers about blowing their vocal chords. 

"I took lessons for a short time from a 
couple different teachers. The key thing I 
learned was to stay relaxed. You can't 
force your voice. If you push too hard 
you'll only wind up doing some damage." 

She also has some advice for those 
singers who want to party on the road. 

"You either party all the time, or you 
can't do it at all. By that I mean you have 
to be consistent. If you're not consistent, 
then you don't know what you're doing to 
your voice, and you won't know how to 
deal with problems that arise." 

Chrissy Steele is the kind that likes to 
take it easy on the road. Steele, who took 
singing lessons and studied opera for a 
time, says that proper training is not a 
detriment to a rock vocalist. 

“Classical training was a great learning 
experience for me. It gave me a strong 
technical background, and as a result. I've 
never lost my voice. Some people look 
down on a rock singer who's actually 
studied singing, but there is nothing 
wrong with learning the proper way to use 
your voice. It's your instrument. Nobody 
knocks a guitarist for learning proper 
technique. As a matter of fact, those are 
the players most in demand.” 

Separate But Equal Time 
Regardless of how Aaron. Mills and Steele 
arrived, one thing seems certain: their 
timing is perfect. Audiences and record 
companies on both sides of the border are 
listening to them, which means radio 
programmers are tuning in as well. The 
coincidental release of their separate 
albums has a lot of people grouping them 
together — even murmurings of a 
cross-Canada tour featuring Aaron, Mills 
and Steele. But each artist is unique and 
deserves consideration on her own. □ 

IT'S SACK, The D’Addario Player’s 
Calendar is back for 1992, featuring more of the 

brightest guitarists from the music world. 

To receive your “D’Addario 1992 Player’s Calendar” send a $3.00 
checK (U.S.) for postage and handling to: 

1992 Player’s Calendar 
J. D’Addario & Co., Inc. 
PO Box J 
E. Farmingdale, NY 11735 

Orders must be postmarked before March 1, 1992. 

This offer is limited to one per person while supplies last. 

’D/lddurio 
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"Man, what a night. I think it's the best we've ever played.The show was 
great,the sound was great,and everybody was talking about the new 
kit. I mean everybody. Even Matt, and nothing impresses Matt. I knew they 
sounded great when I bought 'em, but I never expected this. Ya' know, 
that slogan is starting to make a lot of sense.The 
best reason to play drums huh...1 guess that's what / 
I m feeling right now, and feeling like this makes it 
all worth it." The best reason to play drums. 

DISTRIBUTED IN CANADA EXCLUSIVELY BY: ERIKSON, 378 ISABEY, VILLE ST. LAURENT. I’O H4T 1W1 



FOR FULL LINE COLOR CATALOG 
SEND $5.00 TO: B & J MUSIC 469 KING ST. W . TORONTO, ONTARIO M5V 1 K4 



M ■ w ■ ost popular music in Western culture is in straight 
time, four beats to the bar. Rock music is particularly 
predictable when it comes down to its basic rhythm: four/four 
time, accentuating the second and fourth beat. It’s a 
structure that helps define the music for player and audience 
alike. But for drummers, it can be a damn bore. 

The problem is that straight time isn’t very demanding. In 
a way, it’s equivalent to a guitar player having to play the 
same four notes over, and over, and over. 

Vince Ditrich drums for Vancouver’s Spirit Of The West. 
He says that the predominance of straight time is not hard to 
understand. 

“Four is the most common signature that we’re going to 
hear in North America, anywhere really, because it’s divisible 
by two, and we have two legs and two arms and that’s where 
we get the count from. It has a kind of mathematic simplicity 
that’s attractive. The challenge for any drummer is to learn 
to work within the limitations; to expand their musical and 
rhythmical sense of straight time.” 

BY CHRIS GUDGEON 



Getting Time On Your Side 
One way or another, most professional drummers eventually 
figure out how to get straight time on their side. The first step 
is to accept the limitations. Graeme Kirkland is one of the top 
young jazz players in Canada. He’s also made a name for 
himself in pop-rock fields, recording with such acts as the 
Leslie Spit TYeeo and Bobby Wiseman. Kirkland says he 
doesn’t have a hard time switching from the more open struc¬ 
ture of jazz to the narrower rhythms of rock. 

“I don’t look at playing four/four as a prison sentence. I 
think it’s very liberating. It’s just like a little pen; if you have 
an advanced rhythmic understanding then you know how to 
move around in that pen and to have fun with it. But you can’t 
forget where the earth is. Some people get an advanced 
understanding and they can no longer play simply.” 

For Kirkland, it’s important for drummers to recognize 
their role within a band. 

“When I’m a sideman, either in jazz or rock, I feel a pressure 
to take care of business. So I mayjust do that; just lay it down. 
It’s a whole other attitude for me because I spend the majority 
of my time playing the drums either solo or with my band, The 
Wolves. In that, I really know how to take charge. It’s the most 
natural thing for me to do. But, when I’m a sideman it’s a 
whole other attitude, sort of subverting your freedom on the 
drum set. It’s a lot more challenging to be a sideman in a way.” 

Philippe Bernard, who has been with Montreal’s The Box 
for seven years, says there is a real danger with straight time: 
it allows drummers to be lazy. 

“The thing is, the drummer has to be willing to take chances 
when they come up. One of my favourite Box songs to play is 
“Ordinary People”, from the third album. It has a lot of space 
for the drums. If you listen to it, it’s not a big arrangement. 
There are vocals, drums and a bit of bass, and in the chorus 
some guitar. But in the verse, it’s just drums and vocals, so 
that’s kind of neat. I can play a lot of things; there’s a lot of 
room to breathe. It calls for more than just a normal pop beat, 
although a pop beat would do.” 

However, Bernard says a drummer should always keep the 
song in mind. Like Kirkland, he believes a beat must be an 
integral part of a song. 

“Some arrangements don’t need anything more than a 
straight bass drum on one and three, and snare on two and 
four. I’m not saying that in every song you have to play a 
complex rhythm. From my experience programming drum 
tracks for other people, I’ve learned that there’s a really fine 
line between good taste and bad taste. A drum machine allows 
you to do anything you have in mind — there are no restric¬ 
tions and you’re not limited by technique or experience. You 
can just push a button and create the most complex rhythm 
you’ve ever heard. But there’s a trick attached to it: when you 
have too many options, it’s easy to go overboard.” 

The thoughtful drummer can establish freedom of expres¬ 
sion in even, what would appear, the most restrictive settings. 
Nova Scotia’s Dave Burton has studied jazz, so he's no 
stranger to complicated rhythms and feels. He also works with 
Rita MacNeil, a demanding situation since most of her live 
show is supposed to sound exactly like her recordings. 

‘There’s a very precise sound we want to achieve. Being the 
drummer, I suppose there is more flexibility than there is for 
other people in the band. For the keyboard players, there are 
certain parts, little motifs and counter melodies that have to 
be there. They may resolve Rita’s melody, or complement part 
of her melody. Whereas, I won’t play the same fill every night. 
If there’s a big open hole in a big ballad, it’s up to me to fill it. 
I may try a different high-hat pattern on something, and I 
know other people aren’t hearing it. What I find I change more 
often is the textural things, and Rita's music really lends itself 
to that.” 

Breaking Up Is Not Hard To Do 
A little action can help a drummer break up the repetitive 
patterns of straight time. Newfoundland’s Alex Macfarlane is 
one of the most exciting new drummers around. He thinks of 

Vince Din ich Spirit of the West 

Alex Macfarlane Young Saints 

Dave Hurtan Rita MacSeil 

Philippe Bernard The Box 

Darrell Mayes ( (din James 
Band 

(¡ráeme Knkland Leslie Spit 
Treco & The Wolves 

beat as something more than a simple snare-bass pattern. 
“When you learn how to play the drums as a kid, a lot of 

times you learn one bar-long beat at a time, but that’s not how 
you really play. I look at it more like there’s a musical phrase, 
say, eight bars long. However long that phrase is, I approach 
it as a whole phrase, not bar for bar. I try to get a pattern 
happening.” 

Macfarlane says that his bandmates in Young Saints allow 
him the flexibility to push out of straight time. 

“In “Little Casanova”, for example, I’m leaving out snare 
beats where you normally would expect them. When you hit 
the snare in different places, and the bass drum in places 
where you would normally play it, it makes people think that 
it’s actually in a different time signature. I think it creates a 
different mood. Where you'd normally be just slogging along, 
it kind of throws you for a musical loop. But it’s not something 
drastic that takes away from the song.” 

Vince Dit rich, who can also be heard on Glen Stace’s debut 
album Buddha Hotel, says that even when working in 
straight time, the band can create the illusion of a different 
time signature. 

“Save This House, Spirit of the West’s biggest hit, is 
straight time. But that’s one thing about the band: there are 
always strange rhythmic implications. Quite often they imply 
a six feel or a triplet-three over top of the four, and it’s great 
because you get so many different flavours in there with little 
chops here and there.” 

He says that Spirit of the West will even move into unusual 
time signatures, but always with a deliberate effect in mind. 

“We do a song called ‘Polaroid’ on the new album where 
everybody’s playing the melodic portion in six time, and the 
rhythm section is playing underneath on four. On that track, 
we thought it would be good to keep the four feel going 
underneath, and let them switch into six for real tension. It’s 
a song about children being stolen from their parents, and 
there’s a constant mood and tension going on all the time. So 
we wanted a rhythmic structure that would enhance that 
tension. We thought it would be nice, rather than switch to 
six with the rest of the band, to keep the four going through 
for a common thread and just build the tension on top." 

Sometimes bands can shift into different time signatures 
intuitively. Darrell Mayes, from the Colin James Band, says 
that the band got a surprise while recording their first album. 

“When we were recording Why’d You Lie?’, our producer 
Tom Dowd swore that we added an extra beat in the pause 
right after the chorus line. He took the tape home and 
analyzed it, and we never even thought of it. It just came 
naturally. It’s really cool when that happens and you don’t 
even notice it. The beauty is that the extra beat, by just being 
off a little, helped build the tension of the song.” 

Mayes thinks something like the extra beat illustrates how 
important the little things in music can be. 

“Often, other musicians have a hard time understanding 
that drummers aren’t dealing in notes, they’re dealing in 
rhythms. It’s like the heartbeat. The thing that keeps 
everyone else in time and focussed. So in one sense drummers 
are very important, although they usually have to stay in the 
background. Even if you move outside of straight time you 
have to keep a rhythm going. You’re not supposed to be able 
to figure out when a song is not in straight time. That’s the 
magic of it — it’s supposed to flow without drawing atten¬ 
tion to itself.” 

Great Escapes 
No matter how flexible a band drummers find themselves in, 
most look for some other kinds of release. Dave Burton is no 
exception. 

“My tastes are fairly widespread when it comes to music: 
I really love Latin, I love jazz, I love playing funk and soul. I 
miss playingthat kind of music when I’m on the road. So when 
I’m off, I try to do as much freelance work and writing to 
satisfy my heart. By the same token, it’s a gig I’ve yet to get 
bored with. I still find it very challenging.” 
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Likewise, Philippe Bernard seeks out extra¬ 
band relationships when he’s feeling boxed in. 

“In Montreal, I do a lot of drum programming, 
so I deal with a lot of people and a lot of different 
kinds of music. To me, that’s really a breath of 
fresh air. I think that’s why I’m still in The Box 
after seven years.” 

Ironically, Graeme Kirkland also has his es¬ 
capes. While most drummers dream of leading a 
jazz combo like Kirkland’s band The Wolves, 
Kirkland looks for his release playing more 
straight ahead gigs. 

“When I did the Leslie Spit Treeo, all they 
wanted was someone to lay it down; I could do one 
fdl for the whole recording session. And 1 really 
loved it. I got to play with a click track. I got to 
play really hard and strong; it’s straight ahead. It 
was really meaningful for me to do that straight 
ahead pop album.” 

For his part, Alex Macfarlane has a much more 
rudimentary cure for the drumming doldrums. 

“Paradiddles, reverse paradiddles and in¬ 
verted paradiddles. You can be playing in 
four/four, but when you play those things over top 
of two different surfaces you can do a zillion 
things that keep your mind occupied. There’s 
something fun about a paradiddle: once you get it 
down, you don’t have to think about it anymore. 
When your hands just do it, there’s so much you 
can do. Right now we’re working on this song with 
a samba bass drum, and just a straight paradid¬ 
dle with my right hand on the high-hat and my 
left hand on the snare. And then I move my right 
hand to the bell of the ride cymbal, and my left 
hand around on the toms and the snare. That can 
keep me occupied for ages.” 

Hot Tips 
What can emerging drummers do to build their 
sense of rhythm? Graeme Kirkland advocates 
that drummers take time with straight time. 

“Practise slow. If you practise slow it’s like 
hearing everything under a magnifying glass, 
and also feeling everything a lot more with your 
body. You’re not too used to doing all these slow 
motions so you really feel it with your body. It can 
be an intense experience, just sitting at your kit 
and playing a simple rock beat for an hour, and 
concentrating on it. Technically, it’s very simple, 
but spiritually, it can be uplifting.” 

Dave Burton also encourages drummers to 
take their time. 

“Don’t hurry so much into technique, and 
understand important time and feel. It’s a matter 
of playing a lot with other musicians, and a lot 
of listening to different styles of music. Listen 
to good drummers for their time and feel. And 
as rudimentary as it sounds, work with a 
metronome.” 

Philippe Bernard believes that one of the best 
things young drummers can do is to spend more 
time with their favourite pros. 

“I used to listen to Moving Pictures by Rush 
and copy the drum parts beat for beat. I would 
listen over and over and over with headphones 
and play at the same time. Now, all the playing 
I’m doing more or less comes from the rehearsing 
I was doing at that time.” 

Darrell Mayes is also one for a little vicarious 
learning. He shares a common complaint with 
many working drummers — lack of practice 
time. But he does not see this as a detriment to 
his development. 

“I don’t really have that much time to practise 
any more. I mean, I usually do have a kit set up 
somewhere that I have access to. But I do most of 
my practising before sound checks. I go up there 
and drive the roadies crazy. But when you play 
every day you don’t really need a lot of practice. 
You’re doing a half-an-hour to 45 minute sound 
check, then you’re doing your show; that’s enough 
of a workout for any drummer. But just because 
I’m not practising every day, that doesn’t mean 
I’m not learning. Learning, more than anything 
else, comes from listening to the players you 
really get off on.” 

Regardless of the approach a drummer takes, 
Alex Macfarlane says it’s important that they 
don’t lose sight of the most important element of 
playing. 

“It’s interesting that some of the most enjoy¬ 
able experiences when you’re playing aren’t so 
much that it’s really complicated and you’re show¬ 
ing off or whatever, it’s when the whole band 
comes together. To me, that’s much more enjoy¬ 
able than pulling off some five-in-the-space-of-
four fill or something. When you’re just grooving 
along, you know you’re in the pocket, you know 
that everyone else is just feeling good — those 
are the moments you work for.” 

