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AKE YOUR 
FIRST STEP 

TOWARD 
A CAREER 

IN THE 
BUSINESS. 

□ Highly selective, two-year training 
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 

6602 Sunset Blvd., Hollywood, CA, 
U.S.A. 90028 (213)467-6800 

112 East 3rd Ave., Suite 305, Vancouver, B.C., 
Canada V5T1C8 (604)872-2666 

410 Dundas St East, Toronto, Ontario, 
Canada MSA 2A8 (416)966-3066 

290 Nepean Street Ottawa, Ontario, 
Canada KIR SG3 (613)232-7104 

1435 Bleury, Suite 301, Montreal, Quebec, 
Canada H3A2H7 (514)845-4141 

eTR€BAS 
inSTITUK OF RECORDICIG ARTS 



ONE TROMBONE 
STANDS ALONE... 
Nearly forty years ago, the legendary Conn 88H ushered in the modern 
school of symphonic trombone playing. Since that time, it has been 
rediscovered by successive generations of serious trombonists with 
increasing enthusiasm. The 88H has often been copied, but never 
equalled. Today, it stands as much alone as it did at its inception. 

The original, now classic, open wrap design delivers superb response j 
in all registers. A precision-fit, tapered 
F rotor enables the artist to move - — .. ’ SS* 
effortlessly through the most I 
demanding of scores while \^| ¡ 
the unique first position slide 
spring allows for more precise tuning adjustments. 
A resonant 8-1/2” rose brass bell and special Conn mouthpiece by 
Emery Remington further distinguish the 88H as a most flexible and 
dynamic instrument. 

Discover the legendary Conn 88H, the world’s most popular 
artist trombone. 

CONN 
Elkhart, IN 46516 

The Bandstand, Ltd. 
Edmonton 

Leister's Music, Ltd 
Lethbridge 

Provincial Music Co. Ltd. 
St. Johns 

Coran’s Music, Ltd. 
Thunder Bay 

The Music Collection, Ltd. 
St. Johns 

Whaley Royce & Co., Inc. 
Scarborough 

Croft Music 
Winnipeg 

Musicare 
Carlsbad 

Ward Music 
Vancouver 

Gordon Price Music 
Edmonton 

Peate Musical 
Montreal 

Waterloo Music Co., Ltd. 
Waterloo 



THE BEST NEW BARGAINS IN 
SOUND REINFORCEMENT 

Prologue 200M 
4-input mixer 
Low cost, compact, 
portable, four channel 
unit for mixing and 
reproduction in paging 
and sound reinforce¬ 
ment. Loaded with 
features you'd expect 
only in more expensive 
units. Four electronic¬ 
ally-balanced low-
impedance XLR profes-

SHUÄE" 

PROLOGUE 

sional inputs with 
individual volume 
controls. Output is 
either "aux output" 
phono jack or trans¬ 
former-balanced XLR 
mic level output. 
Switchable “aux-in" 
phono jack. Master vol¬ 
ume control. External 
12V power converter 
available for 120V or 
220/240 volt mains. 
FULLY RF PROTECTED. 
And much more. 

Ideal for: 
• paging systems 
• churches 
• clubs 
• offices 
• stores 
• outdoor picnics and 

gatherings 
• sound reinforcement 

rental 
• amateur musicians 
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VOLUME 

Prologue 210A 
10-Watt* 
Amplifier 
Surprisingly high volume 
level when used with an 
efficient speaker. Excep¬ 
tionally low power 
requirements. Several 
units can be linked 
together. Volume 
control—can be used 

as a complete self-
contained sound 
system when only one 
or two inputs are 
required. Two phone 
jack loudspeaker out¬ 
puts with overall cir¬ 
cuit breaker protec¬ 
tion. External 12V DC 
power converter avail¬ 
able for 120V or 220/ 
240 volt mains. Stack¬ 
able with 200M mixer. 

Microphones, 
Too 
Prologue mies are 
recognized as out¬ 
standing values. 6 
models to choose from. 
Dynamic or condenser. 

*(10 watts into 4-ohm 
load; 7.5 into 8 ohms) 

PROLOGUE MIXERS, AMPLIFIERS, MICROPHONES 

A C. Simmonds & Sons Ltd., 975 Dillingham Rd.. Pickering, ON L1W 3B2 (416) 839-8041 
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Beyer TourGroup. Because your band 
may not be the only ones getting hits. 

When you take a TourGroup 
mic on the road, you’ve got a mic 
built to take the hits. The drops. 
The constant, punishing abuse 
that touring dishes out. A mic you 
can rely on show after show, tour 
after tour. 

But TourGroup mies are not 
only made durable, they’re made 
by Beyer. Which means your 
vocals and instruments will be cap¬ 
tured with stunning accuracy. And 
with a warmth and personality you 
never though possible in a road mic. 

The secret is Beyer’s low-mass 
diaphragm technology. Specially 
designed for each mic, these highly 
sensitive transducer elements bring 

out the true character of your 
music with clarity and detail. 

To protect this vital element, 
every TourGroup mic is armored 
with heavy-duty barrels. Heavy¬ 
gauge brass or steel mesh baskets. 
Road-rugged shock mounts to 
guard against hand-held noise as 
well as physical impact. And put 
together with a look and feel 
deserving of such a great road mic. 

There are 12 TourGroup mies, 
each dedicated to a specific task. 
So you can select one that’s per¬ 
fect for your needs, not compro¬ 
mise on a “general purpose” mic. 
I he MCE 81 TG condenser, for 
example, combines the precision 

and elegance of the best studio 
condensers with new levels of 
ruggedness. And the M 300 TG is 
considered by many pros to be the 
most accurate dynamic road mic in 
its price class. 

Give TourGroup mies a sound 
check at your local Beyer dealer, 
and see why so many performers 
- from Phil Collins to Bobby 
McFerrin — refuse to use any¬ 
thing else. 

Because with TourGroup, 
bumps and knocks aren’t the only 
kind of hits you can expect to have. 

TourGroup beyerdynamic)))) 
325 Clement Street, west I LASALLE, Québec / H8R 4B4 
Tel.(514)364 2118 I Facsimile (514) 364 0791 
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BRYSTON POWER AMPLIFIERS 
CONTINUE TO DEFINE THE STATE-OF-THE-ART 
IN MUSICAL ACCURACY, LONG TERM RELIABILITY 

AND PRODUCT INTEGRITY. 

Bryston design philosophy 
incorporates three 
general concepts. 
1. Musical accuracy 

2. Long term reliability 
3. Product integrity 

MUSICAL ACCURACY 
Musical accuracy is reflected 
throughout all Bryston power 
amplifiers and includes the 
necessity for wide-band transient 
accuracy, open loop linearity 
ahead of closed loop specifications, 
and power supply design as an 
integral part of the overall sonic 
and electrical performance of a 
power amplifier. 
We have found that a simple 
carborn film resistor can contribute 
more static distortion to a signal 
than the entire remainder of the 
amplifiers circuitry combined. 
We discovered that some 
parameters of transistors must be 
controlled as much as 1000 times 
more closely before their 
contribution to audible distortion is 
rendered negligible. 
We discovered that under certain 
actual conditions of speaker 
loading amplifiers were incapable 
of yielding high-power transients 
without distortion. 
Each of the various steps or stages 
in every Bryston amplifier, from 

the input section to the output 
section, without exception, are 
designed to optimize the musical 
experience. 

STANDARDS OF RELIABILITY 

W
e consider this criterion 
to be exceedingly 
important. We have 
applied techniques 

and materials in our everyday 
construction of electronic 
equipment more typically utilized 
in the military and aerospace 
industries. 
All components used in Bryston 
power amplifiers are specified for 
continuous duty at maximum 
power, with typical safety margins 
of 250%. 
The power transistors used in all 
Bryston amplifiers are 100% tested 
for safe operating area, both before 
and after installation in the circuit. 
They are then taken to a “bum-in” 
table when they are given a 
capacitor load, a square-wave 
input signal, and set at slightly 
under clipping for a period of 100 
hours. During this time, the input 
signal is cycled three hours on to 
one hour off, to exert additional 
thermal stress. 
Following the burn-in period, the 
amplifiers are monitored for DC 
bias stability for approximately 

another full day. At this point, 
they are returned to the test bench 
for another complete checkout of 
all operating parameters and 
functions, at which time a test 
sheet is made, and included in the 
packing with the unit. 
As may be seen, Bryston takes 
very seriously the correct 
functioning and long term 
reliability of its products. 

_ INTEGRITY_ 

Bryston contends that 
the term ‘best’ should 
apply to the honesty 
pride and courage with 

which we conduct our business, as 
well as to the performance of our 
products. 
For this reason, you will not find 
Bryston’s products being 
cosmetically “updated” on a 
regular basis merely in order to 
keep the customer’s interest, in 
something ‘new’. If we make a 
change in the circuitry, it will be 
because, and only because, it 
yields a worthwhile performance 
or reliability improvement. 
We feel that regular sweeping 
revisions to basic circuit design 
(accompanied by revised jargon) to 
be cynical marketing on the part 
of the manufacturer and insulting 
to the discerning customer. 

In the United States: 
VERMONT 

RFD *4, Berlin. Monpeher. Vermont 05602 

(802)223-6159 

In Canada: 
MARKETING LTD. 

57 Westmore Dr . Rexdale. Ontario, Canada M9V 3Y6 

(416) 746-0300 



Moving Forward, Into The Past 
For the moment, we’ll call it the Daniel 

Lanois school of recording, and it can 
be summed up in two words: whatev¬ 

er works. It means there are no rules, no 
‘industry standard’, no proven, ‘written in 
stone’ formula for making a record. Cast off 
those chains of technology, folks. The ma¬ 
chines should be working for you, not the oth¬ 
er way around. 

By now you may have heard the story of 
how the Cowboy Junkies’ album, The Trinity 
Sessions, was recorded in a church, using 
only one microphone. And you’re probably 
aware of the trend back to live-off-the-floor 
recording — k.d. lang’s Absolute Torch and 
Twang is an excellent example. So what does 
this signify? Perhaps, with all the multi-track¬ 
ing, layering, programming and track-by-
track instrument-by-instrument isolated re¬ 
cording under ‘ideal’ conditions, we’ve gotten 
dangerously far away from the music, the 
song itself, the interaction between musi¬ 
cians, not to mention the way two or more 
instruments blend together (or clash...) when 
they’re in the same room. 

With the possible exception of the Cowboy 
Junkies, who took it to the extreme, no artist 
personifies the trend toward what WEA Rec¬ 
ords A&R man Bob Roper calls ‘feel’ records 
better than Blue Rodeo. Since the release of 
Diamond Mine earlier this year, I’ve seen 
dozens of stories comparing them to The 
Band, and the album to Music From Big Pink, 
and I can’t help but fall in line. 

I believe Blue Rodeo have something to 
say to musicians, however, especially those 
musicians, myself included, who have be¬ 
come disenchanted with standard and too 
easily accepted recording processes that al¬ 
ways seem to drain your energy, your sound 
and your creativity. 

BARNEY BENTALL AND THE LEGEN¬ 
DARY HEARTS 
Something To Live For, the debut album on 
CBS, is well over a year old now, and Barney 
and the boys have managed to get substantial 
distance out of it, not to mention a Juno 
Award for most promising band. Ellie O’Day 
spent some time with them, and her report is 
an inspiring tale of persistence and holding 
on to a dream. 

AJO AND THE HUNGRY BOYS 
I routinely play all of the Canadian product 
that lands on my desk, and try to get to know 
the music, whether I like it or not. Electric 
Distribution sent me an album called Ride 
The Elephant by a Montreal band that one of 
our writers had mentioned to me a few 
months earlier. 1 put it on the turntable, and 
immediately fell in love. This is tough, excit¬ 
ing music, full of life, in spite of the fact that 
much of it was programmed. Benjamin Rus¬ 
sell, who originally told me about them, wrote 
the piece. As we go to press, this band still 
does not have a record deal. That, I suspect, 
will soon change. 

HOW TO GET A RECORD DEAL, 
PART 2 
This is where we get into the heavy stuff! If a 
recording contract appears imminent, now or 
in the future, Bill Reynolds has managed to 
dig up some information and advice that will, 
we believe, be helpful to you. 

HOME RECORDING 
Vividly I recall bringing my Tascam 244 
Portastudio home from the store and putting 
it, still in the carton, down on the floor of my 
apartment and just... staring at it! I couldn’t 
believe it! Suddenly, I had unlimited free stu¬ 
dio time... for the rest of my life! 

Benjamin Russell has provided us with a 
comprehensive look at the new miracles of 
modern technology that now allow us to 
transfer the sounds in our head directly to 
our stereo speakers. 

NEW TALENT 
At this point I’d like to direct your attention 
to a new feature called Showcase, in which 
we profile unsigned talent. Specifically, I’d 
like to know what you think of this idea. Do 
musicians want to read about other 
musicians? 

David Henman 
Editor 

(L. to R.) Jim Cuddy, Jack DeKeyser, Greg Keelor, David Henman, Bobby Wiseman, Mark French, Q107’s John Derringer, Bazil Donovan 
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The Streamer Bass is 

a masterpiece of 

German craftsman-

' ship. Its stylish body 

is contoured to fit you 

like no other. Its slim 

I neck plays like a 

dream. It has the 

sound you’ve been 

waiting for. 

Endorsed by: John Entwistle, 

Jack Bruce, Hansford Rowe, 

Charlie Jones, Chucho Merchan, 

Steve Webster and many more. 

Available exclusively at all Long A McQuade Stores: 

1 925 Bloor SI. W . Toronto. Ont (416) 588 7886 

2 828 Wilson Ave. Downsview. Ont. (416) 630-1625 

3. 1311 Tecumseh Rd E. Windsor. Ont (519) 252-3442 

4. 757 Corydon Ave, Wnmpeg. Man (204) 284-8992 

5 445 Simcoe St. S. Oshawa, Ont. (416) 686-0663 

6. 10204 107th Ave. Edmonton. Alta (403) 423-4448 

7. 1664 West 4th Ave. Vancouver. B C (604) 734-4886 

8. 2812 Quadra St.. Victoria. B C (604) 384 3622 

9. 3607 West Broadway. Vancouver. B C (604) 738-3151 

10. 1505-17 Ave SW.. Calgary. Alta (403) 244-5555 

11. 1744 Midland Ave. Scarborough. Ont. (416) 751-9709 

Bass-Guitars| umucK 
* The Sound of Wood. 

Double Your 
Pleasure 

I am a very big fan of your magazine, and of the group Rush. I have been able to enjoy 
both separately, but I can now enjoy read¬ 

ing about my favorite group in my favourite 
magazine. 

In reading your Tenth Anniversary Issue. I 
saw a list of back issues of which featured the 
group Rush. Could you please send me a list 
of the prices for these issues if you still have 
them. Also. I would be grateful if you would 
send me an address where I could get more 
information on this band. 
Greg Sloan 
Chatham. ON 

For back issues of CM, see the Classified 
page at the back of this issue. You can write to 
Rush c/o S.R.O. Management Inc., 189 Carl¬ 
ton St.. Toronto, ON M5A 2K7 — Ed. 

Sure, But Will 1 Get 
Recognized? 

I would like to commend Canadian Musi¬ cian on a fine cover story about Rush 
which appeared in the February '89 is¬ 

sue. It was interesting and informative. 
Being a big fan of Rush, I am always inter¬ 

ested in reading anything about the band. 
Your article answered my questions and. 
heck, even answered some I hadn’t thought 
of. 

Having Rush on the cover of your maga¬ 
zine (as you have before) also makes a great 
statement to me and, hopefully, to others that 
a band does not necessarily need to have "hit 
singles” and be “visually sensational” to be a 
big success and be recognized in the music 
industry. 
Mark Chenier 
Windsor. ON 

MIDI From Hell 
The Recurring 
Nightmare 

Lately, I've been waking up in the mid¬ 
dle of the night sweating and shaking. 
A recurring nightmare is haunting 

me. mutating in my memory like a dessert 
made with Nutra-Sweet in my fridge. I find 
myself in a strange place, surrounded by odd 
looking keyboards, flickering screens, and 
failed musicians. Long-tailed mice skitter 
around the tables. 

"I can’t get my XSR-500 sequencer to talk 
to my SUPER 9000 multi-voice synthesizer'", 
I wail, to no one in particular. 1 receive with¬ 
ering looks from ex-hippies turned thin-tied 
yuppies. 
“The XSR is obsolete,” one of THEM 

sneers. "It’s at least three months old. You’ll 
need a SY40 translator to even modify your 
patches.” "And a VT2000X batcher to syn¬ 
chronize." giggles another. Laughter begins 
to roll around the room. I attempt to keep up. 
"Surely my ZXT522 can allow for multiple 
channeling through continuous transmis¬ 
sion.” I don’t understand what I'm saying. 
They do. They’re on the floor, gasping for 
breath, laughing and pointing at me. Their 
fingers have typed letters branded on them. 

“He thinks he has enough RAM to port into 
SDSCI.” they scream. The walls are closing 
in. "He can’t even poke an EPROM into 
splitting quantized signatures." I’m frozen in 
place. MIDI cords are winding themselves up 
my legs. I can vaguely see an Out, but there’s 
no Thru. 1 wake up screaming... 

When 1 calm down. I'm going to get out of 
bed, walk past the jungle that has taken over 
my studio, go downstairs to the basement, 
and quietly play my old upright piano. 
Drew Winters 
Toronto. ON 

Rush 
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Pocke' Products —affordable MIDI accessories that 

© 1988 Anatek Microcircuits 
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require no batteries or power supply. These user friendly 
accessories will be a necessary part of any MIDI system. 

QNQlEK 
Music Products Division 
400 Brooksbank Avenue 
Morth Vancouver, B.C. Canadh V7J 1G9 
Tel (6041980-6850 Fax (604) 980-2722 
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Jim Vallance & Bryan Adams 

Hook, Line And...? 

just received your Tenth Anniversary 
Issue and enjoyed it very much; how¬ 
ever I would like to correct you on two 

points: 1) When Jim Vallance formed Prism, 
he used the pseudonym Rodney Higgs, not 
Rodney Biggs; 2) Brian Macleod and Ab 
Bryant (why no mention of him?) formed 
Headpins while Chilliwack was in litigation 
with Mushroom Records, not after Chilliwack 
broke up as stated. As a matter of fact, 
Macleod and Bryant were no longer mem¬ 
bers of Chilliwack when Bill Henderson de¬ 
cided Chilliwack’s fate. 
Just thought you should know. Keep it 

loud! 
Jon Lundquist 
Abbotsford. BC 

his letter is in response to your arti¬ 
cle "Music Education" in the Febru¬ 
ary issue. A well written article, to be 

sure, but I thought I’d take you up on your of¬ 
fer to “fill in the gaps". 