Vince Ditrich concurs: “Drumming is just not 
hitting things. It’s music. It’s not melodic, but it’s 
just as important to the music as melody. Techni¬ 
cal-sounding drummers who haven’t developed 
their sense of time may hit the right beats, but 
miss all the emotion.” □ 
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FAVOURITE 
WARM-UP 
EXERCISES 

in addition to those I do 
ratamacues, and any other 
rudiment that comes to mind, for 
about 30 minutes before a show. 
I also try super-imposing these 
rudiments in different times 
over a “4” pulse (i.e. Ill play 
paradiddles with a 6/8 triplet 
feel over a steady 4 on the bass 
drum, or just with my foot on 
the dressing room floor). 

I also do plenty of stretching 
exercises, since I’m prone to 
tendonitis if I don’t. This is 
easily as important as the 
rudiments for a warm-up. 

Interspersed throughout the 
warm-up I spin the sticks in 
several different ways for finger 
and hand dexterity. I very 
seldom spin during a 
performance — I’d feel like a 
show-boating ass, especially if I 
dropped a stick! All my friends 
would call me a rock star and I’d 
never live it down. 

I'm unsure what the proper 
notation for swinging from the 
light fixtures would be, but 
before a big show, there is 
always a good amount of that! 

The fellows in Spirit of the 
West told me that I should 
jokingly transcribe “Wipe Out” 
as my warm-up, but I hate that 
bloody thing so much that I even 
leave when some other poor 
bastard has to play it, never 
mind me! 

LRLLRLRR LRLLRLRR 

Paradiddles: Plenty of 
these old favourites! 

5 stroke rapid 
alternations over time 

This and/or variations to 
loosen up with a "6" bounce 

L R L R L L RLRLRR 

Double paradiddle as well as 
single - 'till you're sick of 'em 

RLR RLR L LRl L R L R 
I couldn't tell you what this one 
is called, but it's confusing 
enough to be interesting 
(espec, over 4/4) 

L R L R L R RLRLR L 

Short rapid bursts of 
single stroke 

LLLLRRRR LLLLRRRR 
A nice way to work on a hand 
that's weaker. My left is a little 
weak, so I do single strokes on 
my left more than my right 
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M A, Fa y warm-up consists of various activities: 
1. Stretching of shoulders, groin, and neck muscles. 
2. Breathing — deep breathing from the gut. 
3. Rudiments (with my hands on my knee): 

(a) Single strokes (RLRL) 
(b ) Double strokes (RRLLI 
(c) Paradiddles (RLRR LRLL) 

(d) Flams 

2 2 3 3 

/’J 
L^R R R^L L R R l fi' L L R 

(also with groups of 4, 5, 7, etc.) 
(e) Rolls 
(f) Various sticking patterns 

4. Wrist stretches — using big stroke movements, moving wrists up 
and down in 90° “right angle” postures. 

5. Shaking — both legs, arms and hands (like a rubber-man). 

AlexMmf^ 

#1 RLRRLRLLRLRRLRLL RRLRLLRLRRLRLLRL RLLRLRRLRLLRLRRL 

S.D 
B D. 

RLRLRLRLRLRLRLRL RLRLRLRLRLRLRLRL RLRLRLRLRLRLRLRL 

ir\ the dressing room I'll tap my feet on the floor and play with sticks 
on my knees or a table or any other available surface. 

As an exercise with drums, I’ll move my right hand and left hand to 

different instruments. Here are two examples: (Use same stick patterns 
as No. 1.) 

#2 
RLRRLRLLRLRRLRLL RRLRLLRLRRLRLLRL RLLRLRRLRLLRLRRL 

RLRLRLRLRLRLRLRL RLRLRLRLRLRLRLRL RLRLRLRLRLRLRLRL 

#3 
The same as No. 2 with RH on bell of ride and LH on hi-hat. Any around on hi-hat, toms and snare while RH stays on bell of ride, 

combination with toms and cymbals, snare and toms. LH can move 

JL do this as a warm-up and as a sound check. It 
gives the soundman a chance to hear each drum 
separately in a rhythm that flows well. 

N.B. Steve Gadd’s pattern in “50 Ways to Leave 
Your Lover” (Paul Simon) is also a favourite 
warm-up. 
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SignsOfTheTimes! 

AQUARIAN'S innovative 
drumheads are for drummers 

who are SERIOUS about 
their sound. That's why 

AQUARIANDRUMHEADS 
Are Happening! 

AQUARIANACCESSORIES 
NOMAD 108 Duncan St. 

Welland ON L3B2E2 Hotline: 1-800-668-1920 

Pearl Reissues a Classic 
Pearl has announced 
the reissue of the clas¬ 
sic Forum drum kit. 

Forum is available in 
black and white in a 5-
piece configuration. 
Features include: 
heavy-duty drum spurs; 
a heavy-duty, basket¬ 
type snare drum stand; 
Pearl Popular Classic 
lugs; Pearl white-dot 

drum heads; rugged 9-
ply mahogany shells; 
and newly designed 
600 series hardware. 
For more informa¬ 

tion, contact: Erikson 
Music Reg'd., 378 
Isabey, St. Laurent, PQ 
H4T 1W1 (514) 738-
3000, FAX (514) 737-
5069. 

Sonor’s Elite Signature Series 
Sonor Drums has introduced the Sig- Bubinga wood exterior finished with 
nature Series Special Edition drum high-gloss lacquer. 
set. The 5-piece kit 

Features include: 
drum-mounts iso¬ 
lated from the 
drum shell by the 
Sonor Hilite insula¬ 
tion system for im¬ 
proved sound 
projection; select 
maple drum shells; 
all tom toms and 
floor toms equip¬ 
ped with seamless 
' ' Megahocps' ' ; 

comes with Protec 
hardware made 
from special light¬ 
weight alloy. 
For more infor¬ 

mation, contact: 
Hohner/HSS, Inc., 
Lakeridge Park, 101 
Sycamore Dr., Ash¬ 
land, VA 23005 
(804) 550-2700. 
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New Gibraltar Hardware 
Gibraltar Hardware has introduced 
a congo stand, road rack system 
and cymbal tilter. 
The conga stands dre available in 

3 sizes ranging from 10" to 13". They 
are fully adjustable, allowing for any 
make or style of drum to fit at the 
desired height. Each stand comes 
with 3 heovy-duty locking casters 
and can be clamped to each other, 
making a double, triple, or quad 
setup. 

All racks come with a T-leg design 
and Road Series clamps, which in¬ 
clude: hinged memory locks, stack¬ 
able right angle clamps, and adjust¬ 
able angle clamps. 

The 360 Cymbal Tilter is a mounting 
system with a 360° nylon ball assem¬ 
bly that replaces the traditional 
single-direction tilter mechonism. 

The ball mechanism allows minute 
cymbal adjustments left, right, up, or 
down. The assembly has a one-

touch adjustment point to move 
cymbal position without having to 
make other adjustments. The tilter 
can be positioned for troditionol 
mounting or for use with suspended 
cymbals. The nylon ball is replace¬ 
able in case it is scared from over-
tightening. 
For more information, contact: 

Coast Music, 378 Isabey, St. Laurent, 
PQH4T1W1 (514) 738-3000, FAX (514) 
737-5069. 

The Road Series Rack Systems are 
designed for the pro drummer and 

can stand the rigours of frequent 
setup and teardown. 
The systems come in 5 configura¬ 

tions: GRS-400, a basic over-the-
bass-drum rack with horizontal angle 
adjustment: GRS-400C, an over-the-
bass-drum rack with a 46" curved 
bar; GRS-100, a side extension with a 
horizontal angle adjustment; GRS-
100C, a side extension with a 46" 
curved bar; and GRS-1000C, a 
single-tier double boss system, which 
uses 2 30" curved bars up front and 2 
straight 43.5" side extensions. 
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Toca Mini Conga Sets 
Coast Music has introduced the Toca 
fibreglass miniature conga set, 
These 8" and 9" diameter mini congas 

are made from moulded fibreglass. They 
are proportional in all measurements to 
full-size congas, giving each drum a full 
tonal range that is not possible with stand¬ 
ard mini congas, according to Kaman. 

The congas come with hand-selected 
natural skin heads, heavy-duty chrome-
plated counter hoops, and heavy-duty 
double-braced adjustable stand. They are 
available in gloss white, red or black. 
For more information, contact: Coast 

Music, 378 Isabey, St. Laurent, PQ H4T 1W1 
(514) 738-3000, FAX (514) 737-5069. 

Sabían HH Power Bell Ride HH 

Sabían has introduced the 22“ HH 
Power Bell Ride in response to 
today's need for increased ver¬ 
satility in ride cymbals. 

Designed to meet the request of 
leading UK drummer Mel Gaynor 
(Simple Minds) for a big bell cymbal 
capable of positive ride qualities in 
both high and low level volumes, the 
HH Power Bell Ride offers the best of 
both worlds: a powerful bell and a 
musical cymbal all in one. Says HH 
specialist Mark Love: "With its huge 
8" bell — capable of cutting 
through the absolute loudest music, 
and clearly articulating even the 
busiest sticking — coupled with 

tonally tight and very direct ride 
qualities, the HH Power Bell Ride of¬ 
fers a degree of versatility not nor¬ 
mally found in similar cymbals.' - He 
adds: "The bell, unlathed and 
buffed to a brilliant finish, emits a 
sound that is highly focused, with a 
brightness that is extremely cutting. 
Yet, the rest of the cymbal, which is 
fully lathed, delivers the tonally dark 
ride characteristics normally as¬ 
sociated with our hand hammered 
HH series." 

Like all Sabían HH and AA cym¬ 
bals, the 22" HH Power Bell Ride is 
available in Regular Finish or the 
popular no charge option, 'Brilliant' 

Finish. 
For more information, contact: 

Sabían Ltd., Main St., Meductic, NB 
EOH 1L0 (506) 272-2019, FAX (506) 
328-9697. 

Ask for His 
Autograph. 
Neil Peart is one of 
contemporary music’s 
most influential per¬ 
formers. His tasteful and 
distinctive drumming 
has earned him interna¬ 
tional acclaim. Neil could 
choose anyone to make 
his drumsticks. He put his 
signature on Pro-Mark’s 
Oak 747 Wood Tip 
model. The Neil Peart 
747 Autograph Series 
drumsticks. Sold in the 
best music stores 
worldwide. 

NEIL PEART 

MO-mart* 
1 »NEW OfNFRATlOM 

1 l" The World’s Class Drumsticks 
SeiKl a» 1UAÄL 

NOMAD 108 Duncan St., Welland. ON L3B2E2 
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PureCussion’s Piccolo Snare 
Expanding on unique uses for 
PureCussion’s ADDA drums (single 
headed RIMS mounted instruments) 
has prompted development of a 
PureCussion Snare Drum. Tests have 
shown virtually no sympathetic snare 
rattle when toms are struck, making 
it an ideal recording instrument. The 
12” NE Series ADDA drum with an 
adjustable snare mechanism has a 
unique dry and crisp piccolo snare 
sound that really cuts through. Its 
size, weight, and mounting 
capabilities give players an optional 
voice to compliment their kit. 

' 'Initial response from working drum¬ 
mers during the prototype develop¬ 

ment has been exciting,” stated 
Tom Williams, PureCussion company 
spokesperson. Participating in the in¬ 

itial testing of the snare, Vinnie 
Coliauta found it . very, very crisp; 
very responsive ... a real clean 

sounding snare . . . definitely has its 
own niche as an auxiliary snare ... if 
I was going to go for a real clean, 
tight sound I would use it as a primary 
snare. . . they sound more to me like 
a piccolo than a piccolo does!” 

Four prototype drums were tested, 
each with a different weight Evans 
head. "Each has its own tonal char¬ 
acteristics,” stated Vinnie. "It’s so 
obvious that by changing the head 
you have a different drum. They all 
have excellent response.” 
For more information, contact: 

Calato Mfg. (Canada) Ltd., 8407 Stan¬ 
ley Ave., # 1, Niagara Falls, ON L2E 6X8 
(416) 357-2680, FAX (416) 374-3981. 

Slingerland’s New Artist Custom Series Drums 
Slingerland has Introduced its new, 
competitively priced Artist Custom 
Series, in response to increased 
demand for a professional-level 
maple drum set in standard size con¬ 
figurations. 
The shell configuration of maple 

interior/exterior plies combined with 
a mahogany core of 3 plies con¬ 
tributes significantly to the warm, 
resonant sound of this series. 
Equipped with original Slingerland 
style lugs, hoops, T-rods and claws, 

the Artist Custom Series has a tradi¬ 
tional look with the same extremely 
functional spur and tom mounting 
system as used on the popular Spirit 
Series. 

All drums are fitted from the fac¬ 
tory with traditional white-coated 
medium weight batter heads. Two 
standard Jazz configurations are 
available (SA-3008C and SA-3000C) 
as well as a pop configuration (SA-
3002C). Limited quantities of these 
configurations will be available in 

four lacquer finishes including 
Natural Maple, Graphite Metallic, 
White Gloss and Wine Red Maple. 
However, custom setups may be 
special ordered in a wide variety of 
sizes: toms from 8” to 18”, bass 
drums from 18” to 22" and snare 
drums from 4” to 6.5”. 
For more information, contact: 

B&J Music, 469 King St. W„ Toronto, 
ON M5V 1K4 (416) 596-8361, FAX 
(416) 596-8822. 

THE NEW NAME 
IN ELECTRONICS! 

. . 

cms. MUSIC Ik IA MUSIQUE 11 1 V 
8660 Jeanne-Mance. Montréal, Qué. Canada H2P 2S6 
Tel: (514) 387-7331 Fax: (514) 383-3576 YOU OWE YOUR MUSIC A FERRINGTON • DON'T SETTLE FOR LESS! 
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New From JOPA Hand Percussion 
JOPA's hottest new product is the 
JOPA "Rock Cans" — a pair of 
tamborims mounted on a bracket 
that attaches easily to a cymbal 
stand filter. They have the sound of 
timbales, but take up only 1 /3 of the 
space — perfect for the drum set 
player who wants a different sound. 
JOPA also makes agogo bells, 

ganzas, triangles, reco recos, 

African boat bells, cuicas, panderet-
tas and tamborims. JOPA's premier 
product is their cowbell line, avail¬ 
able in 12 models. The JOPA "Rock 
Bell" is made of heavier gauge 
metal than the other models, is avail¬ 
able in two sizes with distinctive dif¬ 
ferent pitches capable of cutting 
through the loudest amplification. 
The JOPA Cowbell Clamp, the thick¬ 

est and strongest available, will hold 
any cowbell securely to any holder 
or cymbal stand. The JOPA Rock Bells 
and Rock Cans are true percussion 
innovations. 

For more information, contact: PR 
Percussion, 1507 Mission St., So. 
Pasadena, CA 91030 (818)441-2484, 
FAX (213) 653-6508. 

Sabían Debuts 14" HH EQ Hats 
In constant pursuit of unique new cymbal 
concepts, Sabían Ltd. has created HH EQ 
Hats, a powerful cross-matched pairing 
consisting of a heavy HH Flat top and a 
special AA Rock bottom. This bottom cym¬ 
bal features air vents in its bell and outer 
edge which facilitate the total elimination of 
air lock. EQ Hats — whether played by 
stick or pedal, angled or flat — project 
crisp, clean, clear and cutting sounds in the 

loudest surroundings. 
Cited by Sabían 

cymbal specialist Nort 
Hargrove as ' ' . .one of 

'Ä; the most effective hi-
^■hat designs I have ex-

perienced," the sound 

of HH EQ Hats is medium/high pitched with 
the flat top also providing increased sticking 
area ... great for sound and dynamic varia¬ 
tions. Says Hargrove, who created the EQ 
Hat pairing to meet a sound request for top 
UK drummer Mel Gaynor (Simple Minds), 
"The power of these cymbals is in their 
design. They're extremely fast, user friendly 
and, unlike many hi-hats designed for cut¬ 
ting power, very musical." An ideal con¬ 
sideration for studio and stage applications, 
HH EQ Hats, like all Sabían AA and HH cym¬ 
bals, are available in Regular Finish or the 
popular no charge option, 'Brilliant' Finish. 
For more information, contact: Sabían 

Ltd., Main St., Meductic, NB EOH 1L0 (506) 
272-2019, FAX (506) 328-9697. 

NOTHING HAS EVER SOUNDED AS GOOD 
AS TASCAM’S DIGITAL RECORDER. 



PureCussion’s New RIMS Sizes 
In response to an increased interest by many artists to mount 
the ever widening range of drum sizes with RIMS drum mounts, 
PureCussion has added a Floor Tom and Floor Tom Rack Mount 
RIMS for 15" drums with 8 lugs. Also, Floor Tom Rack Mount RIMS 
are now available for 14" drums with 8 lugs and 18" drums 
with 10 lugs. 

For more information, contact. Calato Mfg. (Canada) Ltd., 
8407 Stanley Ave., # 1, Niagara Falls, ON L2E 6X8 (416) 357-2680, 
FAX (416) 374-3981. 

Bass Drum High-Performance 
Skyline Musical Products has intro¬ 
duced Drum Baffle™ — an acces¬ 
sory for all bass drums and all drum¬ 
mers. This innovative new product 
allows drummers to achieve a 
tighter bass drum sound without 
sacrificing low-frequency punch. 
Drum Baffle™ actually extends low-
frequency response of bass drums 
by tuning the beater drumhead 
membrane to the natural resonant 
frequency of the entire drum body 
enclosure. The port-hole of thè Drum 
Baffle™ acts in a similar manner as 
the port-hole of a bass reflex speaker 
cabinet which tunes the speaker 
enclosure to the natural resonant 
frequency of the driver. This controls 

the excursion of the driver at 
resonance and thereby extends the 
low-frequency response of the 
speaker. 

Drum Baffle™ is a hard, rigid disk 
which traps the energy inside the 
bass drum and then releases it at just 
the right moment through the port¬ 
hole when the bass drum is at its 
maximum peak amplitude at 
resonance, much like reaching max¬ 
imum compression in an engine 
cylinder at top dead center and 
then sparking combustion to 
achieve the most power. That power 
is released through the port-hole in 
the form of low-frequency energy 
and supercharges the sound of bass 

drums. For a very heavy metal bass 
drum sound, placing a microphone 
a few inches from the port-hole 
results in a bass drum sound that 
kicks away. The acoustic engine 
produced through the port-hole of 
Drum Baffle™ is powerful enough to 
be heard without amplification for 
every type of music with the im¬ 
proved sonic depth of the live 
acoustic bass drum sound. 
Drum Baffle™ comes in four bass 

drum sizes: 18", 20", 22" and 24", 
black or white. 
For more information, contact: 

Skyline Musical Products, PO Box 949, 
Port Chester, NY 10573 (203) 531-
8493. 

INPUT 

ANALOG pMQTAl 

I 

OUTPUT 

ANALOG INPUT 

UN8AL -, rBAL 

I 

SAMPLING 
FREQUENCY 

I 

UNTLNOW. 

XLR-type balanced 
analog inputs 
and outputs. 64X 
oversampling. And 

sampling rates of 48, 
44.1 and 32 kHz For optimum 
recording. 

This is a DAT designed to give 
you the audio for video that'll 
bring 'em back for more. 

At a price you never thought 
you'd see in th is lifetime. 

We know what you want. It's 
called the DA-30. And there's one 
with your name on it now at your 
nearest Tascam dealer. 

Until now, 
to get a price tag 
that sounded this good, 
you had to settle for a DAT 
that didn't. 

Now you can buy the new 
DA-30. Based on Tascam's award-
winning Zero-Distortion (ZD) 
technology, the DA-30 bringsyou 
incredible sound atan incrediole 
price. 

This is a DAT that'll give you 
the digital masters and music 
demos of your dreams. Because it's 
loaded with features professionals 
need. Like AES/EBU digital I/O's. 

TASCAM. 
TEAC Canada Ltd.. 340 Brunel Road. Mississauga. ON L4Z 2C2 Tel: (416) 890-8008 FAX: (416) 890-9888 



by Steven Page 

Finding Your 
Voice and Using It 
I remember as a kid having an opera singer come to my grade school for a 
concert. A couple of hundred kids sat. 
cramped and cross-legged, squirming on the 
gym floor. Then, a woman began to sing. 
Looking around the room. I realized I wasn 't 
the only one who was trying not to laugh. 
Something about th is big voice made us very 
uncomfortable. We squirmed, we snickered, 
and we blushed. It was embarrassing to see 
this woman singing so loudly and so un¬ 
ashamedly right there in front of us: it was 
almost as if she was naked. I’m sure that if 
she'd been a pianist, we wouldn't have 
thought twice about her performance, but 
here she was, singing, instead. 

Singing — it's so natural to everyone 
that it really is almost like seeing someone 
without their clothes (mind you. singing 
definitely sits high above being naked on my 
list of things to do onstage). So. for your 
singing to be convincing and pleasing to 
others, it's a matter of getting comfortable 
with your own natural voice, and then being 
able to control it at will. 

I first started singing seriously as a young 
teen, doing choral work, and then taking 
classical vocal lessons at university. Much 
of the technique 1 learned in that classical 
experience has probably seeped into my 
subconscious, but 1 try to let as much as 
possible come naturally. A classical-style 
voice would sound a little out of place in 
contemporary pop and rock music, and be¬ 
sides. it's the retd, natural sound of your 
voice that we till want to hear anyway! Per¬ 
haps the most useful things I learned in 
classical study were the importance of 
breathing correctly, and warming up. both of 
which 1 will deal with later on. 

Finding Your Voice 
The most important thing for a vocalist to 
think about is finding his/her own voice. 
Think for a second about your speaking 
voice: it really doesn't sound exactly like 
anyone else ’s. therefore, there's no need to 
adopt any strange affectations (a wide 
vibrato, or a fake accent, for instance), un¬ 
less it's absolutely necessary to the feel of 
the particular song. 

I was a voracious music listener while 
growing up. and I still think it's really im¬ 
portant to listen to other singers to hear how 
they approach their own voices. I have a sott 
spot for singers who sing like they only have 
three-and-a-half minutes to live, and those 

three-and-a-half minutes are the song 
they're singing right then. Most of these are 
soul and R&B singers. Although my band. 
Barenaked Ladies, is hardly an R&B band, 
and I don't consider myself a soul singer (at 
least not in the traditional blues-based 
sense). I findthatmany R&Bvocalistsreally 
have a sense of how to express themselves 
through the confines of a song. 

Take a listen to Levi Stubbs of the Four 
Tops: he bellows with such convincing pain 
and. well, soul, that each song becomes its 
own little nugget of emotion. Other vocalists 
I can think of in this same "no tomorrow" 
vein are Little Richard and Van Morrison. 

Steven Page is lead singer of the acoustic quintet. 
Barenaked Ladies. 

Van Morrison is actually a bit of an anomaly, 
because he seems to bark his songs instead 
of sing them. However, he's a fascinating 
singer to listen to because he walks a 
tightrope between high emotion and just 
plain indifference. His voice is so gruff, and 
his delivery so clipped, that it almost sounds 
as if he doesn't care: but then, underneath all 
that is a sense of true soul and passion. That 
is true human communication; saying one 
thing and meaning another, and being able 
to communicate both in a single phrase of 
notes. Then there are lyrics to mix things up 
even further! 

Aaron Neville (an increasingly admired 
vocalist), on the other hand, is someone I 
simply can't dig — he doesn't communi¬ 
cate to me. His zany vibrato seems so 
obtrusive that I just can't get around it. How¬ 
ever. he is an amazing technical singer; he 
can run down an incredibly ornate string of 
notes with a precision that would make Bach 
blush, and that's a point worth noting. Al¬ 
though virtuosity is not a prerequisite, nor 
even a desired trait most of the time, it is 
important to be able to understand the dis¬ 
tance between intervals, and to be able to hit 
each one consistently, and in tune. Singing 

scales is tedious, but it helps. 
Sometimes you'll come across a singer 

who really affects you. although their voice 
may be unremarkable, plain, or even 
downright homely. But that’s what singing's 
all about. Take, for instance. Elvis Costello. 
His isn't a name one usually throws around 
in the same breath as Van Morrison or Levi 
Stubbs, but he really knows how to use his 
voice to communicate the emotion of a song. 
Rather than always hollering his lyrics, he 
varies his vocal tone to complement, rather 
than upstage, the song. Costello can move 
from a clear, innocent tone, to one that 
sounds hoarse and abrasive — he can 
move convincingly from a whisper to a 
scream depending on what the song re¬ 
quires. That, to me. is the essence of a true 
"soul " singer; someone who can convey the 
meaning of a song through the manipulation 
of his/her voice. 

Vocal Technique 
Now that you've found your own voice, it's 
time to start using it. First of all. it's extreme¬ 
ly important to warm up before you sing, 
both physically and mentally. Start with 
some chromatic scales or move up and down 
some triads. Start on a hum, and move to 
each vowel sound, using both hard and soft 
consonants (for example: "mm mm mm” to 
"so so so” to "kee kee kee”) just to relax 
your voice and to get your breathing regular. 
Start low in your range so you don't strain, 
and move gradually upward. You will soon 
find that your range has expanded, too! 

Before our shows, after warming up, our 
band always sits in the dressing room and 
sings. We sing something fun, and we sing 
it together. It just seems to relax us, and 
music takes over where dinner and business 
and appointments left off. 

Finally, you must be sure to breathe 
properly. Breath comes from your lungs, not 
your throat, so be sure to sing from your 
chest. Actually, you should try to visualise 
your breath coming from as far down as 
possible. Sure, it’s okay to colour your tone 
with throaty singing now and again, but 
you'll get a much truer tone, more volume 
control, and much more air if you sing from 
your chest. 

How do you know if you're breathing 
properly? When you breathe in. your gut 
should go out. not in. Remember, when your 
lungs fill with air. they push down on your 
diaphragm, the ridge of muscle under your 
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APPLICATION DEADLINE: FEBRUARY 14. 1992 

siSI II I If S ARTS I >1 L'ONTARIO 

Assistance from a new endowment fund is available 
to Ontario-based professional artists. The Venture 

Fund will assist artistic projects that are challenging, 
experimental, and risky. Projects may be new to the 

artist or the communitv, and may involve collaborations. 

For more information please contact: 
The Department of Developmental Ventures 

FOUNDATION FUNDS 
AVAILABLE FOR 

NEW ARTISTIC VENTURES 

ONTARIO AKTS COI INCH. 
151 Bloor Street West. Suite 500 

Toronto, Ontario M5S 1T6 
Telephone (416) 961-1660, or toll-free 1-SOO-3S7-OO5S 

Fax (416) 961-7796 

lungs. Use the diaphragm as your air control 
meter. Release the tension to release the air. 
After exhaling, your stomach should be Hat 
again. Doing this while singing might seem 
a little artificial at first, but hopefully, it'll 
work its way into your unconscious. 

Microphone Technique 
Microphones are wondrous things, and with 
them, you can control much of your own 
sound. On stage, the most important thing 
for you to get is a monitor mix that you're 
comfortable with. With a mix between the 
monitors and the live sound off the stage, 
you should be able to hear everything that's 
going on. In our band, everybodv sings, not 
necessarily all at once, so I feel most com¬ 
fortable when 1 have all five vocals coming 
through my monitor. 

Much of what Barenaked Ladies' sound 
depends upon is vocal harmonies, and there 
are a lot of four-part and even five-part har¬ 
monies in our music. Some singers like to 
have just their own voice in their monitor, 
and if you can tune better, or concentrate 
better that way, that's fine. For me however, 
it's really important to have all the vocals set 
in the monitors at the same volume ratio that 
they are in the house. 

Think of it this way: do you really need 
your voice blaringly loud? If you do. make 
sure that the other voices are, too. That way, 
you can hear where your vocals sit in the 
blend. And remember that blend is all-im¬ 
portant: there is no need to upstage the other 
musicians with your singing, and that means 
keeping it simple where vocal blend is im¬ 
portant. When four people are all singing a 
chord, the last thing anybody needs is one 
voice wailing some little solo over the top of 
it. If you 're too loud, pull back — subtlety 
and restraint are just as important as passion 
and power. But remember the magic of pull¬ 
ing back from the mic: you can keep the 
force and strength of your voice happening, 
while controlling how much volume actual¬ 
ly makes it into the speakers. Also think 
about the song you're singing. Is there a 
particularly low. quiet part coming up? Pull 
back now, so you can get really close during 
the lower bit. It takes some practice, but 
you'll be amazed what you can do. 