Pacific Songwriters Association was incor¬ 
porated as a non profit society in April 1983. 
Our monthly “The Song Works” meetings, of¬ 
fer our members and the local music commu¬ 
nity an opportunity to bring their songs in to 
be critiqued by a panel of industry profes¬ 
sionals. There is a section of the evening re¬ 
served for discussion with the audience and 
the panelists. It is a unique opportunity to get 
answers to questions directly from the pro¬ 
fessionals who are involved in the industry. 

Our trade publication, HOOK. LINE & 
SINGER, is published six times a year. 
Alisa Cunningham — President, 
Pacific Songwriters Association 
Vancouver. BC 

Winner Of The "Spot 
The Error” Contest 
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No matter how much you spend 
on a wireless system without 
selectable channels in the receiver 
and transmitter, you'll always be 
vulnerable to potentially damaging 
interference. 
That's why the Samson Broad¬ 

cast STD wireless system offers 
ten selectable channels in both. 
Simply dial up the ideal channel 
in the receiver, then select the 
identical channel in the transmitter 

ANYWHERE, ANYPLACE 
EVERYTIME. 

for optimal transmission quality. 
We also included an exclusive 

Samson feature to let you see the 
RF level on each available fre¬ 
quency before you use the system. 
The receiver's visual "window", 
two five-segment L.E.D. level 
ladders, scans each channel for 
instant confirmation of the 
clearest frequency. 

But the real benefit of Broadcast 
STD truly becomes apparent once 

you hear the system. Samson's 
sophisticated "new generation" 
RF circuitry with dbx* noise re¬ 
duction provides more dynamic 
headroom and the purest, most 
transparent audio quality 
available in wireless today. 
The Broadcast STD Series com¬ 

bines these leading edge features 
so you know you're getting match¬ 
less performance. Anywhere, 
anyplace and every time. 

CHANNEL 

RF ceva 

TBue 

POWER 

"T^Leve^ 

n 3 ® —

-|0 '5 Receive« 
V“r

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

9653 Cote de Liesse. Dorval, Quebec H9P 1A3 (514) 636-9971 
FAX (514) 636-5347 

’ dbx is a registered trademark of BSR North America Ltd. 
© 1987 Samson Technologies Corp. 

SAMSON 
WE TOOK THE WORRY OUT OF WIRELESS’ 



Opry North 
Seeks Live Tapes 
OPRY NORTH, Canada's longest run¬ 

ning live concert series, is looking 
for live off the board tapes from any 

and all Canadian country acts interested in 
national promotion. 
Produced and syndicated nationwide by 

640 CFGM Toronto. OPRY NORTH is a 
weekly one hour radio show devoted exclu¬ 
sively to promoting Canadian country talent 
to a national audience, showcasing the act in a 
live setting. 

The fact most artists record their nightly 
performances makes this a relatively simple 
plan. All one need do is send in what is felt to 
be the strongest of those performances on ei¬ 
ther high quality cassette, reel to reel, or vid¬ 

eo cassette. Include as many songs as desired 
on the tape. Enclose with the package some 
background information, where the perform¬ 
ance took place, a short letter of authorization 
allowing OPRY NORTH to broadcast the ma¬ 
terial. and such pertinent data as song titles, 
name, address, telephone number, etc. Pro¬ 
viding the tape is of broadcast quality, the 
material will then be edited for inclusion on 
an upcoming show. This will be followed up 
with a letter detailing when and where the 
program will be aired. 
For more information, contact: OPRY 

NORTH. Box 6400, Station R, Toronto, On¬ 
tario M4G 4A3 

Country 
Music 
Week ’89 

Ottawa, Ontario will be the host city 
for this year's COUNTRY MUSIC 
WEEK, slated for September 4-10. 

Among the multitude of events scheduled for 
this weeklong celebration, are: 

Bud Country Talent Search (Centerpointe 
Theatre — Nepean) 

Super Country Jamboree (Ottawa Civic 
Centre) 

Dinner and Vista Award Showcase (Westin 
Hotel) 

Awards Show (National Arts Centre) 
For more information, contact: Host Com¬ 

mittee - COUNTRY MUSIC WEEK '89, 
Suite 201-485 Bank St., Ottawa, ON K2P 1Z2 

Getting Started in 
The Music Business 

CM’S 10th Anniversary 
Contest Winners 

Six Canadian Musician readers were 
big winners recently when CM editor, 
David Henman pulled their names 

from the hat in our 10th Anniversary Cele¬ 
bration Contest. 

The grand prize — the top 100 best-selling 
Canadian albums of the past ten years — 
went to Michael Guest of Nepean, ON. Five 
runners-up won the top 25 albums: April 
Buniak of Rosthern, SL: Harold Fryer Jr. of 

Windsor, ON: Mrs. C. Slater of Quesnel, BC: 
Orest Tataryn of Toronto, ON; and Mark 
Thompson of St. John. NB. 
Our thanks again to A&M Records. BMG 

Music Canada. Capitol Records-EMI. CBS 
Records. MCA Records Canada. PolyGram, 
WEA Music of Canada and A&A Records and 
Tapes for supplying the prizes. Watch for 
more great contests in upcoming issues of 
Canadian Musician! 

Among the many seminars and work¬ 
shops to be presented at Make Music 
Day will be Canadian Musician's 

“Getting Started in the Music Business." A 
panel of music industry experts will discuss 
the many different options that exist in the 
music business, how to prepare for them and 
how to get into them. A must for anyone pur¬ 
suing a career in music. Visit the CM booth at 
the show to pick up your ticket. 

For more information, contact: Canadian 
Musician at (416) 485-8284. 

Trebas Winner 
The Music Business And You, a one-

day seminar sponsored by Trebas In¬ 
stitute, Canadian Musician, Q107, 

Atari and MEIEA (Music and Entertainment 
Industry Educators Association) took place 
recently in Toronto. (A duplicate seminar was 
held in Montreal the previous day.) In a ran¬ 
dom draw for a door prize, Andre Savoie of 
Scarborough, ON. won a Tascam Porta 05 
Ministudio from TEAC, six hours of record¬ 
ing time at Metalworks Studio in 
Mississauga. ON, and a Musician’s Survival 
Kit from Canadian Musician. 

*11114 
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Henman. CM editor (left). Andre Savoie (centre) and David Leonard, president of Trebas (right) 
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LITTLE THINGS 
ABOUT THE 
SPA THAT 

CREATE A GREAT 
PERFORMANCE. 

The new Soundtracs SPA Sound 

Reinforcement Console is the culmination of a 

painstaking programme of research. This British 

product combines outstanding audio with 

inherent reliability. 

Look at the layout - it's extremely 

logical. By demand, the module facilities have 

been inverted to provide an arrangement for 

faster, more precise control over a live mix. 

Look inside. No solid bus construction -

always prone to fatigue under touring 

conditions. Instead, a flexible, 

fully balanced bus system for 

the ultimate in performance and 

reliability. Added security is provided in the 

form of automatic change-over between two 

power supplies plus dual battery back-up for the 

logic control. 

Most importantly, the SPA sounds great. 

Components especially selected to complement 

circuits and grounding arrangements specifically 

tailored for live sound. 

Just a few of the little things that add up 

to an exceptional Sound Reinforcement Console 

and a great performance. 

SPECIFICATIONS: 

□ 32, 40 or 48 INPUTS 0 8x8 MATRIX O 8 x VCA 

GROUPS AND MUTE GROUPS □ 8 x AUX SENDS PLUS 
LOCAL AUX OUTPUTS ON EACH CHANNEL □ INPUT 

METERING □ 4 BAND PARAMETRIC EQ. 

Distributed in Canada By: 

omninradki ï ® 
9653 Cote de Liesse 

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



du Maurier Grants 
Available for 1990 

Factor Updates 
CCMA BECOMES FACTOR AFFILIATE 
The Canadian Country Music Association, 
has joined the list of FACTOR affiliate organi¬ 
zations. 

The CCMA has established a Country Tal¬ 
ent Development Fund to go toward show¬ 
casing Canadian country artists. FACTOR is 
to receive a portion of these funds which are 
to be channeled exclusively into the produc¬ 
tion of Canadian country recordings. 
FACTOR ESTABLISHES 
PENNY RATE 
In response to the Canadian Independent Re¬ 
cording Industry’s request for a simpler 

method of calculating its royalty obligations 
to FACTOR, the Foundation to Assist Cana¬ 
dian Talent on Records is pleased to an¬ 
nounce that a penny rate for repaying loans 
has been established. 
The FACTOR Loans for sound recording 

projects are repayable through sales of the 
recordings in all formats released. Video 
loans are repayable, through sales of the sin¬ 
gle which the video supports, in all single for¬ 
mats released. 

For more information, contact: FACTOR, 
100 Lombard Street, Suite 304, Toronto, On¬ 
tario M5C 1M3 (416) 368-8678. 

Match Music Service 
Through a sophisticated computer 

program and confidential liaison, 
Match Music is designed to help mu¬ 

sic professionals find each other. 
Members are listed with Match Music for 

one year and cross-referenced to as many as 
40 different categories. 

For more information, contact: Match Mu¬ 
sic, 92 Avenue Rd., Suite 200, Toronto, ON 
M5R 2H2 (416) 960-3130 FAX (416) 960-8264 

The du Maurier Council for the Arts 
Ltd. has awarded a total of $719,000 
in cash grants to Canadian arts or¬ 

ganizations from coast-to-coast in support of 
programs scheduled to be presented to the 
public over the coming year. Sixty-eight or¬ 
ganizations will share in the amount allocated 
during a recent meeting of the Council. 

Established in 1971, the Council awards 
grants on an annual basis in response to ap¬ 
plications for support of innovative projects 
designed to attract new audiences to the arts. 
To be eligible, applicants must have been in¬ 
corporated for at least two years. 

Recent recipients of the prestigious Finan¬ 
cial Post Award for sustained support of the 
arts in Canada, the du Maurier Council for 
the Arts Ltd. has provided more than $20 mil¬ 
lion in direct grants and sponsorships to Ca¬ 
nadian arts organizations since its inception. 

For more information, contact: Fay Olson, 
Executive Director, du Maurier Council for 
the Arts Ltd., c/o The Houston Group, 900 
Don Mills Road, Don Mills, Ontario M3C 1V6 

IDDEN 
The LXP-1. High powered reverb, 
low profile design. 
Don’t let the outward appearance of the LXP-1 
fool you. Behind its streamlined, easy-to-oper-
ate front panel is the power of the world’s best 
digital reverberation. With a tremendous range 
of sounds, from Rooms to Plates, to Halls, to 
Gates. And with the quiet reverb “tails” and 
crisp delay effects Lexicon is known for. 

All harnessed in a compact, economical, half¬ 
rack size unit. 

Based on Lexicon’s modular design concept, 
the LXP-1 lets you build an effects system with 
more control, more overall flexibility than is 
possible with an “all-in-one” unit. A system that 
can be expanded to meet your changing needs. 

The LXP-1. All the reverb power you need, 
all the quality of Lexicon. 



Make Music Day*. 
71 /l ake Music Day, presented by the 
/1/f Music Industries Association of 
2 F J. Canada (MIAC), is a not-to-be-
missed event for anyone even remotely inter¬ 
ested in making music. For professionals and 
non-professionals of all levels and job de¬ 
scriptions, there will be a wealth of informa¬ 
tion and opportunities to check out equip¬ 
ment. 

An extension of MIAC’s annual trade show, 
Make Music Day opens the doors on over 70 
exhibits of musical instruments, sound and 
recording equipment, lighting, MIDI gear, 
accessories and more. Exhibitors will be pre¬ 
viewing the latest product developments and 
there will be plenty of chances for “hands-on" 
demonstration. 

In addition, a number of workshops and 
seminars are scheduled to complement the 
day’s activities. Of those sessions confirmed 
at press time, the following are of particular 
note: a Home Recording workshop (spon¬ 
sored by Fostex), a session on Getting 
Started in the Music Business (presented by 
Canadian Musician), An Introduction to MIDI 
(sponsored by Saved By Technology) and a 
Drumming Clinic (sponsored by Pearl). Also 

in the works are sessions on songwriting, and 
guitar and keyboard clinics. Times for these 
sessions are to be arranged and details will 
be available closer to show time. 
Make Music Day will also include the 

grand finals of “Rock Showdown '89 — Cana¬ 
da's National Homegrown Competition". 
Sponsored by Yamaha and Coca-Cola, this 
evening event will feature the winners of a 
number of local homegrown contests across 

August 12th 
Canada, going head-to-head for the grand 
prize and a chance to compete in an interna¬ 
tional competition in Japan. 
Make Music Day takes place Saturday, Au¬ 

gust 12, 10am to 9pm at the Metro Toronto 
Convention Centre, 225 Front St. W. Admis¬ 
sion is $6 for adults, $3 for seniors and chil¬ 
dren under 12. A telephone information 
hotline will be open for the public for the four 
weeks prior to the show at (416) 487-3432. 

POWE RS 
The LXP-5. A whole new world 
of multi-effects. 
Lexicon completes your arsenal of sounds with 
the LXP-5. This powerhouse of effect combina-

every effect has the clean, quiet Lexicon sound. 
The LXP-5 can work side by side with the 

LXP-1, or with any other MIDI equipment for 
total system flexibility. And both the LXP-1 and 

tions gives you a vast array of programs, includ¬ 
ing pitch shifting over three octaves. Dramatic 
delay sweeps. Flanging and chorusing. 64 fac¬ 
tory presets in all, with up to 128 user memories. 

LXP-5 can be used with the MRC (MIDI Remote 
Controller) for expanded, centralized control. 

Discover the power behind the panel of the 
LXP-1 and the LXP-5. Ask your local Lexicon 

As many as 5 effects can be used at once. And dealer for a demonstration. 

EXCLUSIVE CANADIAN AGENT 
S.F. MARKETING INC., 3524 GRIFFITH. ST-LAURENT, QUEBEC H4T 1A7 (514) 733-5344 FAX: (514) 733-7140 

lexicon 
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Lexicon LXP-1 
bv Kobert DiGioia 

Lexicon’s LXP-1 is a multi-effects pro¬ 
cessor offering 16 reverb, chorus and 
delay programs. One hundred and 

twenty-eight user memories are also availa¬ 
ble but accessible only by a MIDI controller. 

Following in the footsteps of the 224XL, 
4801. and the PCM70, the LXP-1 has the 
same sound and technology that made Lexi¬ 
con famous and at a more affordable price. It 
comes packaged in a small unit which is half a 
rack space wide. 

The 16 presets can be broken up into two 
types of programs, reverb effects and delay 
effects. Six rooms — two small, two medium 
and two large — range in reverb time from 
.08 seconds to 8.5 seconds. The Decay pot 
controls the reverb time while Delay acts as a 
predelay function on these programs. The 
range of predelay is from 0.00 to 246 
milliseconds. With a MIDI controller as¬ 
signed to Delay, predelay may be extended to 
262 milliseconds and then 33 milliseconds as 
rooms get larger. This may be a problem for 
effects that require more accurate timings of 
your reverb effects. 

Two hall programs are available, a dark 
and a bright hall. These two range from 0.6 to 
9.0 seconds in reverb time. 

Two plate programs — once again a dark 
and a bright plate — range from 0.25 to 6.5 se¬ 
conds. 

Two reverb effect programs are also in¬ 
cluded. Gate and Inverse provide a gated 
reverb effect. Delay determines your 
predelay while Decay changes the size of 
your room. These effects are quite popular in 
much of today’s music. 

There are two delay programs offered. De¬ 
lay 1 is a six-voice (three stereo pairs) delay 
with random delays. On this program the De¬ 
cay function controls feedback around the 
third pair of voices. Delay 2 is a four-voice de¬ 
lay with each of its delays being equally 
spaced from each other. It also has a shorter 
delay than Delay 1. In this program. Decay 
controls feedback around the fourth delay 
tap. 

As with the reverb programs, you are lim¬ 
ited to 16 time settings. Again, this can be a 
problem if the time you need is in between 
one of these settings. 

In the chorusing department we have two 
excellent programs. Chorus 1 is flexible 
enough to offer everything from subtle chor¬ 
using to heavy flanging. Chorus 2 is made up 
of 12 tune resonators which simulate over¬ 
tones such as what you might get from vibrat¬ 
ing piano strings. This is indeed a very inter¬ 
esting program. 

By connecting the MIDI Out of a synth to 
the MIDI In of the LXP-1, you can now send a 
MIDI signal to the unit. This signal can be 

any number of things such as a patch change, 
pitch bend, modulation, etc. By holding down 
the MIDI button on the front of the LXP-1. it 
is placed in a learning mode as it receives an 
incoming signal. One use for this would be in 
determining which MIDI channel it should 
respond to. This would be whichever channel 
your synth was transmitting on. Storing prog¬ 
rams internally is also done this way. By 
sending a program change and holding the 
MIDI button, you are telling it which register 
to store the current program in. To recall the 
program, send the same patch change with¬ 
out holding the button. Confusing? It can be. 

The Dynamic MIDI feature allows you to 
vary its Delay and Decay functions in real 
time, also from any MIDI signal. This signal 
can be something as simple as moving the 
modulation wheel or even just hitting a cer¬ 
tain note on your keyboard or drum pad. The 
end result might be to get a longer reverb 

time every time you did this. During a live 
performance this is an excellent feature to 
have control of rather than trying to time cer¬ 
tain effects with your sound man. 

The LXP-1 is an excellent product and its 
price is an added bonus. An LCD would have 
been great. If we could have finer control 
over the Decay, that would be great too but 
both of these features would surely drive the 
price up. 

All of the programs are as good as, if not 
better than, those found on units costing 
many times the price of the LXP-1. For those 
of you thinking of investing thousands of dol¬ 
lars in a higher price unit, you should consid¬ 
er two of these units instead. 

It is also very clean and noise free. Check it 
out before you spend those big. hard-earned 
bucks. You will be glad you did. 
Robert DiGioia is a recording engineer at Metal¬ 
works Studio in Toronto. 

The Brianizer 
bv Michael Fonfara 

Here's an effect box designed to prod¬ 
uce a Leslie speaker sound when 
used with your favorite organ patch. 

The Brianizer creates a life-like Doppler ef¬ 
fect with a chorale (slow spin) or fast speed 
setting. Both speeds are useful to the key¬ 
board player with an ear to the authentic 
Leslie sound (without the necessity of haul¬ 
ing a 150 lb. box around to do the same job). 

The dimensions are 7-l/2"x5-l/4"x 1-1/4". 
The Brianizer operates with a voltage 
converter from any 110 volt source — much 
like the bulk of effects pedals currently on 
the market. This sleek unit offers 1/4-inch in¬ 
put and output jacks; two buttons (depressed 
by hand or foot) — one for chorale, one for 
fast spin: one switch for stage or studio de¬ 
gree of intensity (more for stage, less for stu¬ 
dio): line or mic input attenuation; and LEDs 
(red and green) to inform the performer at a 
glance as to which function is in use. It is 
made of durable twenty gauge steel and has a 
frequency response of 50Hz-150kHz. On the 

studio setting it uses 15% tremolo on both 
horn and bass rotors. 

On the stage setting it uses 50% tremolo on 
the horn and 23% on the bass. Your organ 
patches come alive — your B-3 samples 
sound like they should. 

I have used the Brianizer with a Yamaha 
DX-7, TX rack, TX812, Ensoniq ESQ and 
EPS, Kurzweil, Roland S-550 and D-50, Akai 
S-900 and S-1000 and it works well with all of 
the above. 

The Brianizer makes no electronic or digit¬ 
al noise and can be used in any sensitive situ¬ 
ation. On the other hand, it kicks ass on stage, 
especially when you go for those big dynamic 
jumps. 

The fast speed takes a second or so to kick 
in just like the real rotary speaker. 

For those of you who still love the sound of 
a real raunchy organ, this is definitely worth 
a listen. 
Michael Fonfara is a freelance studio musician 

who plays with Hotline. 
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Soundltech 
K. Yairi DY 62 

Acoustic-Electric 

(Stereo) Cutaway 
In Richard Fortin 

The DY 62 has a lot of nice features in 
its construction, overall tone and the 
unique electronic setup. The 

headstock is inlaid with a combination of nat¬ 
ural materials, and the guitar is equipped 
with Yairi tuning machines, which are very 
accurate and smooth. The mahogany neck is 
slim enough to allow smooth chord changes 
where stretches are necessary, and genuine 
abalone and mother of pearl are inlaid in the 
twelfth fret position. The cutaway neck has 
an ebony fingerboard and allows the left hand 
to make quick jumps from middle positions 
up to the seventeenth fret. The cedar top 
body feels comfortable and well-balanced. 
The back and sides are made of burled ma¬ 
hogany and the bridge is rosewood. 
The acoustic tone of the instrument is 

warm and rich in bottom end without mask¬ 
ing the nice 'crystal' tone of the high range. 
The guitar itself could have a little bit more 
sound projection but. on the other hand. 1 
find that a lot of steel string guitars which do 
have this extra do not necessarily provide 
such a rich quality and crystal lightness in the 
overall tone. 

The cutaway enables you to reach chords 
in high positions without losing any of the 
tone and sustain quality. Another neat aspect 
is the fact that the DY 62 responds ven- well 
to different playing techniques such as flat 
picking and fingerstyle. 

The DY 62 is equipped with the Alvarez bi-
phonic pickup system and a two-way switch 
for mono-stereo mode. One of the most inter¬ 
esting features is the fact that you have inde¬ 
pendent tone and volume control of the three 
bass strings separately from the three treble 
strings. This is really effective in the mono 
mode and even better in stereo, where you 
can assign the two groups of strings to sepa¬ 
rate amplifiers. (I feel that it would be an ex¬ 
tra if it could be switched from this configura¬ 
tion to a different setup, where the sixth, 
fourth and second strings would be separate 
from the three others). The DY 62 enables 
you to get a clear crystal tone on the three 
treble strings and a warm, mellow tone on the 
basses without leakage between the third and 
fourth strings, even in the stereo mode. 

The effect is quite interesting when you 
work on two separate amps, and with a 
fingerstyle approach — you get this neat 
'ping-pong' effect. In the mono mode, the tone 
quality is still rich and warm. 

The only 'itch' is the nine volt battery atta¬ 
ched inside the guitar, a hard-to-reach loca¬ 
tion. It would be ideal to have a batten’ check 
with an external compartment, for easy ac¬ 
cess. 
K. Yairi AR 550 E Classical 
Electric Cutaway 
The AR 550 E is a nylon string electric guitar 
suitable for light classical and those gigs 
where you need a nice classical tone with a 
little help from your amp. The bridge, back 
and sides are made of rosewood, and the 
shallow spruce-top body feels very comforta¬ 
ble. The flat mahogany neck is reminiscent of 
those very expensive classical guitars, with¬ 
out the high action, and this is perfect for 
those Latin-jazz oriented solo arrangements 
where a lot of chord changes are needed. 

The overall tone of this guitar is very 
sweet, clear-sounding and round at the same 
time, and the best results are obtained, of 
course, by using a right hand classical tech¬ 
nique. The basses are rich in sustain and they 
respond really well to “sul ponticello - sul 
tasto” attack without losing any of their tone 
quality. Because of the low action, it is 
recommended to approach the rest-stroke 
with care so you don’t get a buzz on the treble 
strings. 

On the one that 1 played, there was a slight 
noise due to loose string-ends that vibrate 
against the body on specific notes. This prob¬ 
lem can be eliminated by carefully attaching 
all the strings to the body. Open string scales 
are very effective, and all artificial-natural 
harmonics come out very easily and well-sus¬ 
tained. despite the dimension of the body. 
High position chords are easy to perform, 
thanks to the nicely shaped cutaway neck and 
the general feel of the fingerboard. 

The AR 550 E is a very good sounding gui¬ 
tar with a warm electric-acoustic tone. 

Richard Fortin is a Toronto-based composer/ 
nrranger/guitarist. 

Exclusive Canadian Distributor: 
Boosey & Hawkes (Canada) Ltd. 

279 Yorkland Boulevard, 
Willowdale. Ontario M2J 1S7 

Tel: (416) 491-1900 
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Applications for 
The Korg Ml 

In Ron Proulx 

The Ml is a sixteen voice multi-
timbral synth with ninety-nine 4-
megabyte PCM ROM samples, from 

acoustic instruments to analog and digital 
waveforms. Forty-four percussion sounds are 
included, along with a 7700-note maximum 
sequencer. 

Picture Comes To Life has used it live 
onstage and to record an album. Consequent¬ 
ly. we’ve gotten fairly intimate with this unit. 

Before we even get to the good stuff, let’s 
have a look at the owner’s manual. This is a 
good candidate for manual hell. Why can’t all 
manuals be modelled after Mark Of The Uni¬ 
corns’ Performer manual. No, that would 
make life too easy, wouldn’t it? 

OK, here we go with the important stuff. 
Great sounds! We used this thing all over our 
album. 

In terms of “being used to something", it’s 
nice to note that the Ml includes a traditional 
filter section for sound modification. FM is 
nice but somehow this seems more rational. 

The main shortcoming of the Ml has got to 
be its sequencer. There are just so many oth¬ 
er better sequencers out there. Even the SQ-
80 sequencer (similarly priced) seems like a 
king compared to this one. It’s difficult to 
make changes without lots of button pushing, 
and it allows for no editing while the 
sequencer is actually running. 

In preparation for this article 1 asked eve¬ 
ryone I met who had an Ml about the 
sequencer. No one seems to be bothering 
with it. But as a quick sketch pad it does come 
in handy. 
Picture Comes To Life uses the SQ-80 

sequencer live while slaving the Ml to it. But 
if we want to change something on the road, 
I’ve been known to load the info to the Ml, 

use its handy event edit function, then load 
back to the SQ-80. 

Fortunately, there’s a MIDI-disc drive built 
into our SQ-80 (worth its weight in gold) so 
we can save all data to disc, but I pity anyone 
who has to fork over $145 for an Ml data 
storage card. No cassette dump here, pal. 

For live work, the feature on the Ml that 
sold us was the ‘combination’ mode. In this 
mode, we’re able to play a bass part with the 
left hand, a sax in the middle of the keyboard, 
a couple of drum sounds beyond that, and a 
string pad up top. Then if we play real soft 
with the left hand a choir can enter, while 
banging harder up top brings in the Flugel¬ 
horn solo line. Meanwhile, via a MIDI-merge 
unit, a remote keyboard might access acous¬ 
tic guitar harmonics while a drum pattern is 
triggered from the sequencer, both being on 
separate MIDl-channels from the global 
channel. You can get crazy with this thing. 

One other favourite feature for us is the 
ability to pitch-bend via key pressure. 1 re¬ 
member a really ancient Roland mono synth 
that had this feature. It’s about time this be¬ 
came more standard. Good thing too, since 
the Korg joy-stick feels as cheap as it did 
when they first introduced it years ago. 

By the time you read this, Korg should 
have brought out new PCM sounds on cards 
that plug into the Ml. That should be fun. 

All in all, the Ml is a top-notch unit with a 
reasonable price tag for what it does. It’s not 
perfect and the sequencer's limited, but the 
sounds are the kind a band like ours wants to 
access, while the multi-timbral quality is de 
riguer if you don’t want eight different boards 
to cart around. 
Ron Proulx plays keyboards and guitar in a Toronto 
band called Picture Conies To Life. 

OIART 
ONTARIO INSTITUTE OF 
AUDIO RECORDING 
TECHNOLOGY 
500 NEWBOLD STREET 

LONDON, ONTARIO N6E 1K6 
_ (519) 686-5010_ 

SOUND EDUCATION 
The audio recording technology 
program is an intensive one year 
course of study designed to prepare 
the student for a career in the audio 
and music recording industry. 
Courses of instruction begin at an in¬ 
troductory level and accelerate rap¬ 
idly, combining to provide the stu¬ 
dent with knowledge and practical 
skills in all aspects of audio record¬ 
ing. 

COURSES OF STUDY INCLUDE: 

RECORDING ENGINEERING* 
MUSIC THEORY/ANALYSIS 

ACOUSTICS* 
STUDIO MAINTENANCE 

MUSIC BUSINESS* 
MUSIC PRODUCTION 

EQUIPMENT ALIGNMENT 
LECTURES/SEMINARS 

COMPOSITION ANALYSIS 
AUDIO FOR VIDEO* 

LIVE SOUND ENGINEERING 
DIGITAL TECHNOLOGY/MIDI* 

and much more... 

‘Available as part-time studies. 

Our 2 in-house 24-track studios pro¬ 
vide the professional facilities neces¬ 
sary for practical hands-on training. 
For further information, full program 
description and admission require¬ 
ments, please contact the registrar. 

• Registered and approved as a Private 
Vocational School under the Private 
Vocation Schools Act. 
• Financial assistance may be available 
to those who qualify. 

SOUND RECORDING STUDIO 
500 NEWBOLD ST. 

LONDON, ONTARIO N6E 1K6 
(519) 686-5060 

• TWO FULLY COMPLEMENTED 
24-TRACK STUDIOS 

• AUTOMATED MIXDOWN 
• AUDIO/VIDEO/MIDI 
SYNCHRONIZATION 

• ON-STAFF ENGINEERS 
AND PRODUCERS 

• PROJECT & HOURLY RATES 
• HOME OF SIGNATURE RECORDS 

CONTACT: GEOFF KEYMER 
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FRESH 
MIXES 
NOW 
AVAILABLE 
IN THE 
PRODUCE 
DEPARTMENT 

Balance your studio’s diet with 
Prezmith Engineering’s easily 
digestible problem solving 
accessories. 

We make affordable thru boxes, 
headphone amplifiers, direct boxes, 
headphone splitters and more. 

Prezmith 
Engineering 
50 CARROLL ST . STE 304. TOR M4M 3G3 416 461-4891 

Notewriter Software 
é File Edit Modify Control Windom 

d 

Typical screen from Notewriter for Macintosh from Passport Designs. 

In Benjamin Bussell 

Every program has its strengths, and 
NoteWriter’s lies in its desktop music 
publishing orientation. All notes, 

clefs, rests, bar lines, slurs, ties, etc., are 
graphic elements which may be placed 
onscreen in a number of different ways. 
Because they're graphics, all these elements 
may be moved and manipulated however you 
want — you're not locked into a preset layout. 
What you should realize from the outset, 
however, is that all this freedom prevents you 
from being able to input MIDI data and use 
the program to notate your sequences. What 
you have essentially is the musical equivalent 
to the word processor. This means it’s not for 
everyone, but remember: when you buy a 
package that transcribes your sequences, it’s 
not going to have the same flexibility for 
professional music typesetting. There are 
tradeoffs in everything, and you choose the 
right tools for the job. If your priority is top 
quality PostScript manuscripts, this may well 
be the tool for you. 

Let's see how to set up a score. NoteWriter 
is a page oriented program and it’s easy to re¬ 
late it to working on manuscript paper, as 
though you were doing the job by hand. First 
you decide on page size, margins, the number 
of staves in each system and the space be¬ 
tween them. For instance, you might want to 
have piano treble and bass clefs as well as 
another treble clef for a vocal line. The prog¬ 
ram allows you to choose a key signature for 
the piece, and will automatically place the 
appropriate sharps or flats. 

Setup is facilitated by dialogue boxes 
offering a number of preset choices, but these 
may be overridden, allowing you that 
freedom we’ve been talking about. Once in¬ 
itial settings are taken care of you're ready to 
start entering music. Onscreen you'll see a 

number of windows, all of which are active 
whether or not they are selected. When you 
first run the program you'll find three win¬ 
dows across the top of the main window 
which shows your music. 

The command window is used to select the 
mode you're in. Users of graphics programs 
will find a number of familiar tools here: the 
selection rectangle and lasso allow elements 
to be selected for editing: the text tool allows 
the creation of text boxes which may be used 
to insert lyrics, special instructions, titles 
etc.; an eraser tool sends mistakes into oblivi¬ 
on with a simple mouse click; and there are 
rectangle, oval, and line drawing tools for cre¬ 
ating custom symbols. Choose the insertion 
tool and you’re in the right mode for putting 
notes on paper. This, by the way. gives you a 
very sensible crosshairs cursor, allowing you 
to precisely locate notes and symbols. A com¬ 
mand box keeps you informed of what exactly 
you will be inserting. 

So how do you enter notes? You have a 
number of choices. First, there’s the palette 
window with a number of icons of common 
musical symbols: rests, notes, beams, acci¬ 
dentals, and so on. Simply click on one (or a 
combination of these) and you’re ready to in¬ 
sert them in your score. But there is a 
complete set of musical symbols you can 
choose by either entering simple mnemonic 
commands ( a dotted quarter note with a 
sharp would be “qsh.”) or you can call up the 
command list window from the menu, click 
on the symbol you see that you want, and 
you're ready. 
Once the command box shows you that 

you’ve got the right symbol, you simply click 
with the crosshair cursor where you want it. 

There's still another way to enter notes 
and symbols. NoteWriter has an exclusive 

22 CANADIAN MUSICIAN 



SONGWRITERS 

feature known as QuickScrawl. The program 
is smart enough to recognize your freehand 
input. Each note or symbol has a correspond¬ 
ing gesture you draw on the screen with the 
mouse and then, instantly, the correct note in 
perfect laser quality form pops on into your 
score. You really have to try it for yourself to 
appreciate this feature, but you can take it 
from me — it works beautifully and boy is it 
fun! 

There are various alignment aids to help 
you get your manuscripts looking the way 
you like, and you can stretch or compress 
notes to fit where they look best. You can get 
exotic, too, if you like. Staves may be custom 
created with any number of lines and spaces, 
and you can create guitar tabulature or spe¬ 
cial drum symbols, to name but a few of the 
possibilities. 
One of the most important features for 

publishing purposes is the ability to create a 

manuscript and then save the file in an EPSF 
(PostScript) format, making it possible to ex¬ 
port to other desktop publishing or graphics 
programs. Files may also be saved in 
MacPaint (bit mapped) format, and the Mac¬ 
intosh scrapbook is supported as well. The 
Sonata font from Abode is used for 
NoteWriter output on a laser printer. 

The proof is in the pudding. What you see 
when you print out your manuscript will con¬ 
vince you that computer music notation is 
here to stay. NoteWriter combines ease of 
use with complete flexibility — it won’t take 
you long to get the hang of things. The 
manual is exemplary in its straightforward 
description of tools, editing tips, index and 
overviews. Full points to Passport on this 
package. 
Benjamin Russell is a sinper/composer/recording 
artist based in Montreal. 

The Alesis Quadraverb 

by Benjamin Russell 

The Quadra Verb takes a giant leap into 
programmability, something Alesis 
opted to omit in previous reverbs in 

the interests of simplicity and keeping costs 
down. And it’s a heck of a lot more than a 
reverb with user memories; it incorporates 
an equalizer, delay unit, and pitch module for 
chorus, flange, detuning, and Leslie effects. It 
can do up to four of these effects at a time at 
an excellent frequency bandwidth of 20Hz-
20kHz, thanks to a 24 bit microprocessor, and 
16 bit input/output circuitry. Put this next to 
the original MIDIVerb in a taste test and 
you’ll think it’s a joke, the Quadra Verb is that 
much better. 

How does it work? You have 90 preset ef¬ 
fects to choose from when you first power up. 
You can change them and store your changes, 
overwriting the originals if you want, or you 
can save them in an additional ten user desig¬ 
nated slots. Any of the original presets can be 
recalled at any time, as they are stored per¬ 
manently in ROM. There are plenty of great 
effects to choose from straight out of the box: 
various halls, plates, rooms, chorused 
reverbs, flanged delays, etc. I loved the 
preset “Amazing Bass”, and if you want to go 
for that Colin James clean guitar sound, 
check out “Electric Blue”. 

However, if programmability is what at¬ 

tracted you. you'll want to roll your own. Con¬ 
sidering the potential complexities of the 
QuadraVerb, this is surprisingly easy to do. 
The first step is to choose a configuration. 
There are five to choose from: 1) 3-band EQ 
with reverb (the reverb can also be chorused 
in this configuration); 2) 5-band EQ with 
pitch effects and delay: 3) Graphic EQ and 
delay; 4) Leslie, delay and reverb; 5) Quad 
mode — 3-band EQ, pitch effect, delay, and 
reverb. 