So remember, breathe properly, warm up. 
and find that voice! Listen to other singers, 
but make your voice unique, and have fun 
with it — don't feel restricted by your 
voice. Rather, find out all the different tones 
and colours you can get from it. And finally, 
be natural. Tony Bennett is one of the best 
singers around, but even on those brilliant 
high notes you can imagine what his speak¬ 
ing voice sounds like. And I don't (thank 
goodness) feel like I'm seeing him naked 
either! __ 

Available exclusively at all Long & McQuade Stores 
925 Bloor St. W, Toronto. Ont. (416) 588-7886 
828 Wilson Ave.. Downsview. Ont. (416) 630-1625 
1311 Tecumseh Rd. E.. Windsor. Ont. (519) 252-3442 
757 Corydon Ave. Winnipeg. Man. (204) 284-8992 
445 Simcoe St. S, Oshawa. Ont. (416) 686-0663 
10204-107th Ave.. Edmonton. Alta. (403) 423-4448 
1664 West 4th Ave, Vancouver. B.C. (604) 734-4886 

2812 Quadra St, Victoria. B.C. (604) 384-3622 
8790-120th St, Surrey. B.C. (604) 594-9421 
1505-17th Ave. S.W.. Calgary, Alta. (403) 244-5555 
2424 Dewdney Ave, Regina. Sask. (306) 569-8501 
437-2nd Ave. N, Saskatoon. Sask. (306) 664-1966 
1744 Midland Ave, Scarborough. Ont. (416) 751-9709 

FOUNDATION FUNDS 

FONDS DE FONDATION 
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by Chris Chahley 

PC Digital Turtles 
This month's column is devoted to a 

look at the 56K digital recording sys¬ 
tem, an IBM PC-based digital recording sys¬ 
tem from Turtle Beach Systems. 

"Personal digital system" is how Turtle 
Beach refers to its entry in the land of digital 
audio workstations. One of more than 25 
hard disk recording systems displayed at last 
fall s AES. the 56K delivers the goods for 
US$1,995. No stranger to digital audio, the 
firm has maintained a steady presence in the 
field of sample editing and digital audio 
technology for the past five years. Turtle 
Beach's application Sample Vision is the 
most successful sample editor for the PC. 

A self-confessed Macintosh aficionado. 1 
remember the humbling feeling as I watched 
a 386 PC scream through a Sample Vision 

ing System is a 12 MHz 286 IBM PC (or 
compatible). 640K of RAM. a 100 MB hard 
drive and a mouse. I first tried the 56K with 
a monochrome 12 MHz 286 machine. 
Noticeably slower than our 25 MHz 386. it 
could still handle the job. And the playlist 
functions made tape edits look like the dark 
ages. I did have some trouble with the 286 
at first because of the cheesy. 8-bit hard drive 
controller that came with the PC system. The 
addition of a 16-bit controller took care of 
all hard drive I/O problems. A colour 
monitor is highly recommended and well 
worth the expense. SoundStage includes an 
extensive range of user-defined colour 
preferences. 

In addition to a PC. you need to furnish 
the analogue-to-digital converters for the 

provides either AES/EBU (balanced) or 
S/PDIF (coaxial RCA) digital I/O connec¬ 
tions. These will be necessary to address the 
56K. The DAT machine also provides an 
excellent solution to archiving and backing 
up the 10 MB minute stereo sound files that 
the 56K produces. 

In a nutshell, the 56K is a system that 
records digital audio to a PC hard drive, 
allows vou to specify "markers" and then 
use the markers to define "zones". The 
zones may then be assembled and edited in 
a "playlist" that can draw its material from 
any of four different stereo soundfiles. 
Playlist regions may be triggered by external 
MIDI events, or SMPTE times. Soundfiles 
may be mixed (three files to one), merged 
with crossfade, equalized (realtime 

Fast Fourier transform at the 1989 
Winter NAMM show. The graphic 
Fourier representation of a waveform 
requires extensive mathematical cal¬ 
culations and this amazing 386 was 
ripping through it faster than anything 
I had ever seen. "Better brush up on 
those DOS commands." I thought, 
trying not to look too impressed. 

As it turns out, 56K is an easy study. 
And the learning curve is even shorter 
if you watch the instructional video 
that comes with the system. Tasteful, 
informative and entertaining. 56K 
Digital Recording System - The Video 
w ill have even a novice user slicing and 
dicing digital sound files in no time. 
Both the video and manual for the 56K 
provide a good overview of the system, 
mixed with a dash of Pennsylvanian 
humour. The 56K System runs under 
GEM. a mouse-driven graphic operat¬ 
ing environment from Digital Re¬ 
search that also provides the user inter¬ 
face for the Atari ST. 

Chris I 'hahley. president of Music ware Distributors. is involved in the 
distribution und development of music software and retail sales of 

various computer products. 

playback or destructive file equaliza¬ 
tion) and gain adjusted. 

Applications of this type of system 
would include two-track digital audio 
recording, auditioning, editing and as¬ 
sembly of songs, sound effects assemb¬ 
ly and playback (with real SMPTE 
synchronization, not just MTC). foley 
and dialogue editing and replacement. 

PC or Mac? 
A comparison of PC-based and Macin¬ 
tosh hard disk recording systems is 
inevitable. And you can't really argue 
about specs, especially if your DAT 
machine has a set of top-notch 
A-D/D-A converters. If the Mac and 
PC systems used the same converters, 
they'd sound virtually identical. The 
ease-of-use and functionality of the 
systems are the real issues. And for 
most of us, cost ranks right up there too! 

The Mac's reputation was founded 
on its friendly operation, but 1 really 
found the 56K a breeze to manoeuvre. 

Introduced at the end of 1990. the 56K 
System consists of an external digital inter¬ 
face box. an internal card for the IBM PC or 
compatible and a software application called 
SoundStage. The "engine" on the internal 
card that handles the digital signal process¬ 
ing functions is the same Motorola 56001 
DSP chip found on the Digidesign Sound 
Accelerator and AudioMedia cards for the 
Macintosh. The external interface box 
provides AES EBU and S PDIF digital 
in/outs, MIDI and Audio I/Os for MTC and 
SMPTE synchronization, and a selector 
switch to choose a sample rate of 32-, 44.1 -
or 48 K. 

The minimum hardware necessary to 
complete a functional 56K Digital Record¬ 

system. In most cases this would be a DAT 
machine. I lavent got one yet? The 56K is a 
great reason to take the plunge. When choos¬ 
ing a DAT machine to use with a digital 
system, it's important to understand that the 
quality of the A-D/D-A conversions of the 
hard disk recording system are only as good 
as the converters in your DAT. I acquired a 
Tascam DA-30 for the 56K tests and am very 
happy with the unit. After doing some com¬ 
parisons. I was surprised to find that our new 
Denon CD Player sounded noticeably better 
when run through the DA-30's converters. 
Especially since the Denon sounds better 
than our old Sony player. This stuff is getting 
ridiculously good! 

Be sure that the DAT machine vou choose 

There were a few things that weren't quite 
as obvious as 1 thought they might be. but 
this is often the case in Mac programs. Turtle 
Beach has provided a powerful interface for 
editing. As stated by Turtle Beach President 
Roy Smith in the 56K video, they wanted to 
create a system that the "experienced user 
can really whip around on." They've done 
that. 

So why does a complete 56K Digital 
Recording Systems PC system cost about 40 
percent less than a comparable system on the 
Mac? After working with the 56K for a 
while. I jotted down a wish list of features, 
but as a two-track recording and editing 
system. 1 found that 56K was quite 
complete. 

Canadian Musician — 64 — December • 1991 



One feature I found lacking in Sound-
Stage 1.01 was in the playlist. It currently 
displays the length of each event, but doesn't 
provide a cumulative running time of the 
entire list. That makes for a lot of extra 
SMPTE calculations. This feature has al¬ 
ready been implemented in SoundStage 1.2. 
presently in late beta testing. 

Also. I would like to see the ability to 
record the performance of a mix. and later 
edit that performance. To be fair, this is more 
useful in a multitrack setup, and Mac sys¬ 
tems that feature mix recording and editing 
include additional programs to achieve that 
functionality. The 56K is a system that is 
destined to undergo major changes in the 
years to come. There is no doubt that Turtle 
Beach has the technical chops to continue to 
respond to their users' needs and sugges¬ 
tions. Plans for a Turtle Beach multitrack 
digital recording system are currently under 
development. 

Other PC digital editing operations that 
were different than the Mac had to do with 
the cut. copy, paste and delete functions. The 
first two times I tried the delete function in 
56K. the computer hung in an endless read 
loop. I talked with Turtle Beach and received 
some excellent technical support. The prob¬ 
lem was that our 210 MB Quantum hard 
drive had somehow developed a bad case of 
misallocated blocks. After resolving that 
issue. I went back to work and found that all 
the destructive editing functions worked 
fine — but still took quite a while. Deleting 
five seconds of audio takes several seconds 
on the Mac and several minutes on my PC. 
However, if you approach editing from 
within the playlist as suggested by Turtle 
Beach, one would rarely need to use the 
destructive edit functions. 

Audio and post production companies will 
find it hard to ignore the Digital Turtles, espe¬ 
cially since 56K can be synchronized to 
SMPTE and slaved to a sequencer on another 
computer (with none of the frustrations that 
many Mac 11 users experience when recording 
MIDI and Digital audio on one computer). For 
example, an Atari owner could use Notator to 
control two tracks of digital audio on the PC: 
or a MacPIus user running Pro4. or Amiga buff 
using KCS. If the idea of purchasing a second 
computer for your studio seems a bit ex¬ 
travagant. remember that the PC with 56K can 
also function alone as a self-contained 
workstation for sound FX. dialogue replace¬ 
ment and foley — without tying up the MIDI 
gear in the main studio. 

What impressed me most about the 56K 
was the unpretentious manner with w hich it 

completed its tasks — w ithout crashing or 
processing delays. It was able to truly 
reproduce the playlist without overtaxing 
either the hard drive or CPU of the PC. Solid 
performance with 1/48,000-of-a-second 
digital soundfile editing is nothing to be 

taken lightly. And you don't have to be a 
NASA technician to get it happening! If you 
have eyes for a personal digital system in the 
near future, definitely check out the latest 
version of the 56K Digital Recording Sys¬ 
tem. You won't regret it. 

Making An Impact 
By liking An Impact 

W
orld renowned drummer 

Vinnie Colaiuta, has made an 

impact on the drumming 

world through incredible 

versatility and awesome command of his 

instrument. Vinnie's incredible skill and 

talents are sought after for tours and 

sessions, by producers, engineers, and 

musicians alike. 

Vinnie’s comment to LP’s president Mar¬ 

tin Cohen after hearing the new Ridge 

Rider™ cowbell was, “Martin, that bell is 

great!". Ridge Rider™ cowbell has 

smoother overtones, greatly reduces stick 

splintering and breakage, and is virtu¬ 

ally unbreakable. What’s more. Ridge 

Rider™ 's new clamp design helps put an 

end to bell loosening. 

Vinnie has a new addition to his basic 

setup - LP’s Ridge Rider™ cowbell. 

The new Ridge Rider cowbell. Making an 

impact by taking an impact. 

LATIN PERCUSSION, INC. 
For full colour catalogue please send $4.00 to: 
Efkay Musical Instruments Ltd. 
2165 46th Ave.. Iachine. PQ H8T 2P1 
(514)633-8877 FAX (514)633-8872 
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by Jim Witter 

Back to the Inverted Basics 
Something like this: 

Continued... 

4 
4 

G 
E 
C 

G 
Eh 
C 

A 
Gb 
Eh 
C 

photographs to show where to place your 
fingers, and so on. 

ight years ago, I made my first major 
purchase of a musical instrument — 

a Yamaha CP-70 electric grand piano. I 
worked very, very hard (seven nights a week 
in a schmaltzy piano bar) to save up for the 
piano that 1 could take anywhere because it 
was so "portable". My hands shook terribly 
as 1 wrote out a cheque for S4.274. But that 
piano was the only thing I'd wanted foryears 
and years. 

When 1 carted it home (in two pieces), the 
fact that it weighed close to 300 lbs. didn't 
bother me at all. Within a year, however, my 
new "high-tech" portable piano was ob¬ 
solete. Replaced by a little piece of rubber 
wound wire called a "MIDI cable". My 
heart was broken (so was my bank book) as 
I laid my electric grand to rest and replaced 
it with a better sounding. 24 lb. electric 
piano. Now I've learned that not selling that 
piano for $800 was the best thing I ever did. 

As a songwriter I've found that getting 
away from my sequencer, master keyboard, 
sound modules and all those MIDI cables 
and sitting down at my old. trusty (and a little 
rusty) Yamaha is truly an inspiration — 
just me. my piano, and a pencil and paper. 
I'm sure that most pop writers nowadays are 
surrounded by the same jumble of high-tech 
gizmos that I am. My “writing room" looks 
not unlike the cockpit of a 747. So. as Franky 
would say. "Let'sget away from it ail".grab 
our acoustic guitar or piano, and do some 
writing. 

In my last article I discussed lyric writing, 
so this time I'll touch on something musical. 
I'm what you call an "ear trained" musician. 
That's right. I can't read my way out of a 
paper bag (or a Lyla Thompson book, for 
that matter). But if. like me. you can't read 
a note of music, it doesn't mean that you 
can't write. Maybe you won't get it down on 
paper, but heck, if you can get it down on 
tape, somebody else can transcribe it. And 
just because someone is an incredible player 
doesn't mean they are necessarily a great 
writer. Writing is a totally separate art form, 
and takes years to become really good at. But 
if you're like me. and play by ear. yourchord 
vocabulary might be limited to mostly 
majors and minors, so let's work on expand¬ 
ing our chord horizons. 

As far as I'm concerned, when we're writ¬ 
ing we 're using chords that we're extremely 
comfortable with. Chords that we don't have 
to think about; our hands play them natural¬ 
ly. Let's become familiar with some alter¬ 
nate chords and progressions, so we can add 
a few new twists to our writing. 1 speak in 

GS 
E 
C 

Csus2 / C / Dmin / E / F / Fmin / Csus* / C / 

keyboard, but this applies to guitarists as 
well. For guitarists. I suggest picking up one 
of those little pocket chord books (if you 
don't already have one). These books have 
every chord we will discuss here, in every 
key. 

I'm going to assume that some of you are 
starting from the ground up. and don't even 
know what a major or minor chord is. You 
may laugh, but I know a few guitar and 
keyboard players who can get through an 
entire song, but have no idea what it was they 
just played. A major chord (or triad) com¬ 
prises the first, third and fifth note of the 
major scale. To make a minor chord, simply 
flatten the third note of the scale. Here's a 
s en basic example of these two chords in C: 

C major C minor 

Now, by simply raising the fifth note of 
the major scale by a semi-tone on the major 
chord, we have ourselves an augmented 
chord. Take the minor chord, flat the fifth of 
the scale, add a sixth, and "Ta-Da!". . . you 
have a diminished chord. Again, my ex¬ 
amples are in C, but these rules apply to any 
key signature: 

C+ (aug) C (dim) 

AC andCmin can be achieved by simp¬ 
ly adding the flatted 7th of the major scale 
to either chord (in this case. Bb is added; in 
the key of D. a C natural would be used). A 
C (major seventh chord) is made by adding 
the B natural on top instead of the Bb. The 
B natural is not usually added to the Cmin 
chord because of its harsh quality. 

However, a flattened seventh can be 
added to a minor chord to give it a fuller 
sound. Adding the Bb to a Cmin chord gives 
you a Cmin . Playing the notes C. D and G 
together gives you a Csus". To get a Csus . 
play C. F and G. 

The key to using some more unusual 
chords in your writing is to become really 
close to them. They must be able to roll off 
your fingertips without even thinking. The 
best way to do this is to sit down and play 
chord progressions. Maybe write a few out 
on staff paper before you do. You don't have 
to write the notes, just the chord symbols. 

Make sure you include plenty of 
diminished, augmented, sevenths and major 
sevenths so that you become familiar with 
their unique sounds. Obviously, certain 
chords move to others more naturally, and 
some don't work together at all. This is 
where your ear comes into play. 

You can spend years studying the rules of 
harmony and theory, but what it all boils 
down to is this: if it sounds good, it's al¬ 
lowed. I'm definitely no expert on theory, 
but I know if somethingsounds wrong. Trust 
\ our ear! But also remember that your ears 
can take years to train, especially if you’ve 
never really used them before. 

Try to learn new songs that sound as if 
they have difficult or strange-sounding 
chord progressions in them. Take the chal¬ 
lenge! Struggle a bit and I promise you'll be 
rew arded. Songs that used to take me hours 
to learn, now take me five to 10 minutes. 
Chords that I never used to be able to recog¬ 
nize are now as obvious as can be. And most 
of all. I'm consciously and unconsciously 
using these chords in my writing. So take the 
time to build a chord "bank" in your brain. 
Soon you'll be plucking new and interesting 
chord progressions out of thin air. 

Okay, now that the pep talk is over, let's 
discuss a few more variations on the old 
major and minor. The sixth of a major scale 
can be added to the major and minor chords 
to give you, for example, C6 and Cmin1’. Try 
flattening the fifth on a minor seventh chord 
for a Cmin Ir. Ninth chords are very com¬ 
mon and can be obtained by adding the ninth 
note of the scale (the second note up one 
octave) to a C and a Cmaj . respectively. 

Take the C9 and add an F on top and you 
have a C 11 . l ake the C 11 and add an A at the 
top and you have a C1 . Pretty soon you'll 
run out of fingers. It may sound confusing, 
but I’ve only scratched the surface of w hat 
is available to you musically as a writer. 

As I mentioned before, there are books at 
your local music store that are dedicated to 
the different chords and their inversions (dif¬ 
ferent ways of playing the same chord) for 
both keyboard players and guitarists. Most 
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YAMAHA 

LFL November 6-22,1991 

Come to a free showing of the new 

as part of the Custom Saxophone 

A 

Other World Tour 
Locations: 
Frankfurt, Germany 
London, UK 
Milano, Italy 
Paris, France 
Stockholm, Sweden 

CHICAGO, IL November 15 
The Saxophone Shop (Evanston) 
708/328-5711 

BOSTON, MA November 11 
Rayburn Musical Instrument Co. 
617/266-4727 

LONG BEACH, CA November 20 
Whittaker Music Inc. 
213/598-2461 

NORTH HOLLYWOOD, CA November 21 
The Sax Shop 
818/985-1661 

VANCOUVER, CANADA November 21 & 22 
Ward Music 
604/682-5288 

MINNEAPOLIS, MN November 16 
Schmitt Music Center 
612/566-6530 

DALLAS, TX November 18 & 19 
Brook Mays Music 
214/631-0921 

TORONTO, CANADA Nov. 8 & 9 
Fred Boddington Music, Ltd. 
416/785-5000 

Cosmo Music, Ltd. 
416/770-5222 

MONTREAL, CANADA Nov. 6 & 7 
Instruments de Musique Twigg, Inc. 
514/843-3593 
Ed Archambault, Inc. 
514/849-6201 

NEW YORK, NY November 13 
Yamaha Communication Center 
212/265-1111 

Alex Musical Instruments 
212/765-7738 

Manny's Musical Instruments 
212/819-0576 

©1991 Yamaha Corporation of America, Band & Orchestral Division 
3445 East Paris Avenue. S.E., P.O. Box 899, Grand Rapids. Ml 49512-0899 

Yamaha Canada Music Ltd., 135 Milner Avenue, Scarborough, Ontario M1S3R1 
Montreal (514) 628-6188 Toronto (416) 298-1311 Vancouver (604) 520-1335 

North American 
Schedule 

saxophone World Tour. Designers, factory 
representatives, artists and dealers 

combine to exhibit a wide variety of the new Yamaha 
Custom Soprano, Alto and Tenor Saxes in lacquer, 
silver plate and new black lacquer finishes. 

Literature, free gifts and a 
rare opportunity to see 
and play the largest 
selection of the 
hottest new 
saxophone models. 
Contact one of the 

participating dealers for 
more information and 
display locations. 

YAMAHA 
Play the very best you can!™ 

Saxophone 
World Tour 



What Does The Environment 
Have To Do With Rock & Roll? 
Everything! From the beginning Rock n Roll has meant introducing 
new ideas - shaking up set ways - influencing social consciousness -
in short bringing about change. These days there is a great need for 
change, a change in the way we use our resourses and manage our 
waste. As a manufacturer in the music industry, J. DAddario & 
Company, Inc. has taken a few initial steps towards this goal. 

Jn response to increased consumer 
concern about the non-biodegradability 

W e have decided to make 
a change to recycled paper 

for virtually all our paper needs 
including packaging, company 
letterhead, catalogs, promotional 
items and even computer forms. 
This move will lessen our demand 
for virgin paper considerably. 

of the vinyl pouches used for guitar string 
packages, we will now be asking DAddario 
string users to send back ten 
pouches and coupons (four 
for bass) and we will send 
them a free T-shirt. These x 
pouches will then be sent 
to the manufacturer to • 
be shredded and recycled. 

.o 
© 

11 Ithough being committed 
JL JL to producing the best bronze 
strings available, we have stopped acid 
washing our bronze strings. The use of 
chromic acid as a cosmetic cleaner has become 
a common practice in the production of bronze strings. 
While making the string brighter looking, acid wash does 
nothing to effect sound quality and results in a toxic 
by-product. You may now occasionally see a DAddario 
bronze string that is slightly darker in color or has a 
random tarnish mark. You can be assured, however, that 
those strings still have the great DAddario sustain and 
brilliant tone that you’ve come to expect. DAddario’ 

E. Farmingdale, NY 11735 US/ 



Another way to expand your chord library 
is to pick up a jazz fake book (available at 
most music stores and a few libraries) and 
play through some of the tunes. Jazz fake 
books usually have a number of standard 
tunes with alternate chords from what you 
would normally expect. Some of them are 
absolutely beautiful and can be used in your 
own writing without sounding too jazzy. 

So pull out that old acoustic guitar, dust 
off the piano in the basement, and get back 

Jim Witter has been writing songs for BMH Music 
Publishing as well as writing and singing jingles. He 
won the CT XY Great Ontario Talent Search in 1987 
and has opened for such acts as Roy Orbison and 

The Xylons. 

to some pure writing — writing without 
the ominous loom of studio gear. Just you. 
your instrument and your imagination. 
Don't forget some paper and a pencil or a 
small, unassuming tape recorder to get your 
ideas down. 

Try to expand your collection of chords to 
use in your own writing. You'll be inspired 
when you use something other than the same 
old. dull major and minor chords. Your 
melodies will take a new shape, too — but 
that's another story. Get yourself alone and 
play chord progressions until your fingers 
fall off. Just stroll from one chord to the next, 
and soon you'll stumble on a progression 
that makes you say. ’ Iley, that's really dif¬ 
ferent: that's really good; that sounds really 
cool; and / wrote il.' 

VINNIE COLAIUTA / DW DRUM HARDWARF 
NOMAD 108 Duncan Street, Welland ON L3B 2E2 Hotline: 1-800-668-1920 

❖ Disco Lighting 
❖ Stage Lighting 
❖ 19 Pin Connectors 
Smoke Machine 

❖ PAR Cans 

6161 C Y P I H O T 
ST-LAURENT. QUEBEC 
CANADA, H4S1R3 
TEL: (514)856-1919 
FAX: (514) 856-1920 
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by Kitty Cross 

A Sound Attitude 
Three months ago, when I was initially 

asked to write this article, I was on 
my way to Nepal, India, and points beyond. 
I had just about taken all the attitude I could 
from an assortment of musicians, engineers, 
would-be engineers, friends and my two 
dogs. Dogs? What's wrong with this pic¬ 
ture? 

One of the issues that tends to get ignored 
in our business is attitude. The success or 
failure of any gig is directly dependent on 
the attitude of the participants. Last week I 
had the pleasure of working with Henry Lee 
Summer in London, Ontario. It was a 
delight. The mutual respect between the 
band and crew extended to outside contrac¬ 

to explain a bad review in the local paper that 
way. 

D. Listen to the guy. Maybe he knows 
what he’s talking about and just can’t articu¬ 
late it. Who’s copping the attitude here 
anyway? 

You all picked D, right? Cheaters. Often 
musicians use terms like ’glass’or ’woolly’ 
to describe what engineers recognize in 
electronic terms. It stands to reason, though, 
that a guy who has been with the same band 
for 30 years has a pretty good understanding 
of what his band should sound like. Was it 
your Metallica T-shirt that scared him? I'd 
try a wardrobe change while I was at it. 

The problem is the attitude you’ve been 
getting off the house techs. You show up at 
8:00 for a 9:00 show, set up your stuff and 
immediately pick up attitude off the house 
tech. He/she doesn’t seem to be interested in 
getting a monitor sound, the six Dis you 
need have shrunk to two, and, at the break 
your girlfriend tells you it doesn’t sound 
right. What can you do? 

A. Threaten to punch the guy out if he 
doesn't get his act together. 

B. Talk to the club and have the tech fired. 
C. Do nothing and put up with it. 
D. Do the pre-production on the gig and 

think about having a sound tech travel with 
the band. 

tors (me) and ensured survival during an 
eight-month tour in a submarine (tour bus). 
They have to. Murder is illegal here. 

With that in mind. I have designed a little 
quiz, much like the ones in Cosmo on 
“How’s your sex life” or “How to tell if you 
have bad breath.” Ours is a little more in¬ 
dustry-relevant and if you have problems 
with your sex life, then you’re reading the 
wrong mag. 

Please note: The situations described 
below are completely real. Any similarity to 
persons living or dead is intentional. Trust 
me. I don’t need to make this stuff up. It 
happens a lot. 

Answer A-10 pts, B-20 pts, C-30 pts, 
D-1000 pts 

1. You’re a freelance engineer for a local 

Threaten to 
punch the 
guy out ... 

Now let's put the shoe on the other foot. 
Attitude is a two-way street. 

2. You’re in a band playing a bunch of 
downtown clubs. The last few years have 
seen system upgrades so that the term 
"production supplied” isn’t the nightmare it 
once was. That’s good for you. because you 
save the expenses of another band member. 

Pre-production is a four-syllable word 
that means calling the house tech, explaining 
your needs, and arranging for a soundcheck. 
Don’t assume that managers or agents will 
have the time to do this for you. 

Whether or not to hire your own engineer 
is another question. Most clubs have com¬ 
petent sound techs, but as a ’sometimes’ 
house engineer, I know how difficult it is to 
mix a band that I have never seen, will see 
for only one night, and who didn’t have a 
soundcheck. A trick that works for me is to 
listen to a tape of the style of music, if not 
the band, ahead of the gig. Since the techni¬ 
que for mixing jazz is a bit different from 
mixing heavy metal, this reference puts me 
in the right headspace at least. 

While the house engineer is probably 
sound company doing a 
big band jazz festival. 
The conductor of the 
headlining act is full of 
ideas about how his 
band should be miked 
and mixed. His instruc¬ 
tions are contrary to 
what you know to be 
right, but he is adamant 
that it’s his way or the 
highway. If it sounds 
bad, your company is 
going to wear it. To top 
it off, this guy is writing 
the pay cheque. How 
can you resolve this and 
get paid? 

A. Tel I him to piss off 
— you know what 
you’re doing. 

B. Grin smugly and 
tell him you'll get right 
on it (and ignore him). 

C. Shrug and do it his 
way. After all, he is the 
client and you’ll be able 

Kitty Cross is a freelance sound engineer based in Toronto. As well as catching calls with Westbury National 
(most recently The Jeff Healey Band), she teaches a number of industry related topics at Humber College 

and Harris Institute for the Arts. 

more than capable, 
having your own person 
ensures the sound will 
be consistent. 

So far, most of you 
will have scored 2000 
points. Anyone who has 
been around for awhile 
will recognize these 
solutions as common 
sense and basic com¬ 
munication skills. Did 
we forget this is sup¬ 
posed to be fun? 

One final note. It took 
me awhile to clue in. 
First the attitude was 
coming from musicians, 
then fellow crewtons, 
then friends. When my 
two dogs started cop¬ 
ping attitude, 1 got the 
message. Take my ad¬ 
vice. If your dog starts to 
cop attitude, then it’s 
probably not them — 
it's you! Go to Nepal. 
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by Brian MacLeod 

Who Says 
You Can’t Record 
Masters on a 16-Track? 
So there I was. taking another tune that 

I recorded on my boat in my 16-track 
studio to play for my manager. Sam 
Feldman. After listening to the song. Sam 
said, (as he had said may times before). 
"Brian, you have to record an album on that 
boat!" I would always say. "Yeah, 
someday", knowing well enough that I 
could never get master quality from a 16-
track Fostex tape recorder. Or could I? 

It was over the next few weeks that I 
began realizing that while the average home 
studio, mine included, has most of the basic 
equipment, (tape machine, board, effects 
and so on), they lack a couple of quintessen¬ 
tial pieces of equipment. With another few 
thousand dollars, they too could have a 
studio capable of producing masters. 

So what was I missing? My studio at that 
time consisted of a Fostex E16 tape recorder, 
a 24-channel Fostex board, a Roland MC 
500, a Korg DDD1 drum machine, a Pioneer 
stereo amp. Sony monitors, one dbx 166 
stereo compressor and a couple of SPX 90s. 
Adequate, certainly, but not good enough for 
masters. 

1 needed a good drum machine, 
one that would sample with good 
quality and have enough memory. I 
chose the Akai Lynn MPC60 which 
would take care of both sequencer 
and drum machine and has a 24 
second sampling time with 12 second 
update. It cost me about $5.500 at the 
time, but you can pick one up much 
cheaper these days. I also needed a 
sampler and looked at the Akai 900. 
950 and 1000. Well, the 900 was too 
noisy; the 1000. too expensive. The 
950. perfect at about $2.800 back 
then. Next. I needed a couple of good 
mies. This seems to be what every 
home studio lacks. If you're only 
going to have a couple of good mies, 
a Shure SM57 is a must (for miking 
guitar amps). They average about 
$150. Next, and most importantly, a 
good vocal mie. I would love to own 
a Urei 87. but $3.000 is out of the 
question, so I settled for a Fostex 
ribbon mic. the M44RP. (Jeez, the 
way that Fostex name keeps popping 
up. you'd think they sponsored me!) 