Each effect has a number of variable pa¬ 
rameters. One of the QuadraVerb’s most ex¬ 
citing attributes is its MIDI implementation. 
Up to eight of the parameters may be pro¬ 
grammed for real time control via MIDI from 
any user assignable controller. 

The sheer number of adjustable parame¬ 
ters and various page displays on the 
QuadraVerb begs comparison to a 
synthesizer. I’m sure it won’t be long before 
you’ll see editor/librarian programs for your 
favourite computer to help you keep track of 
your effects creations. 

The QuadraVerb is designed to interface 
with anything from a guitar to a mixing con¬ 
sole. With such a high ratio of features/specs 
and price, Alesis is sure to sell a ton of these 
digital Swiss Army knives. 

If you 
write songs that 
may be broadcast 
or performed in 

concert, you could 
be losing out 

on performance 
royalties. 

PROCAN can fix that! 

Call or write: 

ITO canana 
SUB 

PERFORMING RIGHTS 
ORGANIZATION 
OF CANADA LIMITED 
41 Valleybrook Drive 
Don Mills. Ontario M3B2S6 
(416)445-8700 

Montreal: 849-3294 • Vancouver: 688-7851 
Edmonton: 468-0905 • Halifax: 454-6475 

FISHMAN 
TRANSDUCERS 

Amplifying Products 
To Make Instruments 
Sound As Great As 

They Can 

• BP-100 BASS PICK-UP 
• V-100 VIOLIN/VIOLA PICK-UP 
• C-1OO CELLO PICK-UP 
• M-1OO MANDOLIN PICK-UP 
• AG-125 ACOUSTIC GUITAR PICK-UP 
• AGP-2 ACOUSTIC GUITAR PRE-AMP 
• MODEL B TRANSDUCER INTERFACE 
• MODEL G TRANSDUCER INTERFACE 
• ADT-100 ACOUSTIC DRUM TRIGGER 

AVAILABLE AT ALL 
QUALITY CONSCIOUS 

MUSIC STORES 
EXCLUSIVE CANADIAN DISTRIBUTION 

WES-CAN MUSIC 
2314-124TH ST. 

WHITE ROCK, BC V4A 3M8 
TEL: (604) 538-6666 
FAX (604) 538-9414 

CANADIAN MUSICIAN 23 



YAMAHA 
COMMITMENT 

It shows. In our heritage. And 
in what we're doing today. 

It starts with an idea. A spark 
conceived in the mind of one 
person that can end up bringing 
music to millions. 

It might be a breakthrough 
product like the new Disklavier® 
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commitment shows in advancing 
technology beyond the limits. 
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tradition into tomorrow. 
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Education System, Junior Original 
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Guitar and Surrealism 
by Michael Repoulis 

When the classical guitar pieces “Re¬ 
flections of Dali,” “A Dionysian 
Dance” and “Dancing Witch” were 

harmonically formed back in 1982, my 
thoughts were focusing on some of Dali’s psy¬ 
cho-analytical paintings such as “Dismal 
Sport." “The First Days of Spring,” and “Por¬ 
trait of Freud." 

“Relfections of Dali" is composed in a Ro¬ 
mantic style in G Minor with mirrored pas¬ 
sages, i.e. repeats of the theme in its inver¬ 
sion. “A Dioysian Dance,” also with a roman¬ 
tic harmonic structure and a tremolo passage, 
would remind one of an ancient Mediterrane¬ 
an soothing song. 

Starting the phrase on an anacrusis in “Re¬ 
flections of Dali”, guitarists should go up the 
scale in a legato to the chord of G Minor. On 
the left hand one should start with the second 
finger, followed by a slur with fourth then 
first finger on the second fret of the E string 
going up with second and fourth fingers to a 
full bar to the end of the phrase. 

“A Dionysian Dance” should start with an 
open D string and the A on the second string 
on the tenth fret, coming down with the sec¬ 
ond finger followed by the fourth on the G 
string, tenth fret. A full bar will sustain the B 
flat note on the E string of fret six right to the 
cadence. Playing the C7 flat 9 chord doing a 
glissando down to A7 flat 9 chord, with notes 
D and B flat on the E string, would sound bet¬ 
ter if it’s done with a vibrato. Again, a full bar 
on the seventh fret with the third finger on 
the B flat note followed by the fourth with 
two grace notes, C sharp and D, will bring one 
to the cadence. 

“Dancing Witch” in A Minor has its synco¬ 
pated rhythms, a middle section that is me¬ 
lodic and filled with slurs, and the last section 
has arpeggios building to a climax with mir¬ 
rored sextuple notes and with two fermatas 
before ending on the tonic chord of A Minor. 
“Dancing Witch” should be played in a 

staccato manner with emphasis on the open 
A. Guitarists should start with the third fin¬ 
ger on the seventh fret A and the first finger 
on the G string fifth fret C, going down with a 
glissando to F sharp and B. and down to 
F and B flat to E and A, sustaining these 
thirds and fourths with a vibrato until the 
open A is plucked with the “P” finger 
(thumb). The phrase is repeated twice in this 
piece. The second phrase has the same fin¬ 
gering on the third and fourth strings. From 
C Major chord in full bar it comes down 
chromatically: B Major to A Minor in arpeg¬ 
gios. Notice the accents are on the C and B, 
which is an upbeat, creating a syncopation. 

© 1984 by Sunrise Publications 
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What Can You Get For $500? 
by Benjamin Russell 

Benjamin Russell is a singer/composer/recording artist based in Montreal. 

was, could she just push a button and get 
some sounds she could live with? The answer 
was yes. Easily accessible on board are 30 of 
what Casio calls "Preset Tones.” Again, none 
of these is going to shame a good sampler, but 
the sounds are much better than what I had 
expected. Along side very’ usable piano, harp¬ 
sichord, bell, and flute presets are found a 
couple of sets of sound effects. I wouldn’t 
want to be caught dead letting people know 
this, but just between you and me, 1 was 
starting to have fun! Fading in and out street 
sounds, cowboys, storms, birds and waves 
kept me amused a lot longer than 1 like to ad¬ 
mit. 1 knew my aunt would love it. Checking 
through the manual, I found a lot more 
sounds (465 in all) and layers of sounds which 
could be accessed with a couple of button 
presses. There would be plenty here to keep 
her busy for a while. 
Now we come to the stuff I've always 

looked down my nose at in these home key¬ 
boards — preset rhythms, auto-accompani-
ment, and the like. Jeez, you can’t take it seri¬ 
ously! But wait. The choice of 20 auto¬ 
rhythms did a fine job and with those drum 
sounds 1 mentioned a minute ago, it made for 

on, I began to see why. I know it’s giving away 
the end of the story to tell you I bought my 
aunt a Casio CT-460 with full size keys and 
stereo speakers, but bear with me. It's like 
one of those Columbo mysteries. They tell 
you right off the top who did it — the trick is 
to see how Columbo catches them. In this 
case, the Casio caught me. Here's how. 

The first thing that grabbed my attention 
was that this baby sports MIDI. Not as gran¬ 
diose as the high end keyboards I've known, 
but a lot more than what I expected. The in¬ 
ternal six voices can be split multi-timbrally 
between MIDI channels 1-4, each playing a 
different sound. Hmm...lt’s not velocity sensi¬ 
tive. but it can handle MIDI patch changes, no 
problem. It’s also capable of syncing up with 
other MIDI gear either as the slave or mas¬ 
ter. 

When I realized the internal drum sounds 
could be accessed over MIDI I was really in¬ 
trigued. The drum sounds are digital samples 
stored in memory and they’re pretty good — 
nothing to put 16 bit drum machines out of 
business, but the sound quality is as good as 
many small dedicated drum machines. 

Enough of this MIDI stuff — aunt could 

ins with the appropriate buttons 
and you’re cooking in no time. I 
remembered my first drum ma¬ 
chine (for which I paid about 
$500). The CT-460’s sounds put 
it to shame and what am I 
getting uppity about preset 
rhythms for? That old drum ma¬ 
chine wasn't programmable ei¬ 
ther. Suitably humbled, I pre¬ 
pared to check out the auto¬ 
accompaniment features. 

This works by splitting the 
keyboard, the upper half being 
for you to play melodies or what 
have you, while the lower is des¬ 
ignated to operate in one of sev¬ 
eral different auto-accompani¬ 
ment modes. The simplest of 
these Casio calls the “Casio 
Chord System". You play the 
root of whatever chord you want 
and the CT-460 does the rest 
based on which auto-rhythm has 
been selected. 

Add any other note above the 
first and you have a minor chord, 
two above the first is a seventh, 
and three above the first gets 
you a minor seventh (that’s all 
the chords it recognizes in this 

mode). It’s just a touch confusing at first be¬ 
cause, except for the root note, the pitch of 
the others doesn’t matter at all, but you get 
the hang of it in no time. There are also two 
fingered modes to choose, which allow you to 
actually play the notes of the chord yourself 
while the auto-rhythm section generates ac¬ 
companiment. Again, this whole automatic 
thing turned out to be more fun than I felt 
was good for me! 

What else can we find here? Well, there’s a 
rudimentary sequencer which can store up to 
1250 notes as well as remembering rhythm 
changes. Auto chords don't take as many 
notes in the sequencer as if you had actually 
played them so using the auto accompani¬ 
ment takes you pretty far in sequencer mem¬ 
ory. 

When 1 think of when I first got involved 
with machines, it makes me sick to think I 
spent three times as much money to buy a 
couple of keyboards and a drum machine 
which didn’t deliver anywhere near as much 
music power as the CT-460. I was jealous of 
my aunt when I finally turned the keyboard 
over to her. Oh well, at least I can say I've got 
professional stuff. So there! 

Let’s get it straight. I con¬ 
sider myself well-versed 
in modern electronic mu¬ 

sical technology — ask me about 
FM. LA. analog, digital, comput¬ 
ers. sequencers, samplers, edit¬ 
ing programs, direct-to-disk 
recording systems. But when my 
aunt came to me — the supposed 
expert — for advice on what to 
buy in the way of a home key¬ 
board, I was stumped. Ask me 
about the Synclavier or Fairlight 
and I can speak intelligently, but 
those little jobs with auto presets 
and rinky dink rhythm sections 
— give me a break! But you can't 
say that to a favourite aunt... 

I donned my dark glasses so 
no one would see me looking at 
those keyboards, and did a little 
research. I was surprised by 
what 1 discovered. 

Chances are if you don't own 
one of these little beggars, some¬ 
body you know does. There is a 
huge market for them, and a lot 
of manufacturers are falling all 
over themselves to supply the 
hordes of people lining up to buy. 
When I actually got a little hands 

care less about it. The most important thing a super instant drummer. Add intros and fill-
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If Michelangelo had a QUADRAVERB, 
he might have mixed music instead of paint. 
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Michelangelo would agree, 
QUADRAVERB is a masterpiece. 

Introducing the Alesis QUADRAVERB. An all-new 16 bit digital, simultaneous 
multi-effects processor and dead-serious musical tool. With QUADRAVERB, 
your mixes will be mirror images of the sound in your head. No letdowns. 
No noise. No nonsense. No boundaries between art and creation. 

See your Alesis dealer today and hear what 
state of the art really means. 

Inside, QUADRAVERB is alive with colors. Chorus, flange, 
phase shift, pitch detune and delay... all in stereo, to give 
your music depth and space. For absolute tonal control 
there are 5 bands of parametric and 11 bands of graphic 
e.q. And, of course, there's the unmistakable clarity 
and drama of the award-winning Alesis digital reverb 
programs. 

It's true. Music and painting are very similar. A stroke of red, a touch of chorus. A splash of blue, 
a wash of reverb. Either way, it's art. And every artform has its masterpieces. And its tools. 

Canadian Distributor: 
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Phone (604) 464-1341 
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Toronto: 
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QUADRAVERB on your next mix... plug it into your 
instrument rig... perfect your sound. 

With full programmability, 100 memory slots, and 90 factory 
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Mastering Chord Connections 
by George Koller 

In this column. I’d like to begin by ad¬ 
dressing the subject of chord connecting, 
using a simple method exercise I’ve de¬ 

veloped for my students. 
They are written out as four quarter notes 

to a bar, implying swing jazz, though with 
rhythmic values added, they can be adapted 
to all musical forms. Later on, as these pat¬ 
terns are combined, you can construct logical 
and interesting bass lines. 

The ultimate purpose of this practice is to 
tune your ears and quicken your reaction 
time. When a chord chart is placed in front of 
you, any traces of hesitation should disappear 
and your bass line will flow like oil. How? 
Why? Because you can grab on your bass 
what you hear in your head, because your 
fingerings have been practiced, and your 
mind is full of possible phrases. 

This opening series of four bar patterns 
should be played without excess hand move¬ 
ment — stay in one position and use all open 
strings! Learn to use open strings to provide 
reference as you’re reading charts. 

I use numbers as well as notes for this sys¬ 
tem. We will move to the F(I) chord, to the B 
flat(IV) chord, to the C(V) chord, and back to 
the F(l) chord. 

Each chord implies a basic eight note 
scale... (e.g.) F chord has these numbers as¬ 
signed to its major scale: (F,1)-(G,2)-(A,3)-(B 
flat,4)-(C,5)-(D,6)-(E.7)-(F becomes 8 or 1). 
These numbers are written underneath 

the notes — the numbers show the interval 
relation to the tonic note of the chord you are 
playing. (2 is a second) (6 is a sixth) etc. 

Here are some preliminary possibilities for 
quarter note movement between these 
chords. For now, each pattern uses the root of 
each chord as the opening note. When you 
become comfortable with each line, you can 
start mixing patterns. 
MIXING PATTERNS: Play pattern 1 for the 
first bar, then use pattern 2 for the second 
bar, back to pattern 1 for the third bar, and 
pattern 2 for the fourth bar. 

Now play pattern 1 for bar 1, pattern 2 for 
bar 2, pattern 3 for bar 3, pattern 4 for bar 4. 

You can alternate any pattern for any of the 
four bars — you are making instant bass 
lines. 

After you have mastered this, play the ex¬ 
ercise in all twelve keys. Then play them 
through the cycle of fifths. 

(George Koller is a freelance acoustic 
and electric bassist who specializes in 
contemporary jazz.) 

Bb(IV) 
bar 0 

C(V) 
bar 0 

F(I) 
bar 0 

F(I) (optional 
bar0 8ve higher) 

r-l-f H-r+H-id J J 
z ha a ■ r ■ ■ r ' 

a ■ "* * a F 7 7 2 3 1 1 2 l 3 1 1 h 3 p p £ ß 
1 — 1 ■ _ — a t a a 1 

7 a ha r r a a . 
1 - Il 1 a a . 

* 3 5 3 1’35’3 1'3 5'3 *353 

1 1 1 
CV 

Z ha a r a • r a ’ - a Pa t a f -a 7 2 3 1 2'3 1 1'2 31 7237 
fcY a a ■ ■ 
Z a a k- F a a a 
’ a v* 1 a 

* 5 3 5 1 5'3 5 15 35 7 5 3 5 

J 1 r a J J F J -z a k- F a a r a 
a a 

**53 1 1 '5 '3 115 '3 * * 5 3 

tv 
J-i a 
' - Pa a a I 

r T 2 i r 1121 11 ’2 1 7757 
1 a 1 

a B 1 • r1 - — r la 1 — 
z ■ r ha r a a r 

- I ?* 1 1 " 1 
* 3 5 '6 1 '3 5 6 1 '3 5 6 * 3 5 >6 

a P a ■ ~ ■ 1 
a r V ha a a F a I Pa 1 7 5 16 1565 1565 75 ’6 5 

1 a a 1 
* I- — i - F 1 — 1 — 
y r " r h* " r " r ’ pa 

* ’6 5 ’6 1 6 5 6 1 6 5 6 * ’6 5 >6 

1 a 1 
•1. — r — 1 a — I 

r a ha r • r * 1 J 1 pf II“ 7 16 5 : 1 6 5 '3 1 6 5 '3 7 '6 5 3 

I I — 1 A ■ 1 
z kJ a kJ r r " r j n* a ’ ■ Pa " P* 1 a V97 3 4 5 1 I3 '4 5 1 3 4 5 7 3 4 5 

— i i ■ a 1 . r PF a J r a J i a k - k- F a r a k-
r J a I'»’ 1 j a 

* 5 4 3 15'4’3 154'3 *543 

II 1 1 
Z k- - V "ï 

■ I — 11 K-

7 ’^2 7 1 k2 2 1 1 Ik2 >2 1 7 'Í2 n2 7 
1 1 

IV I ■ 1 L L 
•I- 1 k- 1 _ ba Ha .. .. _ y . 11. 
9 - ba hi 1 P* f ! Ill - ba ha 

* 2 '3 12 ,t3 13 1 12 '^ 3 '3 7 2 ' 3

1 1 1 
Z k- na na _ F ■ a V? r “ 

i Lo o li i Ilt It k 1 

28 CANADIAN MUSICIAN 



SAMPLE THE BEST. 

SPECS . . quietest silent-sample playback.” 
USER-FRIENDLY — "... logical, clear, concise and easy to use.” 
PERFORMANCE — . lowest overall distortion average.” 

SOUND - “. . prime contender for overall best.” 
Today's music requires the best tools to 
achieve the quality sound we are used 
to on C.D. recordings. The Akai S1000 
Family of 16-bit digital samplers pro¬ 
vides the best quality sound at an afford¬ 
able price. The S1000 is also available 
with a 40-megabyte internal hard disk, 
(S1000HD), and in a play-back only ver¬ 
sion, (S1000PB). All SIOOO’s combine 16-
bit resolution with a 44.1 kHz sampling 
rate for stunning reproduction. Sample 
an S1000 today. Write for information. 

AKAI 
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Phone: (817) 336-5114 FAX: (817) 870-1271 

Canadian Distributor: 
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Practicing At Slow Tempos 
by Garth Breit 

Few things can be more exhausting and 
frustrating than playing singles and 
doubles at slow tempos on a metro¬ 

nome. With each click the arm muscles tight¬ 
en, the back aches, the mind wanders and, af¬ 
ter just one click too many, the metronome 
flies across the room. Unfortunately, this type 
of activity, along with other simple pleasures 
such as smashing offending alarm clocks, 
cannot be supported for long on a drummer’s 
salary. 