Monitors: The Sonys had to go. I wanted 
monitors with a little more dynamic range 
than Yamaha NS-10Ms so I checked out 
JBL's 4000 series. I bought the 4006s for 
about $700. Boy. do they ever kick ass! 

Well. I was quickly running out of money, 
so for power I bought a used Yamaha P2000 
stereo amp which was clean and more than 
enough power for those end-of-the-day 
blasters. I found it for $300 in the Buy and 
Sell. where lots of great buys on older power 
amps can be found. 

Now to end this buying spree. 1 needed 
some more compression. I had a stereo dbx 
166 but needed another, as well as a mono 
compressor. I managed to pick up an old 
used Urei LA4 mono compressor for lead 
vocals, and another 166. I use one for bass 
and snare, the other for overall compression 
during the mix-down stage. 

Finally. I needed a good stereo 1 4" tape 
machine for mix-down. None of this 7 1/2 
speed bullshit. Something that at least 
recorded at 15 IPS. 

It was back to the Buy and Sell. and you 
would be surprised at the selection. I was 

very lucky to pick up an Otari MX 50-50 
studio model with a raised meter bridge. 

I now had all the parts and. quite un¬ 
believably. they all fit in the crew room of 
my 40-foot boat, w here my studio resides. 

Now a quick note to let you know my 
format for recording a song: drums and bass 
are run from SMPTE on track 16. simply 
because bottom-end information like kick 
drum, floor toms and bass guitar is just not 
tight enough when recorded on 1/2" tape. 
But for everything else (guitars, keyboards, 
vocals) the E16 handles them beautifully, 
and quieter with Dolby C than most 2" 
machines. I might add. 

I use my 950 for everything; sampled 
guitar sounds, brass, sound effects, and 
especially bass. I usually record a working 
track of bass so I can free up the machine to 
record other samples on tape, but I always 
use it again for bass in the mix-down stage. 

To record backgrounds. I go to fresh 16-
track tape with a monitor mix on tracks 1 and 
2. which leaves me 14 tracks for vocals. I 
then mix them down in stereo to the 2 track, 
and fly them back into the 16-track master. 

By the way. here's a good first 
time, everytime fly-in method. Mark 
the tape at the record head with a 
grease pencil before you record. Then 
press record about one bar before the 
backgrounds, on beat 2. You now are 
ready to fly those backgrounds into 
the master. Move the grease pencil 
mark up to the playback head, thus 
eliminating the start up time of the 
machine. By pressing play on the 
same second beat, you should always 
achieve success the first time, 
provided your timing is fairly ac¬ 
curate. 

Anyway... best of luck. You can 
hear some of my 16-track efforts on 
the new Chrissy Steele album, 
recorded right here on my boat. 

The only thing I've added to my 
studio since that album was recorded 
is the new G 24 Fostex 24-track tape 
recorder. (1" tape. Dolby S). Now 
that's a nice piece of machinery! 

Now. do as Arsenio says and "Get 
Busy"! 

Brian MacLeod is a Juno .4 ward-winning record producer. He is also a 
hi f-song writer and nudti-insiriiinentalist whose projects include work with 
Chilliwack. Headpins. Doug and the Slugs. flood Brothers and Long John 
Baldry. His latest project is writing and producing the debut Chrissy Steele 

album Magnet to Sled. 
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by Greg Simpson 

I Promoting Yourself to Radio 
In the third and final part of this series. Greg Simpson examines the dynamics between a radio station 's music director and 
a record company promotion specialist, and offers advice on how to promote your own project. 

Each record label employs promotion 
specialists, the best of whom know 
the stations they're working inside 

and out. They therefore know what the odds 
are of any particular track finding its way on 
to any of the major stations in this country. 

Very little time is wasted by the best of the 
specialists browbeating an important station 
on a particular record unless they are ab¬ 
solutely convinced the station is wrong by 
ignoring it. There are exceptions in the in¬ 
dustry to this rule of thumb, but. you will 
notice. I did say the best of the promotion 
specialists. 

Weekly marketing meetings at a record 
company determine what the picture is like 
for each of the records the company has in 
release. These meetings are generally held 
in private, as it would do a label little good 
(one assumes) to have an artist or manager 
hear first-hand what the label’s employees 
may think a certain record's chances really 
are. From this meeting a priority list emer¬ 
ges, and their promotional representatives 
are instructed as to what they are expected 
to have achieved by the following week. In 
some cases, the label is looking for Top Add 
in The Record. An example of that might be 
the recent release of Animal Heart by Glass 
Tiger. 

The Newmarket quartet is easily the most 
successful of a very impressive list of 
domestic acts comingout of Capitol Canada, 
and anything less than Top Add at both CHR 
(Top 40). and CAR would be interpreted as 
a major failure of the promotion department. 
Both goals were achieved, and not to 
anyone's great surprise either, as radio likes 
acts that have proved themselves in the past. 

However, labels might also look at a 
lesser act that they believe in and are anxious 
to see show up in the top five adds as well. 
A recent example might be a song called 
"Raw" by The Alarm, also promoted on a 
national basis by Capitol. The Welsh act has 
another ace-in-the-hole in the person of Paul 
Orescan. the president of 1RS Records 
Canada, and one of the best promotion men 
in this country. 1RS has been trying to turn 
The Alarm into superstars for over five 
years. 

Orescan, an executive who believes in the 
personal approach, still spends a large part 
of his workweek on the phone doing part of 
the job he pays Capitol Records for. The 
result? The Alarm, a much less bankable act 
than Glass Tiger, achieved the #1 Add in its 
first week of release despite the reluctance 

of some stations to add it out of the box. 
A record promoter with a winning per¬ 

sonality and a good understanding of what 
makes his or her radio stations tick can have 
a very successful career. As examples we 
cite Peter Diemer. Vice-President of Promo¬ 
tion for Capitol Records, and Kevin Shea, 
the National Promotion Director for MCA. 
Both came out of the broadcasting business 
and learned, from being on the radio side, 
that no one responds well to a bully. As a 
matter of fact, the least successful promotion 
people have generally not worked in radio, 
although there are exceptions there, too. 

Certainly there are successful promotion 
workers with retail and wholesale back¬ 
grounds. and there have been terrible bullies 
who have spent some time in radio. What it 
comes down to. naturally, is the same thing 
that life itself comes down to. Respect the 
people you work with. and. likely, they'll 
respect you. 

The tools promoters use don't stop at 
strong personal skills, however. Many 
records that (rightly or wrongly) need addi¬ 
tional help are given it in more ways than 
one can imagine. Sometimes extreme atten¬ 
tion-getting devices are used as well. 

Diemer, while the BC promotion rep for 
MCA. was frustrated by the fact that Island 
Records' act Frankie Goes to Hollywood 
had a song called "Two Tribes" that was 
being played at every CAR reporter in the 
country except CFOX in Vancouver. This 
embarrassed Diemer, so he took the theme 
of the song to heart and declared w ar on the 
station. He approached the Vancouver 

Greg Simpson has been ¡he Music Director of 
IM 06-London for over 10 years. 

militia and rented a full-sized tank and 
driver. They then drove to CFOX's offices 
and parked outside, refusing to leave until 
the record was added to the playlist. The 
stunt had a triple-whammy effect: CFOX 
added the record, the stunt generated nation¬ 
al attention to the record through TV 
newscasts and press coverage, and it marked 
Diemer as a future superstar of promotion. 

Labels also use many other forms of at¬ 
tention-getting devices, ranging from t-
shirts and coffee mugs to (a true sign of the 
times) condoms, which most music directors 
fill with water and throw off the top of tall 
buildings, as it takes them away from their 
jobs for less time than their true purpose 
would. 

One executive states that a commitment 
of under $10.000 to break a new act is like 
no commitment at all. In fact, in this country 
the cost usually runs closer to $30.000 just 
to be on an even footing with everyone else. 
For an act like Alias, which was a major 
commitment for the label and has since gone 
to #1 in the States, a hell-of-a lot more is put 
on the table. 

Where does this leave the independent 
still looking for a deal? There are many 
options, not all as good as the other. One way 
is to try and break through college radio, 
where commercial concerns generally don't 
exist and w here success can lead to eventual 
major label attention. Another is by hiring an 
independent promotion person to work the 
product to radio. 

However, the independent route is be¬ 
coming less viable as time goes by. There is 
an unfortunate mindset in Canada that finds 
many programmers assuming that if you 
were any good you'd already be on a major 
label. This indicates a lack of understanding 
of two things. First, it assumes that the 
smartest people in the country work for 
major record companies, w h ich isn't alw ays 
true. Second, it assumes that labels can af¬ 
ford to sign whomever they please as soon 
as they hear them. If the scene in your town 
is as good as it is in London, you already 
know that every city has at least two or three 
acts that probably could have some success 
on the radio right now if they could beat 
radio's attitude. 

If you do want to attract attention to your¬ 
self. borrow a page from the promotion 
man’s book. Make sure the radio people in 
each city you're playing know you're there, 
and do your best Io convince them to come 

( ontinued 
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Imagine: copper, tin, silver... 
transformed by liquid fire. 
A metal meltdown reborn by a secret, 

ancient formula into pure bronze energy 
SABIAN cymbals. AA. HH. B8 Pro^^ 

Play one. Feel it burn. 

SABIAN. 
FORGED 
BYFIRL 
TOTAKE 
THE HEAT 

RobAffuso Blas Elias 
Skid Ron Slaughter 

Photographed in Xen York Citv bv Don Henze 

HEAR THE 
DIFFERENCE. 

S ABIAX Ltd. Meductic. New Brunswick. Canada EOH I LO 
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Test Drive The New Time Machine 
at ADCOM 

If you can imagine a high 
capacity, removable and erasable 
storage system that transforms 
back-up time into productive 
time, then you know what you 
can achieve with a Magneto 
Optical editing system. And if 
you can imagine DSP proces¬ 
sing, in real time, then you know 
what it means to compress time 
without altering pitch. If you 
can imagine all this and more 
packed into one impressive, 
portable box, then you’ve 
already dreamed of the AKAI 
DD1000 Magneto Optical Disk 
Recorder. A revolution in digital 
editing that keeps step with your 

MAGNETO OPTICAL DISK RECORDER 

• No back-up down time 
• Extremely expandable track 
and storage capability 

• SCSI expansion to third 
party Magneto Optical or 
Winchester media 

• Locks to LTC, VITC, house 
sync, external sample rates, 
PAL or NTSC formats 

• Multiple digital format 
input/output 

• Optional Macintosh editing 
software 

• 1991 TEC Award 
nominee 

• New enhancements available 
soon will deliver 3 band para¬ 
metric EQ; digital reverb; time 
compression and expansion; 
digital chorus, flange and delay, 
and RS 422 Serial Protocol. 

From the legendary A-DAM, 
the world’s best selling 
digital multi-track recorder, 
to the AKAI DD1000, 
ADCOM has your technology. 
Discover how to redefine audio 
production time. Call ADCOM 
and test drive the AKAI DD1000 
or the A-DAM, today. 
You’ll never look back. 

imagination. And it costs a lot 
less than you think. 

ADCOM 
ELECTRONICS LIMITED 

310 Judson St., Unit 1, Toronto, ON M8Z 5T6 

Tel: (416) 251-3355 ■ Fax: (416) 251-3977 

Vancouver ■ Toronto • Ottawa ■ Montreal 

■mi 
' ' ' ' \ \ \ 



Promoting Yourself to Radio 
out and see you. If it hadn't been for Jake 
Gold giving me a call and asking me to come 
out one night to see a new act he was manag¬ 
ing, I would've had to wait considerably 
longer to discover the band I think is the best 
in the world right now. The Tragically Hip. 

Use your personal skills to the limit, and 
when you're talking to successful acts who 
are already on radio, ask for their help in 
preparing you for the sometimes daunting 
task of approaching radio people in the 
towns on your tour. Some of the players you 
approach might not know the answers, 
preferring to leave all that up to the promo 
pros, but others, like Triumph's Mike 
Levine. Colin James, and the members of the 
Hip. count broadcasters among their closest 
professional friends, and in some cases you 
can drop the second adjective. 

Just as you hustle the A&R people to 
come and see you when you're looking for 
a deal, hustle the radio people when you get 
a record out. It doesn't matter whether 
you're an independent or a major label sig¬ 
nee, you're still the best representation of 
where you're coming from and you've got 
to get the message across. 

Such things as personal telephone calls to 
thank programmers for adding your records 
go a long way to solidifying a relationship 
that w ill last a long time. A phone call to my 
home from Sue Medley while I was 
recuperating from an illness last year not 
only made me feel better, it also marked her 
in my mind as a performer willing to go the 
extra mile. A cynic might say that a smart 
promo person made sure she had the infor¬ 
mation she needed and she was only doing 
her job. but the fact that she did it. ulterior 
motive or not (and. naturally. I prefer to think I 
there was no ulterior motive), put her miles 
ahead of all the others w ho could have done I 
it but didn't. 

The guidance of experienced people can 
be very helpful at any time in an artist's 
career. The important thing regarding radio 
is to learn from professionals who the in¬ 
fluential people are. That isn't necessarily 
the same as the influential radio stations, but 
they usually dogo hand-in-hand. Then, after 
you've found out who can help you the most 
with your career, do the professional thing 
and enlist their aid. I. personally, offer every 
musician reading this column to do what I 
can to give an objective point of view on 
their projects, time permitting. 

There is unfortunately one more thing you'll 
have to learn if you do become your own 
promotion person — you must listen to 
criticism or negative comments in the most 
magnanimous w ay possible. Most of us in the 
business of programming think we know it all. 

and there are those w ho. not having formed 
an opinion one way or another, will definite¬ 
ly come up with one when asked. Take it all 
with a grain of salt and go with the majority 
opinion. After all. if the masses are what you 
seek, then the people who have the masses 
tuned into their radio stations would be fools 
to ignore your record if it really does have it 
all going for it. 

Thanks to all of you for taking the time to 
read these words of. if not wisdom, then, at 
least experience. I look forward to meeting 
you in the months and years to come. It may 
be true that without radio it's hard for you to 
become successful musicians, but it is even 
truer that without good records, music radio 
has no reason to exist. 

Choosing your PA equipment 
is an important decision. 
Purchasing it is a major 
investment. How it sounds 
could make or break you. 
You need the biggest, clean¬ 
est sound you can afford, but 
not too big since you don't 
have a semi to haul it around. 
The kind of PA that will 
grow with you when your 
hard work begins to pay off. 

Enter YORKVILLE. We've got 
exactly what you're looking 
for. Solid, dependable, top 
quality sound reinforcement 
products with an iron-clad 
2 year transferable "EVEN IF 
YOU BREAK IT" warranty. 

Take the YORKVILLE 
MICROMIX MP-8. It has 
two internal 150 watt power 
amps so you can drive 
both mains and monitors 
cleanly from a single, 
compact, 8-channel mixer. 
YORKVILLE'S PULSE 
speaker systems feature 
wedge-shaped cabinets 
with advanced cross-over 
designs, current-to-light 
conversion driver protection, 
fluid-cooled compression 
drivers and M-roll surround 
woofers. 

It's your decision. Let your 
YORKVILLE dealer make it 
a little easier. 

Yorkville 
IN CANADA 
Yorkville Sound lid., 80 Midwest Road, 
Scarborough, Ontario Ml P 4R2 

IN U.S.A. Yorkville Sound ln(., 
4600 Witmer Industrial I slate, Unit # I, 

Niagara Falls, New York 14 105 

STAGE HlCrilll 
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Syntaur EPS-16 
Effects Library 
Syntaur Productions has introduced a sound 
effects library for the F.nsoniq EPS-16 Plus 
and EPS digital samplers. 

The 8 floppy disks were designed for use 
in audio/video post production, with sounds 
sampled at 44.6 KHz ( 16-bit) from digitally 
recorded source tapes. All of the samples on 
a particular disk fall into a single category 
and sub-category of sounds, plainly marked 
on the upper edge of the disk. 

For maximum utility in post situations, 
every disk is set up in a similar format. The 
sampler's mod wheel controls volume (for 
control both manualh and via a MIDI 

sequencer), patch selects offer mono, right 
channel only, left channel only, and stereo 
versions of the sound. All sounds are set up 
with no effects processing. 

The disks, covering Harley Davidson 
kick starts to cricket chirps, are the first of 
an expanding collection: a large number of 
additional sounds are already near comple¬ 
tion. The collection will also soon be avail¬ 
able on Syquest 45 MB removable hard 
drive cartridges. 

For more information, contact: Syntaur 
Productions. 11116 Aqua Vista. #2. North 
Hollywood. CA 91602 (818) 769-4395. 

Rolls’ Midi Buddy 
RollsCorp. has introduced the MIDI Buddy, 
a footpedal controller for MIDI-based 
devices. 

T he MP 128 is a MIDI controller that of¬ 
fers random access to up to 128 program¬ 
mes. It will send MIDI programme change 
information on any of the 16 MIDI channels 
provided. 

Features include a MIDI share jack that 
requires no patch box to prevent signal loss 
when it's used in a chain, and the potential 
for phantom powering. 

For more information, contact: Rolls 
Corp.. 6995 South 400 W.. Midvale. LIT 
84047 (801) 562-5628. FAX (801) 562-
5655. 

Sound 
Source 
Soundware 
Sound Source Unlimited has announced 7 
soundbanks for the Roland JD-800. and new 
soundware products for the Yamaha SY99 
sy nthesizers. 

Sound Source JD-800 collections in¬ 
clude: Urban Pop; New Age: Film Textures: 
Stage & Studio; Progressive Artist: Jupiter 
Textures; and Hybrid Textures. 

The firm is also releasing 10 PCM sample 
5-disk sets. 4 voice banks, and 2 multiple¬ 
disk editions of their individual SY77 banks, 
which the firm claims to have been op¬ 
timized to take full advantage of the SY99's 
advanced features. 

For more information, contact: Sound 
Source Unlimited. Inc.. 5320 Derry Ave.. 
Unit O. Agoura Hills. CA 91301 (818)879-
0093. FAX (818) 879-0727. 

BSS Graphic EQ 
BSS has introduced a dual mode graphic 
equalizer. 

The FCS960 offers either smooth or fine 
control of the frequency bands; smooth 
(wide) mode for sweetening, or fine (nar¬ 
row) mode for room tuning. 

I'he unit uses advanced filter topologies 
for sonic transparency and control of ad¬ 
jacent band interaction. Features include: 2 
channels in a 3« package, each with 45mm 
sliders on 1 3 octave ISO frequency centres: 
a fully variable 18dB oct switchable high-
pass filter: +/-10dB of level control: peak 
indicator; mode switch; and by-pass switch. 
The unit is electronically balanced, and I/O 
transformers are available as options. 

For more information, contact: Contact 
Distribution. 60 Venture Dr.. #6. Scar¬ 
borough. ON M1B 3S4 (416) 287-1144. 
FAX (416)287-1204. 

Jackson Stealth Guitar 
Jackson has introduced a Pro Series Stealth 
model guitar. 

low-profile basswood body offers guitarists 
an instrument that is comfortable to play. For 
those players desiring an instrument with 
more weight, it is also avilable with a 2-piecc 
ash body. 

The guitar is available in several solid 
finishes, as well as two sunbursts which are 
applied over maple tops. 

For more information, contact: B&J 
Music. 469 King St. W.. Toronto. ON M5V 
1K4 (416) 596-8361. FAX (416) 596-8822. 
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Digidesign Pro Tools 
Digital Audio Production System 
Digidesign has introduced the Pro Tools 
multitrack digital audio production system. 

Pro Tools combines multitrack digital 
audio recording and editing, digital signal 
processing, MIDI sequencing and 
automated digital mixing into an integrated 
digital audio workstation based on the 
Macintosh II platform. 

The system offers 4 to 16 channels of 
digital audio recording & playback, with 
balanced, oversampling analogue inputsand 
support for both AES/EBU and S PDIF digi¬ 
tal formats. In addition to multiple channels 
of recording/playback. Pro Tools offers un¬ 
limited \ irtual tracks. 

Using multiple high-speed DSP chips 
(Motorola 56001). the system provides 
simultaneous real-time digital effects and 
multi-band parametric EQ on each virtual 
track. It includes the ability to record, edit 
and playback MIDI sequences as a standard 
feature, thereby integrating MIDI and digital 

audio. 
Pro Tools also includes a digital mixer, 

featuring both state-based and high-resolu¬ 
tion dynamic automation, with automatic 
session updates. Event level editing of auto¬ 
mation movements is also available. 
Each 4-channel system includes 2 

software applications: ProDECK for record¬ 
ing & mixing, and ProEDIT for graphic 
editing of both digital audio & MIDI. Iwo 
hardware components, the Audio Interface 
for analogue & digital I O and the Audio 
Card, provide DSP capabilities and are in¬ 
stalled inside the Macintosh II. 

Pro Tools can be expanded to 16 channels 
by adding one System Accelerator Card. 
Audio Card and audio interface for each 
group of 4 channels. Each 4-channel system 
requires I hard disk drive. 

Pro Tools will also be supported by a 
number of third party products, including 
Opcode's Studio Vision. Mark of the 

Unicorn's Digital Performer, both MIDI se¬ 
quencing programs that integrate digital 
audio recording & editing; and JL Cooper's 
CS-l()and CS-I Control Stations for exter¬ 
nal control over Pro Tools' faders and 
transports. 
The system is compatible with any 

Macintosh-compatible back-up system. In 
addition, the company will provide their 
DATa software free-of-charge to registered 
users. DATa allows the user to back-up 
audio and file parameter information to a 
standard audio DAT cassette. Using the Sys¬ 
tem Accelerator card, users may also add an 
optional 3 or 5 GB Exabyte tape drive that 
will upload and back-up audio files in the 
background while Pro Tools is in use. 
For more information, contact: 

Digidesign Inc., 1360 Willow Rd.. #101. 
Menlo Park. CA 94025 (415) 688-0600. 
FAX (415) 327-0777. 

YOU (AN BET THEY DIDN’T EN ROI 1 AT MUSIC TECH FOR 
OUR DELICATELY ARTICULATED ARPEGGIOS IN ( MINOR. 
STUDENTS WHO COME TO MUSIC TECH COME FOR ONE THING. TO STUDY THEIR KIND OF MUSIC. FROM GUITAR TO DRUMS TO BASS TO VOICE 

TO KEYBOARDS TO AUDIO ENGINEERING. WE HELP YOU LEARN THE SKILLS YOU NEED TO PLAY AND RECORD YOUR OWN MUSIC. YOUR OWN 

WAY. SO CALL MUSIC TECH. 1-800-594-9500. BECAUSE WE TAKE YOUR MUSIC AS SERIOUSLY AS YOU DO. _ MUSIC TECH 
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Audio Logic Signal Processors 

X34 stereo 3-way'mono 4-way crossovers 
offer 24 dB per octave Linkwitz-Riley tiller 

topology, continuously variable crossover 

more information, contact: Rolls 

6995 South 400 W.. Midvale. UT 

(SOI) 562-5628. FAX (801) 562-

For 

Corp.. 

84047 

points, independent level, mute and polaritv 

controls, and 4th order. 15 Hz Butterworth 

high-pass filters on each input. Low inputs 

may be summed to mono for improved low-

end response. 

Audio Logic has introduced 6 signal proces¬ 

sors. All units feature electronically 

balanced inputs and servo-balanced outputs 

plus torroidal transformers for minimum 

noise and hum. 

The 266 Dual Gate + Compressor + 

Limiter features 2 independent channels or 

linked stereo operation, of simultaneous 

gating, soft knee compressing, and limiting. 

The 440 Quad Noise Gate has4 independent 

channels of gating with full control over 

threshold, attenuation, attack, and release 

parameters, while key inputs allow external 
control over gating. 

3-way precision crossovers feature cross¬ 

over frequencies accurate lo 2G as well as 

24 dB per octave Linkwitz-Riley filters, 

continuously variable crossover points, in¬ 

dependent level, mute and polarity controls 

and 4th order. 15 11/ But terworth high-pass 

filters on each input. Low inputs may be 

summed to mono for improved low-end 

response. 

For more information, contact: Erikson 

Pro Audio. 378 Isabey. St. Laurent. PO 1141 

IWI (514) 738-30(10.' FAX (514) 737-5069. 

Playboy Belt-
Pack Amplifier 
Rolls Corp, has released a full-function belt¬ 

pack amplifier. 

Housed in a hardened steel case, the 

Playboy HA32 features easy-access effects 

switches mounted on top of the unit. 2 chan¬ 
nels. chorus with regeneration, level and 

tone controls, auxiliary input, and stereo 

headphone output. Powered by 9V batteries 

or AC adaptor, the belt-pack amplifier can 

be injected directly into a mixing console or 

monitored via a built-in speaker simulator. 



JLCooper 
Control Station 
JLCooper Electronics has introduced the 
CS-10 Control Station. 

The unit has been designed to work as an 
integrated component with Digidesign’s 
new Pro Tools, and features conventional 

mands with a single button using the 
CS-10's function keys and footswitch input. 

The CS-10 also features 8 100mm faders 
to control automation functions within Pro 
Tools. Six rotary potentiometers provide ac-

controls that 
look and feel 
like a tape 
recorder tran¬ 
sport. with 
buttons for 
record, play, 
stop, fast for¬ 
ward and re¬ 
wind. 

A footswitch 

cess to DSP 
functions. 
These can be 
programmed 
for effects 
send, pan left 
and right, 
boost/cut, fre¬ 
quency and 
bandwidth. 
For more 

input permits hands-free operation, and the 
optically encoded jog/shuttle wheel 
provides precise positioning and "scrub” 
editing. The user can initiate complex com¬ 

information. contact: JLCooper Electronics, 
12500 Beatrice St.. Los Angeles, CA 90066 
(213) 306-4131, FAX (213) 822-2252. 

Radian 
Speaker 
System 
Radian has introduced a compact speaker 
system. 

With a frequency response of 40 Hz-22 
KHz, the "point 12” is capable of delivering 
119 dB SPL with a 200W input. The 
trapezoidal cabinet uses the 512/2 coax 
driver, offering power, clarity, and coverage 
previously unavailable in a package this 
compact, lightweight, and low cost, accord¬ 
ing to Radian. A proprietary crossover offers 
protection from over-powering, making the 
system practical for live sound. D.J. use, 
lectures and location film sound. 

The system comes with metal grill, 
recessed handle, stand mount, and T-nuts for 
flying. A floor monitor, the MW-12. is also 
available. 

For more information, contact: Contact 
Distribution. 60 Venture Dr.. #6. Scar¬ 
borough. ON MIB 3S4 (416) 287-1144, 
FAX (416)287-1204. 

I 

WHEN THE PRICE OF SUCCESS IS HIGH, 
THE PRICE OF A 4-TRACK SHOULDN'T BE 

You're out there building 
a name for yourself the old-
fashioned way. You're working 
hard. And you know that 
big break is right around the 
corner. 

Well, we can't guarantee 
you fame and fortune, but we 
can furnish you with a 4-track that'll help you 
create your musical tracks without boggling 
your brain with a bunch of technology. 

The cassette recorder section of our new 
424 Portastudio features simultaneous 
recording of up to 4 tracks, separate EQ 
on each track, and choice of three speeds: 

Fast, normal and half-speed 
1(15/16 ips) for scrutinizing 
fast solo phrases. The 424's 
8-input mixer section features 
4 standard mic/line inputs and 
2 stereo inputs to handle a wide 
range of sources. 

In short, the 424 comes 
' loaded with the kind of 

features you've come to expect from 
Tascam. At a price you might never have 
expected. 

Come see the 424 Portastudio today at 
your nearest Tascam dealer. And see how far 
up a few hundred bucks can take you. 

TASCAM 
TEAC Canada Ltd., 340 Brunel Road., Mississauga, ON L4Z 2C2 (416) 890-8008 



OPPORTUNITIES 

Guitarists of all levels. Earn 

extra cash. YOU CAN LEARN 

TO TEACH MUSIC. Proven 

method. $ 10.00. D. Cowan. RR# 1 

Salmon Arm. BC VIE 4ML 

PRODUCTS 

Reduce noise levels, slap echo, 

standing waves with 

AZONIC/AS-USA sound ab¬ 
sorption wall panels, ceiling 

tiles, baffles. Exclusively from 

ACOUSTICS INTERNA¬ 
TIONAL. J 102-500 Eau Claire 

Ave. SW. Calgary. AB T2P 3R8 

(403) 266-3130. FAX (403) 

261-0676. 

MIDI RETROFITS — lech 

nical Magic offers kits for Key¬ 

boards. Pipe-Organs. Pedal¬ 

boards. Accordions. Etc. We 

also perform the Real World In¬ 

terfaces MT-32 modifications. 
For details write: Technical 

Magic. 26090-62 Robertson 

Road. Nepean. Ontario K2H 

9R0. Call (613) 596-9114 or 

FAX (613)596-3304. 

Dolby SR for rent. 24 channels. 
MT-24. Very fast setup. Call KF 

Audio. (604) 874-7010. 