Solace may be found in realizing that play¬ 
ing slow is actually more difficult than play¬ 
ing fast. Though the former may be tedious 
and difficult, it is imperative if one’s concept 
of time is to be strengthened. 
Respected Canadian drummer Rick 

Gratton once said that more can be learned in 
ten minutes of fully attentive practising than 
in ten hours of unfocused exercise. Playing 
slowly forces the mind to focus, not only on 
the metronomical beats, but also on the space 
between them. These spaces are too large to 
ignore, and in order to play properly the mind 
must not wander. 

When doing the following exercises, it may 
be helpful to keep these points in mind: 
1. Before you begin to play, listen to the met¬ 
ronome. Try to get a feel for it. 
2. Make your strokes even and accurate, hav¬ 
ing the same height and volume for both 
hands. Use a mirror if necessary. 
3. Keep the sticks falling to the centre of the 
pad or drum. 
4. Sing interval notes between the clicks to 
help you feel the tempo, (e.g. When playing 1/ 
4 notes, sing 1/16 notes to yourself.) 
5. Don’t spend too long on these exercises. 
Ten to fifteen minutes a day will suffice, but 
concentration is imperative. 
Use the following stick patterns for each of 
the exercises at right: 

a) R R R R 
b) L L L L 
c) R L R L 
d) R R L L 
e) R L R R L R L L 

:ii ,2> ii;rm rm 
Though these exercises may not seem diffi¬ 
cult, to make them feel good at this tempo is 
very demanding. For more exercises see 
George Stone’s Stick Control. 

Learning how to groove and play in a band 
situation should be the goal of every drum¬ 
mer. It all comes down to listening to other 
members in the band and interacting with 
them. Hopefully these exercises will improve 
your listening abilities, your concentration, 
and your time. 

j i rm O i :ii 
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A Daily Practice Routine 

John Macleod is an active jazz and freelance studio musician based in Toronto. He has recorded numerous jazz albums with The Boss Brass. Rob Piltch and Mike 
Murley. among others, as well as his own album. Ruin. He also teaches jazz at York University and is currently playing in the orchestra for the Canadian production 
of Les Miserables. 

bv Jolin Macleod 

If you’ve ever played in a stage band or been enrolled in a music school with a 
jazz program; if you hang out in jazz or 

r&b clubs or go to hear big bands in perform¬ 
ance; even if you only listen to music on the 
radio, you must be aware of one thing: the 
world is full of saxophone players who can 
improvise and sound great. They say in New 
York City that if you were to spit from the top 
of the Empire State Building, there’s one 
chance in four you’d hit a tenor sax player. 

The truth is I’ve always been envious of 
saxophone players. As a brass player, there 
are a number of reasons for me to feel this 
way. But mainly it’s because of the amount of 
time their instrument allows them to practice 
and because of the results they are able to 
achieve from the hours they put in. 

I’ve often joked that I’ve never met anyone 
who couldn’t play the saxophone. This is, of 
course, totally unfair. I have heard many 
young sax players that I didn't think had 
much going for them prove me wrong after 
relatively short periods (say a year or two) of 
intensive practice. Almost everything saxo¬ 
phone players practice relates directly to im¬ 
provising and it seems clear that this ap¬ 
proach, when applied with diligence, works 
well for them. 

As a trumpet player and life long student of 
jazz. I have found that while the spirit may be 

willing the flesh is weak. I personally would 
love to practice jazz all day long (I really 
would) but I think for we members of the 
brass fraternity, a more scientific and patient 
discipline is suitable. 

Here’s an approach I’ve developed over 
the years which has allowed me to cover as 
much material related to jazz playing as pos¬ 
sible without losing sight of my development 
as a trumpet player. 

I begin by dividing up my practice time into 
shorter sessions spread out over the whole 
day. Although some players like to play for as 
little as fifteen minutes at a time spread out 
over the day, I tend to break it up into three 
sessions of 1 to 1-1/2 hours. 

Early in the day I do my daily trumpet rou¬ 
tine. This is aimed specifically at sound pro¬ 
duction and includes all the usual warm ups, 
long tones, harmonic slurs, double octave 
scales, lip-flexibilities, etc. I’ve been doing 
this routine for so long it's like brushing my 
teeth in the morning. It's still the most impor¬ 
tant part of my practice day. 

Sometime later in the afternoon I warm up 
on some light chromatics and scales, just to 
get the chops loosened up again. 1 like to 
work on some tonguing exercises and I’ll go 
through some Clarke’s technical studies and 
some Arban etudes to help refine my tech¬ 
nique a little. 

By this point my chops are usually feeling 
pretty good (or as good as they’re going to) 
and I’ll start work on some jazz related 
studies. I may pick one or two patterns to 
work. While I’m still fresh I like to practice 
phrases which take me into my top register. 
I've never been a great high note player but 
I've found this kind of practicing has helped 
my chops and ears get familiar with the feel¬ 
ing of making music up there. I also like to 
play through transcribed solos, either out of 
books or ones I’ve done myself. 

If you’re not working at night and it’s cool 
for you to practice in the evenings where you 
live, it’s good to do some more playing. This 
session can also be fairly unstructured. There 
are a number of things I like to work on, in¬ 
cluding some saxophone studies Pat 
LaBarbera showed me a while back. 

This evening routine is a good chance to 
experiment. Play through the chord changes 
of tunes with a metronome or the ever popu¬ 
lar Jamie Abersold records. If you’re lucky 
enough to own some recording equipment, 
one of the most enlightening and educational 
experiences I can recommend is to record 
yourself along with Jamie and the boys, or 
with other musicians, and learn from the 
things you like and don’t like about your own 
playing. 
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The R-8 brings you the sound & features that 
other makers reserve for their most expensive 
machines. 

To multiply your recording options, the CAM 
DRIVE R-8 includes SYNCHRONIZATION and 
SERIAL PORTS for flexible synchronizers and 
MIDI time code applications. 

The Remote Control features 10 point AUTO 
LOCATE, AUTO RECORD, AUTO RETURN, ZONE 
LIMITS, REHEARSAL MODES as well as housing 
8 DUAL SENSITIVITY METERS, 2 LED TIME 
READOUTS and an abundance of LED status 
indicators. 

All this and the Remote are included for 
a price you can't afford to pass on. 

WORLD CLASS SOUNDS A LOT CLOSER 

DISTRIBUTED IN CANADA BY: 

ERIKSON PROFESSIONAL PRODUCTS 
378 ISABEY ST LAURENT. QUE. H4T 1W1 
MONTREAL (514) 738-3000 
TORONTO (416) 764-6350 
VANCOUVER (604) 438-9212 
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One of the biggest headaches you endure as 
a performer is setting up and tearing down your 
sound system. Is there enough space for it on 
stage? Or in the truck? Is it easy to transport? 

The S-200 eliminates the numerous size and 
weight problems you’ve encountered with other 
systems. That’s because it’s the smallest, most 
powerful speaker in its class. 

Size doesn’t limit the S-200’s versatility, 
however. 

Whether you use it for vocal mains, floor 
monitors, keyboard monitors or sidefills, this 
speaker literally fits the bill. 

Best of all, it sounds BIG. 
The S-200 is rated at 300 watts long 

term . . . with 1200-watt peaks. 
Its constant-directivity horn, driven by a 

Super-Dome™ high-frequency driver, makes 
efficient use of acoustic power, resulting in crisp, 
clean highs. 

The room-filling low end is delivered by a 
300-watt Pro Line woofer. Additional low-
frequency output down to 40 Hz can be achieved 
in conjunction with the S-200 active EQ. 

Plus, it’s a snap to mount either vertically 
or horizontally utilizing the optional 1 00BK 
speaker stand. 

The S-200’s components are housed in a 
virtually indestructible Roto Mold cabinet that 
weighs only 36 pounds. And they’re backed by a 
five-year warranty. 

See your local EV dealer for a hands-on 
demonstration. Or write us for a competitive 
breakdown. 

Why handle more baggage than you have to? 

Eleclrol/oice 

600 Cecil Street, Buchanan, Ml 49107,616-695-6831. In Canada: P.O. Box 520, Gananoque, Ontario K7G2V1 
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That’s just a sample of the talent covered by Canadian Musician in the last year. 

As Canada’s only magazine devoted to the needs of Canadian musicians 
everywhere, we cover more product news, more pro practice tips, and give you 
more business advice, in most cases prepared exclusively for you by the pros 
themselves. Canadian Musician tracks the progress, attitude and techniques of 

Canada’s most promising artists. 
Get in on the action! 

SUBSCRIBE TO CANADIAN MUSICIAN TODAY! 

Name _ 

Address_ 

City_ 

Prov. I State_Code_ 

(Please check one) 
Inside Canada 
□ 1 yr. $15.00 
Outside Canada 
□ 1 yr. $19.00 

□ 2 yrs. $26.00 

□ 2 yrs. $34.00 

□ 3 yrs. $35.00 

□ 3 yrs. $47.00 

□ 5 yrs. $51.00 
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Charge to my Master Card □ Visa □ American Express □ or Bill Me □ (please check one) 

Card No. _Expiry Date _ 

Signature _ 
Complete and mail today to: 
20 Holly St., #101 
Toronto, Ontario M4S 2E6 
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□ Amateur Musician 
□ Music Educator 
□ Renewal 

□ Music Dealer 
□ Recording Studio 
□ Other_ 
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Warmups & Improv During Practice 
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The first few choruses of Paul Gonsalves’ solo on Salt and Pepper 

from the LP "SALT AND PEPPER" JAS26 on IMPULSE RECORDS 

hen I pick up my horn to practice, 1 
always start with the sound. Blow¬ 
ing long sustained notes at all dy¬ 

namic levels through the full range of your 
horn is a good way to build control and 
strength. Using crescendos and decre¬ 
scendos, isolated and together to form a 
very slow air vibrato, will open the throat and 
strengthen embouchure and abdominal mus¬ 
cles. Work on articulation can be applied to 
the same set of parameters: soft, medium and 
loud, and low, middle and upper registers. Al¬ 
ways listen for consistent intonation, compar¬ 
ing harmonic fingerings as well as fifths and 
octaves. Another technique worth spending 
regular practice time on is that of 
improvisation. Use the first idea that comes 
and develop it, instead of using and discard¬ 
ing five good ideas in succession without de¬ 
veloping any of them. Start with something 
that establishes a strong rhythmic feel or me¬ 
lodic idea and make the next phrase a logical 
development. 

Sometimes when practicing this it is neces¬ 
sary to blow over the same tune for a long 
time to satisfy or even tire out the thinking 
side of the brain so the intuitive side can take 
over. 

For Paul Gonsalves, improvising jazz music 
was as natural as breathing. Being the fea¬ 
tured soloist with Duke Ellington for twenty-
five years, he had the opportunity to develop 
his own unique, swinging style of playing the 
tenor sax. His single most famous solo is of 
course the reknowned twenty-seven 
choruses of blues performed live at the New¬ 
port Jazz Festival in 1956, where it is said that 
the audience of more than seven thousand 
people almost burst into a riot by the seventh 
chorus, and that police and promoters were 
trying to signal Duke to stop the concert for 
fear of someone getting hurt. 
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Absolutely 

Scientifically designed wrap wire specifications 
coupled with computer controlled feeding and 
tensioning systems equal consistantly brilliant 
sounding bass strings. 

Superior in sound and design, XL bass strings 
are absolutely brilliant! 
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Is It Real or Is It MIDI? 
Part Two: Film And Television Soundtracks...In Stereo! 
by Jim LaMarche 

Jim LaMarche is an instructor at Trebas Institute in Toronto. 

Last issue, we touched on a few con¬ 
cerns for career minded musicians to 
think about. For those who seek to 

make a living creating music, all options 
should be considered carefully. 
TUNING AND TIMING 
MIDI presents any musical mind with 
unlimited options. Most of the cassette 
demos that I receive suffer from two major 
flaws — tuning/intonation and timing/meter. 
If the many sounds in a recorded production 
are not synched in pitch, they will subcon¬ 
sciously turn off your listeners. Even the 
smallest discrepancies will create an 
unwanted dissonance, or ‘beats’ between the 
instruments. This sonic ‘garbage’ will build 
up (over 8,16, 24 tracks) and ultimately mask 
the real human emotion that you intended to 
present in your recording, leaving your audi¬ 
ence with a bad taste in their ears. Similarly, 
if all of the musical elements in your 
production don’t ‘synchronize’ in perfect time 
(or real close), then you will lose your listen¬ 
ers again, because the track you created is 
uneven or inconsistent. If your song has an 
infectious, hypnotic and flawlessly timed 
‘groove’, this will give your listeners some¬ 
thing easy to latch on to, maybe for the whole 
ride. 

MIDI is an extensive tool which tackles 
both problems with ease. Beyond the proper 
use of electronic tuners and most importantly 
— a good ear — most MIDI synths have a 
master tune function, which aligns the pitch 
on all of the internal sound generators, leav¬ 
ing you — the operator — with total control 
over the ‘fine tuning’. MIDI sequencers can 
record whole performances, with inherent er¬ 
rors. then be ‘auto-corrected’ or ‘quantized’ to 
the time that you really intended. Of course it 
is important to work with a click/metronome 
track (generated by the sequencer) in the 
early stages. For those who might complain 
about quantization making their recordings 
sound too mechanical, try ‘partial 
quantization' (%quantize), only on the sec-
tions/bars that need to be fixed. 
CAREER ALTERNATIVES 
These simple techniques, when coupled with 
some basic MIDI gear, will vastly improve 
the sound of your recordings and make you 
sound like a much better musician that you 
just might be. Regardless of whether you’re 
recording a classical piece or a rock tune, 
tuning and timing are universal musical ele¬ 
ments and both should be treated with the ut¬ 
most care. For those who now have a basic 

understanding of these MIDI recording tech¬ 
niques, career alternatives (other than bands) 
may include composing/producing original 
music for: 
1. Corporate/Industrial — A/V presentations 
(ie: IBM, Sony, General Motors, etc.) 
2. Commercial — 15, 30 & 60 second jingle 
spots for TV, radio and film theaters 
3. Feature film and television soundtracks. 
What do Miami Vice, Star Trek (the Next 

Generation) and the new Twilight Zone ser¬ 
ies all have in common? You guessed it — ex¬ 
tensive use of MIDI computers, synths and 
samplers. Once basic sequencing skills are 
mastered you are ready to enter the great 
world of Film/TV. There are literally 
hundreds of projects on the go out there in 
Canada right now, most requiring original 
music recorded and tailored to fit the 
pictures and all for discerning TV audiences. 
These programs are all being broadcast in 
stereo, to MTS decoded households, which 
makes these kinds of jobs even more exciting 
to work on. Most of the music you hear on TV 
is created with MIDI! 
FIRST, SYNC UP 
The missing link which joins MIDI to these 
projects is the SMPTE code. This complex 

timing code breaks the picture (and music) 
into 30 frames/second, from which you can 
slave your entire MIDI system from a VCR 
master, utilizing one of the existing (software 
based) SMPTE-MIDI converters currently 
on the market. In short, your SMPTE code 
will synchronize with the one recorded on 
track 2 of your client’s VMS or 3/4" ‘work¬ 
print’, and you will be synched to picture 
(track 1 is usually dialogue). Once this is 
done, all of your ‘cues’/musical segments can 
be timed with corresponding ‘hit points', 
indicating musical changes to picture. A 
tempo map should then be constructed and 
each cue’s selected tempos saved into memo¬ 
ry for the future production, all driven by the 
SMPTE code on the VCR. Once this is set up, 
all you need are some nice sounds and your 
ability to compose, using your instinct and 
talent. Start layering in sounds, (ambiences, 
rhythms etc.) — being in the MIDI domain 
means that everything can be time shifted, 
edited, transposed etc. with ease — leaving 
the ‘creative process’ to do what it does best. 

Next issue, we’ll assemble a few personal 
MIDI systems, and look at some of the op¬ 
tions and necessities depending on your 
needs in MIDI: Musical Leggos... Let's Build! 
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Using MIDI Effectively 
I» Robert Di Gioia 

Robert DiGioia is an engineer at Metalworks Studios in Toronto. 

In its infancy, MIDI was quite simple in what it did, and how it did it. The basic 
idea was a means of providing control 

over two keyboards from a single keyboard. If 
you connected a MIDI cable from the MIDI 
Out of one keyboard to the MIDI In of anoth¬ 
er keyboard, and if you made sure they were 
both on the same channel, you would be able 
to have two keyboards playing the same part, 
simultaneously. 
Thus, through MIDI, keyboard players 

were suddenly able to achieve that “wall of 
sound." By combining the sounds of two or 
more keyboards together, very interesting 
textures never before heard were now sud¬ 
denly available. 

MIDI drum machines were soon available 
followed by MIDI sequencers. With these 
three elements all MIDIed. we have the be¬ 
ginnings of the MIDI studio. 

Many techno-pop records came out of this 
era in MIDI history. Many of these records 
were also starting to come out of people’s 
basements and bedrooms. 

Today MIDI is no longer just for keyboards 
and sequencers and drum machines. MIDI 
control is available to just about everybody 
who plays a musical instrument. Guitar play¬ 
ers can now use MIDI as can drummers, 
wind instrument players and even the person 
who wants to play only his grand piano. 
Sound engineers both live and in the studio 
have come to rely on MIDI for quite a bit of 
their work. 

With all the recent developments in MIDI, 
retailers have had to develop a level of exper¬ 
tise in this area. As MIDI continues to grow, 
people want to grow with it. Brian McConnell, 
manager of the keyboard department at Long 
& McQuade in Toronto is well aware of this. 

“Some people want to learn as much as 
possible while others are willing to learn only 
the bare minimum so that they can jump in 
right away. There are those that will always 
want the latest keyboard for its new sounds, 
rather than explore what they currently have 
to its fullest. New sounds can breathe new 
life into your songs, but they are still the 
same songs. 

“Not to overuse MIDI can also sometimes 
be difficult. What people must understand is 
that in a system consisting of a sampler, a 
keyboard, a drum machine and a sequencer, 
you have a very powerful system that is actu¬ 
ally a self-contained studio. You must be will¬ 
ing to put the time in to learn to get the most 
out of it." 

Rob Preuss, keyboard player for Honey-
moon Suite, has been involved with MIDI for 

quite some time now. "It has become a real 
challenge to use MIDI effectively, live and in 
the studio, without getting carried away with 
racks of gear. It is a lot of work to organize my 
system with samples, patches, various mod¬ 
ules and keyboards. For touring, it is all set 
up through a MIDI patchbay. Once it’s all 
done, though, it’s just a matter of changing 
the program on the patchbay, loading in any 
new samples needed, and the next song is 
ready to go. It is also a challenge to get the 
most out of one piece of equipment. When 1 
was in the Sppons, our Arias and Symphonies 
album was done with one keyboard, a Roland 
Juno 4.” 

Sam Reid of Glass Tiger has also set up 
quite an extensive system for touring and in 
the studio. 

“With our touring system, a MIDI network 
has been set up on stage to run from the Mac¬ 
intosh computer. Using Performer software, 1 
call up different sequences which will send 
patch changes to my keyboards as well as to 
Al’s guitar rack. For my keyboards, it changes 
my patches for the next song. It also sends a 
feed to a Roland 707 drum machine for a 
click, which is next to the drum kit. Patch 
changes are also sent to Al’s rack and it 
changes his sound from one song to the next. 
Sometimes it changes the guitar sound sever¬ 
al times in one song, when Al needs to go 
from a clean sound to a heavier sound. Al has 
a wireless system for his guitar so he is total¬ 
ly free on stage — he doesn’t have to worry 
about pedals for his effects.” 

Glass Tiger have also used MIDI quite 
extensively in the studio. For the recording of 
Diamond Sun. Sam explains, "we set up a set 
of MIDI drum pads for some of Mike’s per¬ 
cussion parts so he could play them in real 
time rather than trying to tap them out on a 
keyboard. This way it is still Mike’s perform¬ 
ance that goes on the album.” 

Paul Northfield, engineer on the album, 
has also been a long time avid MIDI user. 
“Once the part is stored as MIDI data, we 
have the option of going back later if we want 
to, and trying many different sounds. If pro¬ 
ducer Jim Vallance or the band want to try 
something different we can do it without hav¬ 
ing to re-record the actual performance.” 

Having used a Macintosh as part of his 
work for quite some time, Paul has definitely 
integrated it into his engineering and produc¬ 
tion work. On recent sessions for the new 
Eight Seconds’ album. Paul Northfield ex¬ 
plains how it was used for doing keyboards. 
“When we did the keyboard parts, they were 
laid down simultaneously onto the Mitsubishi 
32-track as well as onto the Macintosh. If we 
wanted to go back and double a part we could 
do it quite easily with a new sound. If we de¬ 
cide later on that certain sections need touch¬ 
ing up. we have the flexibility to do it." 

Mike Jones, engineer at Eastern Sound in 
Toronto, also views MIDI as an integral part 
of studio operations. “As an example, the 
Akai S-1000 sampler has become a very im¬ 
portant part of the control room setup. It is al¬ 
ways in the rack along with all of the delays, 
reverbs, etc. With its stereo sampling capabil¬ 
ity, it’s great for flying in vocals. If you have a 
chorus that repeats many times, you can do it 
once then repeat it in the other sections. 

Some people have gone back to more tradi¬ 
tional methods of making music. It’s not easy 
to say that one method is better than the oth¬ 
er; it depends on what your needs are. 

The end result is always the same. Some¬ 
body is trying to create a piece of music that 
he/she hopes will appeal to others. The lis¬ 
tener is not going to be too upset if his favour¬ 
ite song was written on a kazoo instead of a 
Mac. Keeping that in mind, don’t forget to 
write the song first. 
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The Bose Acoustimass 
Professional Powered Speaker System 

You’re looking inside 
the new technological 
flagship of the Bose 
Professional Products 
family—the Acoustimass 
Professional powered 
speaker system. It incorpo¬ 
rates almost everything Bose 
has learned about professional 
sound. We submit that this system, 
created by the fusion of multiple tech¬ 
nologies, will establish a new stan¬ 
dard of performance, convenience, 
and reliability. Most important, here's 
what this system means to you: 
Just hang it, connect it, 
and aim it. 

audio technologies: Acoustimass 
speaker design and the Two-State 
Modulation amplifier. Together, they 
deliver performance far beyond what 
you’d expect from such a compact, 
manageable package. Rather than 
relying on vibrating cones to directly 
radiate sound like conventional 

powered speaker 
system. Its woofer and 
wide-range patented 
HVC drivers (3) are virtu¬ 
ally indestructible, and 
carry a full, transferable 

5-year warranty. Its amplifier 
produces almost no heat, and 

carries a full, transferable 3-year 
warranty. And its cabinet (4) is an 
advanced high-technology polyure¬ 
thane enclosure, designed to endure 
many times the stress that would 
prove fatal to ordinary speakers. 
Use the Acoustimass Professional 
system in clubs, churches, theatres, 
auditoriums, performing halls—in 

The design of the Acoustimass Pro¬ 
fessional system takes this important 
fact into consideration: your time is 
money. So, all system electronics, 
including the amplifier and loud¬ 
speaker equalization (1), are right 
where they belong: with the speaker. 
Forget about spending your valu¬ 
able time building heavy electronics 

speakers, the patented Acoustimass 
speaker uses two masses of air to 
launch sound into the listening envi¬ 
ronment (2), dramatically reducing 
distortion. The unique circuitry in the 
system's patented Two-State Modula¬ 
tion amplifier delivers enough clean 
power to meet the needs of almost 
any sound reinforcement situation. 

short, anywhere that high fidelity 
sound reproduction and ease of 
use is important. Audition the Bose 
Acoustimass Professional powered 
speaker system soon. 

racks. Everything you need for 
sound amplification is in one com¬ 
pact, self-contained package that’s 
easy to transport and install. The 
enclosure’s integral hang points 
make hanging or flying the 80 pound 
cabinet a simple task.* Setting up the 
Acoustimass Professional system is 
as easy as plugging in AC power, 
connecting line-level from the signal 
source, and aiming the system. 
Clear, natural sound for a variety 
of applications. 
Besides convenience features, the 
Acoustimass Professional system 
contains two new proprietary Bose 

The result: Purer 
sound and 
increased bass 
output at nearly 
any volume 
level—all from a 
speaker that’s a 
fraction of the size 
and weight of con¬ 
ventional designs. 
Use it almost 
anywhere—you 
can counton it. 
You can depend 
on the Acousti¬ 
mass Professional 

• Optional Bose mounting accessories must be used 

Bose Corporation. The Mountain. Framingham MA 01701. 
(61 7) 879-7330 [alter July 16.1988 (506) 879-7330| 

© Copyright 1988 Bose Corporation All rights reserved 
Covered by patent rights issued and/or pending ■ • FOR FURTHER INFORMATION CONTACT* AUDIO AND LIGHTING EFX INC. 

358 QUEEN STREET EAST 
TORONTO. ONTARIO M5A 1T1 

416 865-0624 / FAX 416-865-9295 Better sound through research. 



The Benge 90 Series 
From the moment Elden Benge first crafted a 

trumpet, the legend was born. His instruments 
defined a new level of performance and quickly 
became the benchmark by which all others were 
judged. 

Expertly crafted to exacting standards, Benge 
trumpets were designed to satisfy a variety of 
musical styles and performance — and still do 
today. 

But the demands on today’s artists are greater 
than ever. Players must be more versatile, and 
their instruments, all purpose. Something new was 
needed. Benge has responded. 

90 Series Trumpets: 
90B: Key of Bb, .459" bore, #12 one-piece hand ham¬ 
mered bell, #30 leadpipe, monel pistons, first slide sad¬ 
dle. 90BL: Key of Bb, .462” bore, #22 one-piece hand 
hammered bell, #30 leadpipe, monel pistons, first slide 
saddle. 90C: Key of C, .462” bore, #22 one-piece 
hand hammered bell, #30 leadpipe, monel pistons, first 
slide saddle. 

The Benge 90 Series trumpets represent an 
evolution in performance, equally comfortable in the 
orchestra pit, the recording studio, or the club. 
Superbly balanced, their rich, warm sound owes 
much to the careful tempering each instrument 
receives during construction. And their uniform 
response, to the specially designed leadpipe and 
bell tapers unique to each bore size. One-piece, 
hand hammered bells and precision fitted monel 
pistons are standard Benge features, and the final 
finish is of a level normally reserved for fine jewelry. 
Once again, Benge has redefined performance. 
The Benge 90 Series. The legend continues. 

Arduini Music, Inc. 
Montreal 

Cosmo Music 
Richmond Hill 

Leister’s Music, Ltd. Long & McQuade, Ltd. 
Lethbridge Scarborough 

Buckley’s Music Center, Ltd. St. John’s Music 
Halifax Winnipeg 

Ward Music 
Vancouver 



ARRANGING FOR STRINGS 
PART 2 
bv Richard Fortin 

There are some interesting character¬ 
istics of the string choir. The range of 
the group is enormous, encompass¬ 

ing seven octaves between the double-basses 
and the violins. The group also has a wide dy¬ 
namic range from an almost inaudible 
(niante) pianissimo to a most sonorous fortis¬ 
simo. Strings are “tireless”, and can play any 
kind of music without a rest, while a wind or 
brass player usually needs to stop from time 
to time to breathe. Strings are most versatile 
in producing different kinds of sound 
(plucked, bowed, struck), and can easily per¬ 
form rapid passages, slow sustained 
melodies, skips, trills, double-stops and 
chordal configurations. 
IX)L'BLE-STOPS 
It is most important to understand and visu¬ 
alize the tuning of the violin family when you 
write Double-Stops (Figure 1), where two 
notes on adjacent strings are played 
simultanaeously. There are two kinds of 
double-stops: those in which both pitches are 
stopped and those in which one of the notes 
is an open string. On double-bass, only doub¬ 
le-stops that include an open string are prac¬ 
tical. 

With Triple-Stops (Figure 2), greater bow 
pressure has to be exerted on the middle 
string of the three sounded so that all three 
can sound at the same time. For this reason, 
the simultaneous attack of three notes can 
only be accomplished at a greater dynamic. 
The most successful triple-stops have one or 
two open notes, since these have a greater 
sustaining power. For Quadruple-Stops it is 
always better to consult with the player if you 
feel insecure, or refer to an orchestration 
book and scores. 
VIBRATO AND GLISSANDO 
It is conventional for string players to use vi¬ 
brato to enhance the beauty of the tone, and 
increase the emotional quality and intensity 
of the pitch without distorting the essential 
frequency. However, if you want to achieve a 
white, pale sound, the passage should be 
marked “Non vibrato” or “senza vibrato.” 
The Glissando (Figure 3) is an effect that 

should be used with care and economy. It is 
usually indicated by a line connecting two 
noteheads, with or without the word 
glissando above the line. 
BOWING 
The arranger doesn’t have to specify the di¬ 
rection of the bow, but it is essential to know 
that the sign □ means a down-bow from the 
frog, and the V indication means an up-bow, 
drawing the bow from the tip toward the frog. 
Whenever a passage is slurred, all notes un-
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der that slur are performed on one bow (lega¬ 
to). There is a limit to how many notes can be 
played slurred on a single bow stroke. This is 
largely determined by the tempo and the dy¬ 
namics governing a particular passage. Re¬ 
member also that the cello and bass bows are 
a bit shorter than those of the violin and viola. 

There are two types of bowing: bowings 
played on the string and those played off the 
string (bouncing bow). So here are some ex¬ 
amples of “on the string” bowing. 
• Detache (separate) is a non legato bowing, 
where each note requires a change in the di¬ 
rection of the bow. This will happen when no 
slurs are marked (Figure 4). If you want the 
same passage with a quality of extreme light¬ 
ness, you mark it “punta d’arco", and for the 
opposite effect you mark it “al tallone.” 
• The Loure (Figure 5) is a legato stroke, but 
a slight separation of the notes is effected 
while the bow is being drawn. This effect is 
indicated by dashes under or over each of the 
noteheads, with slurs to designate the bow 
changes. 
• The Staccato (Figure 6) may be performed 
by separate strokes or by having a series of 
short notes separated by one bow stroke, ei¬ 
ther up- or down-bow. It is indicated by plac¬ 

ing a dot over or under the notehead. 
• The Marcato (Figure 7) indicates a fast, 
well-articulated separate stroke resembling a 
sforzando or pressed accent. The bow does 
not leave the string, even though there is a 
stop between the notes, and each new stroke 
is initiated with a heavy accent. 
• Spiccato or Saltando (Figure 8) is an “off the 
string" bowing, and it is notated like the stac¬ 
cato and executed by a short, quick up-down 
motion controlled by the wrist that makes the 
bow bounce spontaneously off the string with 
every stroke. The slurred spiccato is very 
much like the grouped or slurred staccato, 
except that each of the notes is played off the 
string. The effect is commonly used in faster 
tempos. 

For this issue I have included an excerpt 
from a pop song that I produced for Liona 
Boyd (Figure 9). It is the last part of the 
bridge where a totally different mood is set 
up by using classical guitar, strings and some 
percussion reminiscent of the Renaissance 
era. I decided to omit the double bass so I can 
get a lighter texture. For reasons of clarity, 
the guitar part has been restricted to the me¬ 
lodic line only. The end of the bridge leads to 
chorus out with the re-entry of bass, key¬ 

boards and electric guitar. Lou Pomanti 
played the parts on the keyboards, and we 
added harpsichord at the last minute. Note 
that guitars always play an octave lower than 
written. 
• At Bar 1. the mark “Div.” specifies that 
those two notes are not double-stopped, but 
played in divisi by the violin 1 section. The 
mark “Unis.” (unison) cancels the divisi. 
• Notice the viola on the last beat of Bar 4; it 
doubles the top part of violin II and keeps it 
until Bar 6. At this range, the viola will not 
only emphasize the line but will also add a 
nice singing quality. 
• At Bar 6. all strings are in divisi, which will 
create a thicker texture that 1 saved for the 
end of the bridge. The last chord is an exam¬ 
ple of divisi using double-stops. Figure 10 is 
the reduction of this chord (C add G) and as 
you can see it is much easier than it looks. I 
personally find that when using overlapped 
double-stops this way, the overall tone feels 
as if the string section is locked together. 

In the next issue, we’ll have a look at other 
effects like pizzicato and tremolo. Also, we 
will discuss some interesting arrangements 
in different styles. 
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DIAMOND MINE REVEALS FORGOTTEN TRUTHS 

RAIDERS 
OF 
A 

LOST 
ART 

Blue Rodeo refused to 
relinquish control of 
their music to the guy 
in the control room. 

M ( ANAI HAN MUSK IAN 

SEE IF THIS SOUNDS FAMILIAR. 
It’s the start of a recording ses¬ 
sion, and an all-too-recognizable 
pattern emerges. First they (the 
producer and the engineer) isolate 
everyone. Then they spend end¬ 
less hours getting the ‘perfect’ 
snare drum sound (try a wallet, 
Bob!). Finally they give you a 
headphone mix, and then try and 
capture a ‘performance’. And, as 
always, you walk away with those 
same feelings of disenchantment, 
of being at the mercy of someone 
outside your music, and a vague 
but disconcerting sense that it was 
all wrong but... who you gonna 
tell? 

Late last year Joanne Kaeding 
from WEA, Blue Rodeo’s label, 
called and invited me to come 
down to the Donlands Theatre to 
watch the band record. An old 
movie house that was undergoing 
renovations at the front, the actual 
theatre at the back had been 
gutted $nd was just a big empty 
shell where Blue Rodeo had shot a 
video and discovered they liked 
the acoustics and the feel. In this 
enormous dimly-lit room they set 
up a chaotic arrangement of tacky 
old living room furniture, instru¬ 
ments and a monitor system. It 
looked like they were rehearsing. 
Jim Cuddy recorded the vocal for 
“How Long" sitting down — no 
headphones, no isolation booth... 

Continued 
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Bringing A Song 

To A Band 
Like Lennon and McCartney, Jim Cuddy and 
Greg Keelor write and sing their own songs 
but list both names under writing credits. As 
most writers in a band situation know, intro¬ 
ducing a new song to the group is a delicate 
process. 
• How do you bring a song to the band? 
Jim: At a particular opportunity, somebody 
will start playing their song, and then every¬ 
body just picks up on it. We have developed a 
good practice of just following whoever starts 
something, whether it’s at soundcheck or 
during rehearsals. And that will suggest 
certain things. Then perhaps Greg and I will 
get together and work on some vocals for it 
and discuss how we'd like to try and do it. It 
just gradually refines itself.“ 

• Will you come to the band with a song that's 
half-baked? 
Jim: I think there has to be a certain rough¬ 
ness, so that people will feel like contributing. 
We have pretty strong contributors in this 
band. We come with an openness to sugges¬ 
tions. A lot of songs prove difficult — they 
may take four or five months and go through 
several incarnations before we’re happy with 
them. 
•Most writers have a certain amount of pride 
about their work, and can feel protective to¬ 
ward their songs. How do you deal with a sit¬ 
uation where the song is not happening? 
Greg: It depends on how much you believe in 
the song. Sometimes it makes you question 
the values of that song. Sometimes you'll let 
it slip, and maybe use pieces of it somewhere 
else. Or you might stick at it until it means 
the same to everybody as it mèans to you. 
There's always a tweak of embarrassment or 
vulnerability whenever you bring anything 
new to the band. But I’d rather have someone 
say they don’t like the song rather than 

begrudgingly try to work out the arrange¬ 
ment. 
Jim: There’s very few times when someone 
says, ‘I don’t like that, I don't want to play it.’ 
They always try to find something in it that’s 
good. We’ve never come to a crucial point 
where ‘we’ve gotta do this song!’ It’s done 
very casually and over a period of time. 
Sometimes you bring a song in and it doesn’t 
work, it may just need a little honing. You 
take it home for a couple of weeks, change a 
few chords — you understand right away 
when a band plays something and it moves 
along properly — change it, bring it back, and 
it works. 
• Do you tell the musicians what to play? 
Greg: I think we use pretty broad 
brushstrokes when we make suggestions. If 
we have an idea for the drum part, we don’t 
ever say ‘play this, play that’. We may use the 
name of a drummer... maybe ‘think in terms 
of so-and-so.' It’s usually a pretty sponta¬ 
neous thing... there’s always a certain mood 
in a song." 

no recording equipment! (There was a mo¬ 
bile unit parked at back.) 

Months later. I had an opportunity to 
interview Jim Cuddy and Greg Keelor at The 
Rivoli on Queen Street West in Toronto, after 
keeping them waiting for nearly an hour 
while I sat next door in the wrong bar. 
thinking they had screwed up. Primarily, we 
discussed the recording of Diamond Mine. 