PEDAL STEEL GUITARS 
— FACTORY DIRECT, ac¬ 
cessories. parts, instructional 

material, strings for all fretted 

instruments. Contact: Emmons 

Guitar Co. Inc.. Box 1366. Bur¬ 
lington. NC 27216 (919) 227-

2782. 

FREE SPEAKER CATALOG 
— Direct mail order. Hundreds 

of raw loudspeakers and acces¬ 

sories for Hi-Fi. replacement, 

musical instrument, pro and 

commercial sound. Famous 

brand names. Q-COM-

PONENTS. 638 Colby Dr.. 

Waterloo. ON N2V IA2 (519) 

884-1 140. 

ATARI ST SUPERSEQUEN¬ 
CER: Over 400 tracks of 
real step lime record, event edit¬ 

ing. song mode and more. Also 

Commodore and Apple Super¬ 

Sequencers: MIDI hardware 

too! Free catalogue. SoftPacific. 

12240 Perris Blvd.. #A157. 

Moreno Valley. CA92557 (714) 

242-0454. 

PUBLICATIONS 

CANADIAN MUSK IAN — 
Back issues. For a complete list 
of back issues, write, phone or 

fax Canadian Musician. 3284 

Yonge St.. Toronto. ON M4N 

3M7 (416) 485-8284. FAX 

(416) 485-8924. 

THE MUSIC BOOKSTORE 
— MIDI tips, rock riffs, the 

music business "how to 's" and 

more! Titles included — THE 

MIDI HOME STUDIO. HOW 

TO MAKE AND SELL YOUR 

OWN RECORD. LEAD 

GUITAR, and many others (see 

advertisement in this issue). For 

a free catalogue of exciting new 

publications, contact: CM 

Books. 3284 Yonge St.. Toronto. 

ON M4N 3M7 (416)485-1049. 

VISA. MasterCard & American 

Express accepted. 

Want to keep up with the ever-
changing music industry? 
Need a one-stop resource guide 

for companies, names, numbers, 

facts? Order MUSIC DIREC¬ 
TORY CANADA (see ad this 
issue). Only $26.95 plus ship¬ 

ping & handling. Canadian resi¬ 

dents add 7r<' GST. To order 
contact CM Books. 3284 Yonge 

St.. Toronto. ON M4N 3M7 
(416) 485-1049. FAX (416) 

485-8924. VISA. MasterCard. 

Amex accepted. 

If you're serious about a 
career in music, get SOME 
STRAIGHT TALK ABOUT 

THE MUSIC BUSINESS by 

Mona Coxson. a no-nonsense, 

step-by-step guide to the music 

industry. Order today (see ad 

this issue) and get the inside 

track on making it in the music 

business. Only S 19.95 plus ship¬ 

ping & handling. Canadian resi¬ 

dents add 7r< GST. To order 
contact CM Books. 3284 Yonge 

St.. Toronto. ON M4N 3M7 

(416) 485-1049. FAX (416) 

485-8924. VISA. MasterCard. 

Amex accepted. 

RECORDING 
STUDIOS_ 

Chalet Studio — A residen¬ 
tial. 24-track recording studio 

just outside of Toronto on 40 

acres with inspiring view. Com¬ 

petitive rates include outboard 

gear. MIDI equipment. 

automated console, engineer, 

chef, maid service, luxurious ac¬ 

commodations and swimming 

pool. Recent clients: Rush. 

Gregory Hoskins and the Stick¬ 

people. Bob McGrath (Sesame 

Street). Call for demo reel and 

video brochure (416) 649-1360. 

FAX (416)649-2951. 

HOT 24 & 16 TRACK 
RECORDING FACILITY & 
EXTENSIVE MIDI STUDIO: 
Live and control room design: 

Pilchner Associates. HOT 
MIXES, GREAT (¡EAR. 
HELPFUL AND PROFES¬ 
SIONAL STAFF. Specializing 
in artist development and com¬ 

plete promo and release pack¬ 

ages (CD. cassette, video, 

photography, design). Produc¬ 

tion. programming, composing 

and consultation services. FOR 
HIE BUDGET CONSCIOUS!! 
X-IT MUSIC PRODUCTIONS 

(416)533-1861. 

Pizazzudio: Toronto's first af¬ 
fordable 24-track digital record¬ 

ing studio offers free multitrack 

tape, hassle-free parking, loads 

of outboard gear. 10 minutes 

from 401 and Yonge. Call (416) 

489-9555. 

SERVICES_ 

GRAPHIC DESIGN FOR 
ALL YOUR CREATIVE 
NEEDS: Brochures. Promo 
Kits. Catalogues. Print Advertis¬ 

ing. Logo design. Posters. Call 

Rob Jacksie. WHITNEY 
GRAPHICS. 3284 Yonge St.. 

Toronto. ON M4N 3M7 (416) 

485-8292. 

Demo your song = $250. This 
mail order service really works! 

Let us prove it. Also. Etobicoke 

studio $12 hour. Sample tape S5 

(refundable). August Night 

Music. Box 195. 250 St. Helens 

Ave.. Toronto. ON M6H 4A4 

(416) 233-0547. 

Want a record deal? Ex¬ 
perienced producers will cri¬ 

tique your demo and provide 

industry contacts. Send your 

cassette and $25 cheque to: 

TS Music. 3886 Chesswood 

Dr.. Downsview. ON M3J 2W6. 

George Rizsanyi Guitar 
Repairs — Canada's first C.F. 
Martin and Co. authorized ser¬ 

vice centre. We repair all 
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stringed instruments. Guaran¬ 

teed work. Affordable rates 

(shipping available). FAX and 

Shop (416) 985-1057. Approx. 1 
hour from Toronto. 

UNLOCKING THE FRET¬ 
BOARD: A quick and easy 
method to learn any scale over 

the entire fretboard. For com¬ 

plete instructions send $4.95 

plus SI.50 shipping to: Keith 

Wiseman. Box 1809. Marathon. 

ON P0T2E0. 

COMPILATION CDs to 
RADIO STATIONS and key 
industry personnel. Complete 

recording and production pack¬ 

ages available. X-lt Music 
Productions (416) 533-1861. 

Bob Wiseman — producer, 
recording artist & keyboard 
player for Blue Rodeo will 
review your cassette and direct 
you to the next profitable action. 

Send $90.0(1. cassette and bio to: 

C.D.M.I.. Box 660. Station P. 
Toronto. ON M5S 2Y4. 

PRINTING. Posters(8 1/2 x II). 
business cards $35 thousand with 

supplied art/original. Printed 

black on white. Typesetting avail¬ 

able for $15. Taxes included. Add 
$5 shipping. We are musicians in 

Moonlight Printing. 109 Prentiss. 

Aylmer. PO J9H 5V8. Art and 

typesetting returned. Satisfaction 

guaranteed. Quick estimates done 

on all other promotional printing. 

REHEARSAL STUDIOS. 
Equipped, clean, comfortable, 

soundproofed. X-lt Music 

Productions (416) 536-1861. 

IF YOU'RE LOOKING 
FOR AN INEXPENSIVE 
WAY TO ADVERTISE 
YOUR PRODUCT ORSER¬ 
VICE TO A LUCRATIVE 
MUSIC MARKET LOOK 
TO OUR CLASSIFIED 
SECTION OF CANADIAN 
MUSICIAN MAGAZINE. 
Rates: $.90 per word. Minimum 
$15.00. Frequency discount: 3 
ads — 4%, 6 ads — 8%, 12 
ads — 12%. Payment in ad¬ 
vance. VISA. MasterCard & 
American Express accepted. 
Canadian residents add 7% 
GST. Contact Penny Campbell, 
Canadian Musician. 3284 
Yonge St. Toronto. ON M4N 
3M7 (416) 485-8284. 



Services Music Stores 
The Amazing 

SCORE' 

call (416) 338-7126 
The Electronic Bow For Guitar 

We also have great prices on Ataris1

Cosmo Music Warehouse o 

Products 

MARKETPLACE 

EVEN 
THE 

HEAR THE EBOW 

RIGHT NOWI 

CO 
LU 
CO 

1333 SHEPPARD AVE. E., STE 246, 
WILLOWDALE, ON M2J 1V1 

TEL: (4161 498-4151 

High quality, low cost 
photographs — Fast 
Any quantity 
Available in glossy or matte. 
Colour or black & white. 
Ask for your free customized 
kit today. 

ER-15 CUSTOM 
HEARING PROTECTION 
WITHOUT COMPROMISING 
MUSICAL FIDELITY 

STATE OF THE ART 
HEARING PROTECTION 
FOR MUSICIANS 

Custom fitted 
2-piece molded 
fiberglass instru¬ 
ment cases for: 
Acoustic guitar 
Electric guitar 
Electric bass 
guitar 
Mandolin 
Banjo 
Violin 

9201 YONGE ST. 
RICHMOND HILL. ON 
(416) 889-6382 
(416) 324-2616 

TORONTO LINE 

CALTON CASES OF CANADA 
Bay 3, 4215 Brandon Street S.E. 
Calgary, Alta, Canada T2G 4A7 

"I Telephone: (403) 243-4099 

CA11. 
OUR 24 HOUR 
DEMO UNE 

(213) 62S-EBOW 
•Professional 

MIDI Productions 
•Prom Fantastic 

demos to 
printed music1

the Audiology 
Centre inc. 

BAND CENTRE 
112 Newkirk Rd N. 
Richmond Hill, Ont 
(416) 770-5222 -
(416) 324-2818 
TORONTO LINE 

CONTACT: 
PENNY CAMPBELL 
(416) 485-8284. 

FOR MORE 
INFORMATION ON 
PLACING AN AD IN 
MARKETPLACE... 

To Order Call (213) 687-9946 Visa/MC/MO 
Heet Sound Products 611 Ducommun Street 

Los Angeles, CA 90012 USA 

EVEN THE SCORE 
222 Lakeshore Rd. East 

Oakville L6J 1H8 
(inside 'The Music Stand') 

Fnow 1 rOPENj 

YOU SING THE HITS 

Professional backing tracks. 
Over 4000 songs in every 
style from Clint Black thru 
Mariah Carey to Rap. 

BASF chrome cassettes or 
CD’s with removable vocals 
plus lyrics and full stereo 
backing tracks. 

For a FREE catalogue write: 'a 

MAYFAIR MUSIC I 
2600 John St. Unit 220. 1

Markham, Ontario . L3R 3W3 *lk-. © 

The E Bow is a hand-held synthesizer for 
guitar featuring Direct String Synthesis. 

There’s no nook up, no installation and it 
comes ready to play. Call our 24 hr demo line 
and hear what you can do with this unique 
device. FACTORY DIRECT PRICES! 

OG 
GALBRAITH REPRODUCTIONS 

201 DUFFERIN STREET 
TORONTO, ONTARIO 

M6K 1Y9 
(416) 531-6913 

4544 SHEPPARD AVE E 
SCARBOROUGH ON 

_ (416) 293-7739 

BRAND NEW LOCATION 

New Audio Processors 
Enhance Creativity 

Widen your creative opportunity with Sony's new 
audio processors — the DPS-D7 Digital Delay Unit 
and the DPS-R7 Digital ReverPerator. LSI technology 
results in high speed 32-bit digital signal processing, 
while 18-bit oversampling A/D and 1-bit pulse D/A 
converters with digital filters, allow for ultra low noise 
and an incredibly wide dynamic range. 
Comprehensive control and flexibility, coupled with 

100 factory-preset effects, and easy-to-read LCD dis¬ 
plays will not only give you the opportunity, but also 
the ability to widen your creative opportunity. 

For more information, contact: 

SONY 
PROFESSIONAL AUDIO PRODUCTS 

SONY OF CANADA LTD., 405 Gordon Baker Rd., Willowdale, ON M2H 2S6 (416)499-1414 FAX (416)497-1774 
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Mark IV Audio Canada, Inc. Box 520 Gananoque, ON K. 

Look no further, peace of mind is close at hand with 

the new BK-42 series by Electro-Voice. What you see 

is what you get — a full-featured, professional sound 

reinforcement console that delivers exceptional 

performance with a straightforward functional 

layout. What you don't see is the unsurpassed value 

and industry-leading factory support. The BK-42 

series provides the most popular options demanded 

by audio professionals. New features include a 

hum-bucking ground design and active 

servo-balanced outputs, eliminating hum and noise 

even in the most hostile environments. 

Further enhancing the BK-42 's performance is a 

three-band EQ with sweepable parametric midrange. 

Great tonal variations are possible with a 15-dB 

boost or cut from 300 Hz to 5 kHz. 

The BK-42 series utilizes many of the same 

electronic components, typically found only in the 

most expensive mixers, including the high-speed 

TL072 op-amp. This attention to design gives the 

BK-42 series the sonic quality that rivals any mixer 

on the market regardless of price. 

Available in 8-, 12-, 16- and 24-channel configura¬ 

tions, the versatility of the BK-42 series makes it 

adaptable for any application from rock-n-roll bands 

to institutional installs to keyboards 
_  and production. 

No other mixer 
can meet such diverse mixing 

needs with the performance, value and flexibility 

of the BK-42 series. 

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

Having Mixed Emotions about Channeling Your Audio Budget? 



IjF YAMAHA reMr \ 

□ technical 
by Audio-Technica U.S., Inc. 

tow, Ohio 44224 U.S.A. 
(216)686-0719. 

Power 
Drummer 
meets the 
Power Tool! 
/Grammy Award winner John 

Robinson has declared the new 
Audio-Technica ATM25 ‘Power Tool' 
microphone, “The best bass drum 
mike I’ve ever used." 

‘JR’ is one of the finest and most 
popular session drummers around. 
He’s played with Steve Winwood, 

< Lionel Richie, Michael Jackson, 
> Whitney Houston, Madonna and 
Kenny Rogers, among many others. 

Acclaimed for his ‘powerful grooves' 
he knows the^mportance of micro-

^ÄLphone selection .in capturing his 
\ unique sound on tape and CD. Over 
Vure past few years Jahn has tried just 
about everything on tne market, 
Ipol&ng for the microphones that best 
complement his astoundingxtechniqu 

In speaking of the Audio-Ihçhnica 
ATM25 dynamic hypercardioid he 
n^és ã “round” and “punchy" kick 

. drum souna. and a "beefy" sound bn 
;he toms. He o likes the ATM25  
tópause he gets this great sound 

Without a lot of^simplifying setup 
in the studio and oh.the road. And he  
values the ability of the ATM25 to 
perform cleanly in veryhigh sound 
pressure fields. 

John Robinson also uses Audio-
Teçhnica 40 Series condenseis micro¬ 
phones for cymbal and overall \ 
pickup, to further supplement tne 
solid ATM25 sound. 

Take John Robinson’s lead andy 

add the new ATM25 to your drum kit. 
Call or write today for'more informa¬ 
tion and the name of your nearest 
A-T sound specialist. We have the 
power for you. 