Pre-Production 

Considerable preparation went into the proj¬ 
ect. The songs were originally put together 
for live performance, most of them having 

without piano, with piano. We put down a 
bunch of versions — slower, faster, whatev¬ 
er." 

It was important, at this point, to "distill 
what we were going to record," says Greg. "It 
also made apparent some of the cliches we 
were using. And then when we started 
recording, with Malcolm Burn's considerable 
contribution, we tried to come up with the 
essence of the song, without the cliches.” As 
well, the 12-track tapes became a "running 
master", which they constantly referred back 
to, to make sure that whatever they liked 
about the song got captured on 24-track. 
"And sometimes", says Jim. "we transferred 

They Did It Their Way 
Was there any resistance from record compa¬ 
ny or management to the somewhat radical 
approach they wanted to take, especially with 
an all-important sophomore record? “We had 
already done pre-production recording of ‘Di¬ 
amond Mine’, ‘Now And Forever' and two 
other songs,” says Jim. The purpose was to 
test this particular method, as well as to get a 
feel for working with Malcolm. Approval was 
immediately forthcoming. “In fact it was 
more from management and record company 
urging”, explains Jim, “that we ended up with 
thirteen songs instead of ten.” 

been arranged during sound checks. Jim and 
Greg will introduce the tunes to the band, 
whereupon an evolutionary process takes 
place. This is (or perhaps, before 'program¬ 
ming', was) a fairly standard procedure for 

bits over... we’d transfer a rhythm track from 
the 12-track over to the 24-track. You might 
even replace that piece in the end. but you'd 
have preserved the magic." 

What was the thinking behind the approach 
they used to record Diamond Mine? I men¬ 
tioned earlier that feeling of helplessness, of 
being at the mercy of the producer and the 
engineer. Says Jim, “We wanted to get rid of 

most bands. The next step was a period of re¬ 
hearsals in their practice room, located near 
Greg Keelor’s home, and then the band 
moved into Donlands for three days with an 
Akai 12-track and recorded everything live 
off the floor. At this stage, they decided to ex¬ 
periment with the songs, toy with them. 
"We'd try anything,” says Jim Cuddy. “We 
tried songs at 3/4 time that were in 4/4 time. 
We tried songs with just acoustic guitars, 

that hierarchy. We said: ‘Just give us moni¬ 
tors, and let us sing in a place where we like 
singing, because why shouldn’t we play music 
in a place where we like playing: you bring all 
that recording stuff here. This is what we 
want, you figure it out’.” 

In a sense, this process was a reaction to the 
way the first record was made, says Greg. “I 
don’t think we would have had the confidence 
to go in on our first album and record like 

Jim Cuddy and Greg Keelor 
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this.” 
Are conventional studios not really condu¬ 

cive to performing? “Even singing in a studio 
that’s got those dead acoustics that are 
perfect for getting the sound in the control 
room... it's a strain on your voice," Jim points 
out. “There’s no natural carriage to the voice. 
It doesn’t hang in the air. So you’re pushing 
your voice all the time, and you can feel the 
‘dryness’ in the place. I mean, how the hell 
did that ever become a place to sing a song?” 

“Did you know,” asks Greg, “that you can 
record with monitors? (i.e.: instead of 
headphones.) I think that part of it comes 
from a vague dissatisfaction with what you’ve 

done. We were talking about it all the time. 
And someone said: ‘Have you ever tried 
singing to monitors?’ ‘What?’ ‘Yeah! You just 
brings in a couple of wedges.’ ‘You can do 
that?’ ‘Yeah, you can do that; it sounds great!’ 
‘Why didn’t anyone ever tell me this before?' 
‘Well, because there's leakage, and they don't 
want to get involved...there might be a little 
squeak of feedback...they don’t have as much 
control.’ A lot of recording is not perform¬ 
ance-oriented. It’s about getting sounds.” 

Choosing A Producer 

Much of this unorthodox thinking came, di¬ 
rectly or indirectly, from Daniel Lanois, 
translated to Diamond Mine by producer 
Malcolm Burn. (You may recall Malcolm from 
his band. Boys Brigade, and their hit “Melo¬ 

dy”). 
“Jocelyn Lanois, (who is) Danny’s sister 

and Malcolm’s girlfriend... they were all 
working out of ‘The Lab’,” explains Jim. “This 
recording technique that Malcolm was using 
with Danny to do the Neville Brothers was 
becoming a topic of conversation... that same 
school of ‘You don’t have to be in a sound¬ 
proofed room to record. You don’t have to iso¬ 
late everything. You don't have to use state-
of-the-art SSL boards.' Use anything that you 
like the sound of. You should trust your ears. 
When you’re listening to the playbacks, you 
don’t have to have six different types of 
speakers. It’s getting a little ridiculous when 
people don’t trust their ears." 

Greg Keelor explains that “Malcolm is a 
contributor rather than a nullifier" in his role 
as a producer. “He’s stirring up the pot all the 

Stage Equipment 
Jim Cuddy 
Guitars: Gretsch Country Gentleman, 
Gretsch Tennesean, Fender Telecaster, 
Fender Stratocaster. Takamine Acoustic 
Amps: Fender Twin Reverb. Vox AC30 
Effects: Pro Co Rat 

Greg Keelor 
Guitars: Rickenbacker 360/12, Gretsch 
6120, Guild Starfire. Gibson Gospel Acoustic 
Amps: Fender Deluxe 6G3, Vox AC30, Fend¬ 
er Pro Reverb (cabinet) 
Effects: Ernie Ball Volume Pedal 

Bobby Wiseman 
Keyboards: Acetone Top 3, 5 and 8 Organs, 
Yamaha PF70 Electric Piano, Casio Tone MIO 
Mini Organ 
Accordions: Geraldo 48-2, Galotto 12 Base 
Amps: Roland 120 Jazz Chorus, Leslie Cabi¬ 
net 
Effects: Roland SDE-1000 DD2, Yamaha 
TX1P Tone Generator, Boss DDL Pedal, 
Ibanez DM1000, Ibanez Tube Screamer. 
Minetex 706AD Analog Delay, MXR Com¬ 
pressor, Rocktex CHR-01 Chorus Pedal. 
Arion SCH-1 Stereo Chorus Pedal. 

Bazil Donovan 
Bass: Fender Precision 
Amp: Acoustic 370 
Cabinets: Doyle Custom Enclosure Acoustic 
4C6 

Mark French: 
Drums: Canwood - bass drum, rack tom, 
floor tom and snare drum. Ludwig snare 
drum, Zildjian - 22" ride, crash, hi-hat, sticks, 
Groove sticks, Regal brushes, Tama stands 
and pedals, Sabian crash cymbal. Daisie hi-
hat. Yamaha seat & crash stand 
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time, throwing ideas at you rather than 
saying ‘don’t do this, don't do that, this 
doesn’t sound good, that doesn't work'. He 
likes to talk about 'the song’... the origin of the 
song; why did you write it? You relate to that 
a lot better than 'Oh, God! I don't think this is 
going to be a good recording because the 
transients aren’t right.’” 

"We need a collaborator", says Jim. "as op¬ 
posed to somebody to lead us through the 
process. I think that's one of the reasons we 
were scared off just picking a name out of a 
hat and saying 'Try to get him.’ From the rec¬ 
ord company point of view maybe that makes 
sense, because they can go 'this will give us 
automatic credibility’, if we get Todd 
Rundgren or somebody like that. We just 
weren’t prepared to go through that again. I 

mean, producers kind of fade away when the 
record’s done anyway. Whatever the failings 
of our first record, we’ve taken all the shit.” 

"To give credit”, Greg qualifies, “that rec¬ 
ord did do well for us. It's just not a sound 
that we’re happy with. There's something 
funny about musicians anyway. John Lennon 
said he didn't like anything he ever recorded. 
We're aware that our bellyaching over that 
record is just on a very personal level. People 
relate to that record, and really like it. But the 
way that we wanted to make that record was 
drastically different.” 

Working Out The Bugs 

Whatever problems they encountered by 
choosing an alternative approach to recording 

BY CHARVEL 
FOR A COMPLETE COLOR CATALOG SEND $3.00 TO 
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Diamond Mine — and there were a few, as 
there are no matter what direction you take 
— they were more than compensated for by 
the fact that the band was comfortable, in the 
right mood to play together. "You go through 
those things at a studio anyway”, says Greg. 
"The plus was that you didn’t have the big 
window. You weren't in the aquarium." 

They found that they didn’t have to stand 
on their heads or resort to unusual methods 
to get the sounds they were looking for. 
"We’re very happy with the equipment we 
have,” declares Greg. "We have these really 
nice old Vox AC30s. We spent a lot of time 
looking for guitars that complemented the 
way we played. We wanted to take that 
mystery out of the recording, where it’s ‘Oh, 
God! I’ve gotta get a sound. Let’s put it in the 
hallway. Oh. it doesn’t work here, let’s try it 
in this room.’ We just wanted to set it up so 
that we could go to the same seat every day 
like you would in a rehearsal, so that you 
could just play your part and you wouldn’t be 
worried about the sound — you knew the 
sound was good and you didn’t have to do all 
of that stuff that undermines just playing the 
part. That room had a very nice natural 
reverb and although we didn’t actually record 
that ambience all the time, it sure enhanced 
the performances. The notes would just lin¬ 
ger forever.” 

Unlocking The Mysteries 
of Multi-Tracking 
Multi-tracking is a much-abused process. 
There are too many sessions where everyone 
gets carried away recording layers and layers 
of ‘stuff, all of which sounds great at the time, 
but ends up burying the song. You hear the 
vocal melody, but behind it are six 
synthesizer lines and eight guitar parts all go¬ 
ing in different directions. Is it counterpoint 
or counter-productive? 

"It was fun to watch Malcolm mix,” says 
Greg. "He does at least ten mixes of a song. If 
you were to compare mix number four to mix 
number fourteen, they sound like two 
different songs. He would do one with just 
acoustic guitar, one with acoustic guitar and 
bass; then he'd do one with just piano, and 
one with piano, bass and drums... all these 
different combinations. That’s one of the 
advantages of multi-tracking. It's terrible 
when they just push up the faders and use 
everything just because it’s there. The most 
important thing is to leave enough room so 
that the things that you do use are dramatic, 
and they make sense.” 

There’s a line from one of the songs on Di¬ 
amond Mine. "The Ballad of the Dime Store 
Greaser and The Blonde Mona Lisa” that 
speaks volumes about the seemingly endless 
and perhaps futile search for ‘perfect’ sounds 
and state-of-the-art production: 
Still they don't appreciate what they have 
They can't see what's right in front of their 
eyes 
They’ve been looking so long they finally 
went blind 
And they lost what was right in front of their 
eyes 
11988. 1989 Risque Disque Music/CAPAC WVW 
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This year's Most Promising Group at 
the Junos, Barney Bentall and the 
Legendary Hearts, have a long histo¬ 

ry in the West. 
Launching an earlier incarnation of the 

band, Barney Bentall and co-writer Gary’ 
Fraser came up with the name “Brandon 
Wolf" while huddled in a cabin on one of the 
Gulf Islands, a woodshedding stop-over 
between their homes in Calgary, and their 
destination of Vancouver. It was 1978, and 
even then, in the first flush of punk, their 
music was closer to what became known as 

k ¡i i ii o ’ n 
'heartland' rock, elevated by a cinematic flair 
(a la early Springsteen) and a literate passion 
(more than a pinch of Graham Parker). That 
seriousness was tempered by Brandon Wolf s 
self-promotion, a long-running joke and cari¬ 
cature that portrayed them as descendants of 
Beowolf, touring with records that had sold 
“Plywood”. 

A 1979 independent EP was followed by a 
one-off EP with A&M (produced by Jim 
Vallance). They followed that a year later 
with the independent album, Losing Control. 
produced by Bob Rock and Ron Obvious at 

¿a y 
Little Mountain. 

Through an ultimately unfulfilling experi¬ 
ence with outside management. Brandon 
Wolf devolved to using Barney’s real name 
and tighter, tougher writing. Changes were 
made in the band line-up. now called the 
Legendary Hearts, yet Barney resisted plac¬ 
ing too much emphasis on himself at the ex¬ 
pense of the band. Guitarist Colin Nairne had 
already replaced Doug McFetridge after the 
A&M EP. Barry Muir, a former PayolaS 
bassist, soon joined. He and Colin held down 
day jobs as picture-framers. Several 
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PERSISTENCE 
Passion over crisis, determination 

over dayjobs...Barney Bentall & I lie 

Legendary Hearts demonstrate that 

the secret of success is no mystery. 

keyboardists tried to replace Wilf Froese, un¬ 
til Cam Bowman became a Legendary Heart 
in 1985. working part-time at a fish hatchery, 
while trying to complete his pre-med 
curriculum. Drummer Jack Guppy has been 
with Barney and Gary for nine years, while 
running the ski school at Cypress Bowl, north 
of the city. Gary worked as a bicycle 
mechanic outside Stanley Park, and Barney 
did carpentry. This was a committed group, 
working three or so weekends a month, 
recording endless demos in their rehearsal 
space, and putting all gig income back into 

the band. 
The “rooftop crisis”, as Barney calls it, 

came in the summer of 1987. "We were 
taking a break on the roof of our rehearsal 
place, and Spirit of the West drove by to ask if 
we wanted to go for a beer. Things were 
getting quite exciting for them then. And we 
were embroiled in a debate. ‘Maybe the 
music industry just doesn't want to know 
about us.’ When you’ve given so much of 
yourself to a project, it’s a really difficult 
point to come to. You want to get somewhere 
in your life, to do something of value. It 

probably sounds quite comical now, but we 
felt that if we wanted to get through the rest 
of our lives and not regret this, we had to give 
it one more effort — 'the last gasp'." 

What was clarified was that, as well as a 
new demo and promo package, the band 
would send out a performance video to repre¬ 
sent the live act. Everyone decided Barney 
should do the 'door-to-door sales’ in Toronto. 
A low-budget ($2700) video of, ironically, 
“Something To Live For”, was financed by 
and edited from two weekend club gigs. Colin 

Continued 
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ARNEY 
ENTALL 

Legendary 
Gear 
Barry Muir plays a designated “Legendary 
Bass”, which is really a particularly super 
sounding Fender Precision. “It sounds great 
straight into the board," claims Colin Nairne, 
the Legendary Heart with the ‘tech-know¬ 
how’. “A lot of it is Barry’s technique, but it’s 
a really good-sounding bass.” 

Colin has three favourite instruments. 
They’re three Larrivee Teles, identical ex¬ 
cept for their colour. “I’ve got the very first 
Larrivee Tele ever made. That's the one I don’t 
take on the road anymore.” (Barney had a 
guitar stolen on the last tour.) "I’m getting 
one of the brand new Larrivee models. It 
doesn’t look like a Tele, but it’ll sound much 
the same. Super-flashy!” Colin finds having 
the duplicate guitars utilitarian for keeping 
the set rolling. If one goes out of tune, his 
guitar tech can quickly swap them, and Colin 
knows he’s getting the same sound. “They’re 
very basic: one volume knob, two pick-ups 
and a switch. They’re very light, locally made, 
and very inexpensive (about $425). I haven’t 
found a guitar that plays and sounds as well 

as they do.” 
Barney will be replacing his stolen Strat 

with another. “In the studio, we'll use any 
guitar that has the sound we need,” 
emphasizes Colin. 

Guitar and bass amps are Randall, though 
Barry also uses a Trace-Elliott. Colin 
arranged an endorsement deal with the U.S. 
company. "I went out and sought that 
endorsement, hustled for three months, 
because 1 couldn’t believe how good they 
sounded. They’re solid-state, which usually 
doesn’t sound very good for guitar. When I 
first got the Hysteria record by Def Leppard. 
I was reading the album notes, and it said 
they used nothing but Randall amplifiers. I 
couldn’t believe that, but I talked to our tour 
manager, who managed Loverboy when they 
were opening for Def Leppard, and he said it 
was true. Then I actually met the two 
guitarists from Def Leppard, and we talked 
about them. You can get the Randalls rack¬ 
mounted. It’s all very small stuff, taking up 
three spaces in a rack for one amplifier. It’s 
got a total Marshall or HiWatt sound. I still 
have my HiWatts. I can’t get rid of them... 
they’re just too cool. But the Randalls are 
totally road-worthy, and sound incredible. 
Barney had been using a Roland Jazz Chorus 
amp. which was good, but too thin on stage. 

“I have quite a complicated system,“ Colin 
explains. “I have Randall cabinets on stage, 
and one Randall amplifier that’s dedicated for 
front-of-house, and it goes to a speaker off¬ 
stage that’s run very quietly. The soundman 

mies that. Then I take a line-out from the pre¬ 
amplifier section of my stereo Randall power 
amp, and I use that for my stage volume. I 
have a floor wedge in front of me, as well as 
Randall cabinets behind me. The sound is set. 
I don't have to fiddle with the amplifier. I just 
plug it in every night, and turn up the volume. 
Technology has gone so far in the last little 
while. 1 couldn’t believe it, but Randall 
managed to tuck all that into solid state. 

“Jack’s using Pearl drums. He used a set of 
Cameos in the studio. They’re 16 years old, 
wood, but the California firm has gone out of 
business. The Pearls are for the road. He 
uses Zildjian and Sabían cymbals, and Regal 
Tip 2B sticks. He scrapes the finish off for a 
better grip. Jack plays very hard. It’s part of 
his sound, a very physical thing. So he goes 
through a lot of gear — heads, smashed 
cymbals — but he always has great stuff, and 
it records well. 

“Cam uses an Imax sampling synthesizer. 
We don’t use a lot of samples, but on stage we 
use a few things, like in ‘Jellyroll’ he uses the 
saxophone from the album. He also has an 
OB8 Oberheim Synthesizer. It’s a classic syn¬ 
thesizer, quite old now, but a great sound, 
especially those washy pads, like on ‘Black 
Clouds’. He also has a Korg sampling piano. 
He runs that through a rack with some effects 
gear, like a DSP 128. Everything runs 
through a custom-designed D.I. box. The 
soundman can just plug into this rack. He’s 
got an amplifier and can listen back through a 
floor wedge for just the keyboard stuff." 

With Rosco’s new 1500 Smoke Machine, 
your act won’t go up in a puff of smoke. 
From wispy cigarette smoke to stage-filling 

clouds, Rosco’s 1500 will never quit smoking 
Never! 

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

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

Fact is, our smoke fluid won an Academy 
Award. So you know the 15OO’s reliability is 
not just a pipe dream. 

rosco 
Rosco Laboratories Ltd. 
1271 Denison Street, #66 
Markham, Ontario L3R 4B5 
(416) 475-1400 
Other offices in: New York, Hollywood, 
London, Madrid, Tokyo and Lisbon 
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used his expertise in framing to devise a slick 
package for the components (now other local 
indies call him for packaging consultation!) 
and they were mailed to record companies, in 
the U.S. as well as Canada. Suddenly, record 
companies were calling them. And many of 
those that didn’t took Barney’s calls after see¬ 
ing the video on MuchMusic. 

Barney’s trip to Toronto hit paydirt on 
another ironic note. At CBS. David Bendeth 
(now at BMG) suggested he call on Bernie 
Finkelstein, who has minded the careers of 
Bruce Cockburn, Murray McLauchlan and 
Rough Trade. Barney, however, was unaware 
that Bernie was reassessing his True North 
roster, which he had whittled down to just 
Cockburn. Approaching Bernie at that time 
was like asking a guy who’d just gotten a 
divorce to go steady. With Bernie’s assistant, 
Jeanne Langedoc’s enthusiastic support, 
Barney got a foot in the door. From there, his 
persistence paid off. 
"Right from the beginning he was very 

straightforward,” says Barney of Bernie. He’d 
always admired Finkelstein, based on the 
artists he managed. "They’d managed to keep 
a certain degree of integrity in what they’d 
done, and I’d always figured that the person 
who had managed them had been an astute 
manager, but had also been able to take into 
account those more human factors.” 

Having a respected manager was the final 
link in the chain that secured a recording 
contract for Barney Bentall and the 
Legendary Hearts. Bernie also handles their 
publishing. Since the deal. Barney and Gary 
find themselves writing together more, 
rather than separately and. respectively, 
creating music and lyrics. With David Tickle 
(Split Enz, Red Rider) on board to produce at 
Mushroom Studios in Vancouver, the 
sessions went slowly, but smoothly. 

In keeping with the Hearts’ well-honed live 
sound. Tickle recorded as many instruments 
at once as possible. He did very little re¬ 
arranging of their music, spending much of 
the time getting the sounds from the floor 
right in the first place. They set up three 
complete sets of drums for Jack, for instance, 
miking each individually, and listening for 
the right ones to use. 
As Barney and Gary were preparing for 

that album, they had a feeling that humour 
(once part of Brandon Wolf) would find more 
room in their first CBS album. Barney 
reflects on the way he and Gary approach the 
recording process. “As you start working on 
something, you might have a vision. But I 
would tend to be swayed towards some 
avenue more than, say, Gary would have 
liked. He tends to have a vision and march 
towards it. Tom Waits said when he was a 
kid, he was the one who’d unwrap a present 
and play with the paper. That’s how I tend to 
go. But I also see value in pursuing the vision. 
I’ve been trying to do more of that.” 

“Barney and Gary do most of the arranging 
on rough demos," adds Colin Nairne. Then it 
gets put to the band. My function, and 
everybody else’s, is to either embellish the 
parts they’ve come up with, or to find the 

right part, and make sure everything flows 
properly. “When I work on a demo with Gary 
and Barney,” continues Colin, who 
sometimes co-writes the music with Barney, 
"I’m always trying to think about parts. And 
within having those ‘right parts’ for the mu¬ 
sic, it’s got to ‘feel’ good as well. 

“When I’m doing a solo, I try to make it as 
interesting as possible; not faster, or even 
‘different’, but musically interesting through 
that feel. It's got to flow through you. When 
that happens, it sounds just great!" 
Colin describes the components in 

"JellyroH", for instance. "It had a jaunty lyric, 
so the song had to have a bouncy feel. We did 
that with the way Cam brings in the piano, 
but to 'drive' it. there are these heavy guitar 
things all the way through." 

Patience, and a good dose of humour, have 
sustained the Legendary Hearts, while the 
music has kept them motivated. Their next 
frontiers are the U.S. market, then their next 
album. In the past, Barney and Gary have 
written upwards of 400 songs. They've never 
had to dip back into the archives, and claim to 
have lots of material germinating. 

Bernie Finkelstein explained to Barney 
that a management relationship is like a 
marriage — you just have to work at it. It 
doesn’t come easy, and there are no 
promises. That Juno Award was a promise 
that they hadn't even counted on. “It was a 
great moment for us as a band.” Barney 
emphasizes. "The recognition from our peers 
in the industry meant a lot, and it felt great to 
have won." C M 
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TECHNOLOGY AND 

ENJAMIN RUSSELL 

for-hire back-up vocalists who have been with us 
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tive. This is a band of people." Background vocalists 
Leon Rouse and Terry “Rock” Wilford fill a key role in 
the Hungry Boys sound, but as Ajo explains, they are 

. not integral members of the band. “They are work-

since October ’88.” Though they use sequencers 
and synths, the band has roots too. Ajo’s soulful 
singing and harmonica, and Joe’s gutsy guitar 
both owe a debt to the blues. Ajo: “I like the 

repeat everything we told it to do. But it’s the band on top; 
these are musicians up here, not just computer brains. But I 
liked when we brought in the live drummer. That adds an 
excellent human touch and brings it right into perspec-

the drummer’s job to call up the song, load it, and go.” John 
continues, “Sometimes you have to explain it to people. We 
played every note, but we only had to do it that once. Now it’ll 

bass, and Joe Di Salvia on guitar. Originally drumming chores were 
handled by a Roland TR707 and 727, but as the band picked up mo¬ 
mentum a drummer was added (first Vince Menanno, recently re¬ 
placed by Dave Devine), then background vocalists. Programmed 

k sequences hold up the keyboard end. Ajo fills us in, “Our drummer 
A has to work with sequencers. Live we use a Yamaha QX-1 and it’s 

set, when they sing “Tomorrow, Will I See You Again”, you know they 
mean to be back as headliners. The Hungry Boys formed in 1985, when 
Ajo on sax, harmonica and lead vocals joined forces with John Langille on 

bright sound of the Marine Band — it’s the 
real McCoy, you know! As for sax, I have a 
tenor and an alto Armstrong. They’re pret-

. ty good. Down the line, I’d like to get ei-
k ther a Selmer or a Yamaha, and maybe a 
k soprano and a ‘bari’. I use plastic reeds 
k made in Florida. There’s no soaking 
k problem, no wrinkling. Live, I use a 
B Continued 

A he scene is the Spectrum in Montreal. Ajo And The Hungry 
Boys lead the way through an urban jungle as they deliver a dy¬ 
namic set of throbbing R&B based pop rock music loaded with 
grooves that grab you and don’t let go. This six-piece outfit, 
fronted by Ajo Tomasso, has built a following of their own; but 
tonight they’re gunning for new converts as they open for 
Midge Ure, playing songs fresh from their debut album, Ride 

An Elephant (on the Edit label, distributed by Electric). By the end of the 
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AJO 
Live Gear 
Joe Di Salvia 
Guitar — 1968 Fender Stratocaster with a 
Floyd Rose tremolo unit, Seymour Duncan 
super distortion pickup 
Amplification — 50 watt Marshall head, 4x12" 
Marshall bottom 
Accessories — Picks — Jim Dunlop, Strings 
— Ernie Ball (.09) super slinky 
John Langille 
Bass Guitar — 1972 Fender Precision bass 
guitar, original stock 
Amplification — 210 watt Peavey Musician 
head, 4x12" Peavey bottom 
Accessories — Picks — Dunlop 1mm, Strings 
— “Rotosound” light gauge, round wound 
Ajo Tomasso 
Saxophone — Armstrong tenor and alto 
Sax mic — Beyerdynamic microphone, clips 
on bell 
Harmonica — Hohner Marine Band 

Beyer Dynamic mic that sits on a clip on the top 
of the sax and has a little power pack I tape on. 
I’m planning to get a wireless eventually.” 
Joe: "I'm using a 1968 Stratocaster with a 
Seymour Duncan Super Distorted pickup in 
the back for a raunchy sound. The top pick¬ 
ups are stock. The guitar is versatile and I 
can get a very bluesy, Hendrixy sound or 
switch to the back pickup for hard chording 
or riffs with some beef. I had to replace the 
whammy with a Floyd Rose because the 
original kept going out of tune. 1 use a stock 
Marshall 50 watt head with a 4x12" speaker 
bottom. I’ve had other Marshalls before, but 
this one sounds amazing. For effects I’m us¬ 
ing a Boss pedal board with digital delay, 
chorus and a 7-band EQ." 

John’s setup is very basic. ”1 use a stock 
1972 Fender P-Bass running through a 
Peavey Musician guitar amp, which gives you 
much more of the high end with a crispier 
sound. I use a Boss Dimension C chorus unit 
in certain spots, but otherwise just run 
straight through clean. My approach is very 
basic too. We've got sequencers blasting 
through in everything we do. and if I was to 
try to be one of those sophisticated, 
complicated bass players. I think it would just 
muddy it all up. So 1 just try’ to play in the 
pocket and work on the feel.” 
Songwriting is handled by the core 

members, "Any way possible!" as Ajo tells us. 
“I do most of the lyrics. Usually somebody 
comes in with a groove or a riff and we'll just 
jam on it, maybe tape it very primitively on a 
ghetto blaster or whatever. Often songs arise 
out of these jams, but not always. ‘The Peace 
of Beat' (the band’s first single) was worked 
out before with melody and lyrics. ‘Ride An 
Elephant’ (the second single and subject of 
the band's upcoming debut video) was the 
same. But ‘Tomorrow, Will I See You Again' 
came out of an instrumental jam. Then John 

Dave Devine 
Drums — Milestones 
Power Toms - 12". 14". 15" 
Floor Tom — 16" x 18" 
Bass Drum — 22" x 18" 
Snare — Ludwig 5" 
Cymbals — Zildjian and Paiste ride 
Skins — Pinstripes 
Sequenced Instruments 
Roland TR-707 drums 
Roland TR-727 percussion 
Roland Juno 106 
Yamaha DX 7 
Yamaha Rack — 4 TX-816 modules 
Yamaha QX-1 sequencer 
Preproduction Sequencing for Ride 
An Elephant 
Sequenced Instruments 
Roland TR-707 drums 
Roland TR-727 percussion 
Roland Juno 106 
Yamaha DX 7 
Yamaha Rack — 4 TX-816 modules 
Sequencers 
Atari 520 ST 
Mastertracks Pro Software (SMPTE Compat¬ 
ible) 
Yamaha QX-1 Sequencer 

wrote.the first verse, and 1 knew there had to 
be that sort of sober, serious tear jerking part 
to it. I worked out those lyrics, and we took it 
from there." 

The band relies on the Atari ST running 
the MasterTracks Pro sequencer and Hybrid 
Arts librarian software. John: "We spend a lot 
of time sitting on Ajo’s Atari working out ar¬ 
rangements. 1 co-pilot it with him. Ajo will 
run it for a while and I’ll sit back and give ide¬ 
as for arrangements. But you know, you work 
on keyboards for so long and your mind 
starts to twist, so he'll slide his chair over and 
I’ll slide in and take over.” 

Producer Bill Hill played an important part 
in getting the band’s energy on vinyl. He tells 
us, "I met Ajo quite a few years ago when a 
band he was in won a battle of the bands, 
whose prize was time in my studio. When he 
formed the Hungry Boys and sent me a demo 
about two years ago, 1 got interested. I sug¬ 
gested Factor, we put together a proposal, 
and they accepted it. 

"I think Ajo has a great voice and I took a 
strong liking to the band as we worked on the 
album. I think the material is terrific and 
these guys are prolific, almost to the point of 
being workaholics. That has impressed me a 
lot. Now that the record is finished I’m still 
involved — I know I’ve got a group I can 
count on. 

"Everybody is commenting on how this is 
the year for Canadian artists in the interna¬ 
tional scene. I think it's because people who 
really believe and work hard are making it 
happen. I’m a believer!" 

As radio stations across the country pick 
up on the new album, the band is preparing to 
tour colleges and clubs in the fall. By the time 
you read this, you too may well be a believer 
as Ajo And The Hungry Boys 'Ride An Ele¬ 
phant' in search of the holy grail of pop suc¬ 
cess. CfV» 
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Neil Stadtmiller/Sound Engineer 

There aren t many jazz groups that 
carry the innovative reputation of 

Spyro Gyra. Maintaining that tradition 
takes great equipment as well as 

great music. That’s why Neil 
Stadtmiller chose N/DYM micro¬ 

phones from Electro-Voice. 
The 308’s and 408’s effort¬ 
lessly reproduce the crisp 
high end of a snare drum 
or cymbal, as well as the 
floor-shaking reverbera¬ 
tions of a bass drum or 

“I AM ALWAYS DOUBTFUL, AT 
FIRST, OF NEW MICS, BUT THE 
308/408 N/DYM SERIES OF EV 
MICS HAS PROVEN ITSELF TO ME. 
THE MICS SOUND GREAT AND 
CAN BE POSITIONED AROUND 
EVEN THE MOST COMPLEX DRUM 
KITS. EV’S GOT A WINNER. 
THEY’VE COMBINED HIGH QUALITY 
WITH RUGGEDNESS AND AFFORD¬ 
ABILITY. WE LOVE THEM. 

tom tom. Neil stands 
by them. You will, too. 

Electro-Voice, Inc. 
600 Cecil Street, Buchanan, MI 

49107 • 616/695-6831 
In Canada: Mark IV Audio 

Canada lnc„ 345 Herbert Street 
Gananoque, Ont. K7G 2V1 

613/382-2141 

ElectroVoice 

a MARK IV company 



HOW TO GET 
A RECORD 
DEAL 
BY BILL REYNOLDS 

GLASS TIGER 

TRAGICALLY HIP 

COWBOY JUNKIES 

The music industry is a funny 
beast. Because it deals in enter¬ 
tainment and is at times glamor¬ 
ous, it appears to be an all-day 
party. It is very easy to forget 
that a lot of cold-blooded mar¬ 
keting goes into breaking an 

act. The temptation remains, at 
least in small idealistic doses, 
to see the labels as your friends 
because they bring you all this 

great music 
But music is business. Full stop. 
And when you deal music as a 

commodity you had better be 
ready to back up your act, mar¬ 

ket your product and carve out 
your position in the market¬ 

place. Having said that, getting a 

record deal can be the greatest 
thing since the pooch looked 

into the gramophone. What mu¬ 
sicians have to try to do is 

weave through the machina¬ 
tions relatively unscathed and 
come up with a contract that 
they can live with. 

Continued 
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The Lawn 

The Alternative — 
Do It Yourself 
Toronto-based band The Lawn have recently 
completed the slow process of releasing their 
first and last LP. Down in the Valley. Led by 
lead singer and slide guitarist Gord 
Cumming, The Lawn had a fanatical local 
following until they broke up last year. They 
persisted in getting the financing together to 
release their record in May, after it had been 
recorded over a year earlier. The print run of 
500 sold so quickly that the band is having 
another press run done. Cumming says there 
were so many helpful people in the process 
that without them it would have been 
impossible to complete. Wellesley Studios, 
where they recorded were really good about 
payments. 
“Every once in a while when the project 

would just bog down and stop, friends would 
pop up with $500 short-term, no-interest 
loans. Most of them have been paid back 
already. It was strictly a labour of love all the 
way. We were lucky to have that kind of 
interest, where we would get unsolicited 
loans." 
Peace in the Valley was recorded and 

issued for approximately $8,000. Money was 
saved by ploughing every cent made from 

gigs back into rehearsal space rental and 
recording time. They put off having the metal 
master finished until they had the cash to 
press the records, because they didn't want it 
lying around collecting dust. It was produced 
by Vince Carlucci, a friend of the band. 

Carlucci saved the band a considerable 
amount of money by securing a deal on LP 
jackets. The Lawn’s other innovation was to do 
Cinram and saw a couple of skids of rejected 
flats. He said to one of the guys up there, 
'Why don’t you just fold them inside out and 
sell them to me for cheap, instead of recycling 
or destroying them?”’ It was an economically 
and ecologically sound idea. The Lawn 
received about a 40% reduction on their 
jacks. The Lawn’s other innovation was to do 
the artwork by hand. Cummings says, “It’s 
time consuming, but it’s cheaper. We saved at 
least $3,000 right there by not paying an artist 
and a lithographer. We also avoided the 
problem a lot of independent releases have, 
which is that no matter how good the music is 
they have really stupid looking covers. They 
look like independent records, and people 
don’t even want to pick them up." 
The artwork for Down in the Valley 

consists of about one-half silk-screen hand 
press and one-half spray paint stenciling, 
using the stencil usually reserved for spray 
painting guitar cases and amps. Each cover is 
markedly different from the one previous. 
Cumming says it’s fun for the fans, who flip 
through the various covers to find the one 
they like best. 

It may seem strange that a band that is now 
defunct would go to so much trouble to 
release their record, but Cumming says it 
was mainly “for the fans’, but it keeps 
happening we will have definitely 
underestimated how important the release is. 
We’ll have to start asking some difficult 
questions, like whether the band should be 
on stage. If it got to that point, we would prob¬ 
ably have to hire somebody to do a real four-
colour jackets. And we would have to move 
up from a grass roots distribution level to 
Electric or Record Peddler, or have one of the 
indie labels like Fringe pick it up as a 
consistent catalogue piece.” 

At the moment Peace in the Valley is only 
available in Toronto at places that sell used 
and imported records. Cumming says the 
large chain operations are counterproductive 
to the band's aims. "They’ll tie up a record 
like ours in a consignment deal that could 
take anywhere from three to six months to 
get paid, after they sell the last record. That's 
totally against everything we’re trying to do, 
which is to take the little amount of money 
we have and try to make a little more to 
hopefully gain momentum." 
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You Are 
What You Sign 
Steve Macklam, who helps to manage the 
careers of kd lang and Colin James, says a 
contract will always show an act where it 
stands with a label. He says the A&R people 
will size up an act and determine a formula 
by which they can judge what sort of return 
they can get from the act. On that basis they 
write up a contract. Macklam says, "The 
contract should demonstrate what your com¬ 
pany thinks of you. But you have to know the 
industry standards, how much goes into a 
baby band, a developing band, and a 

superstar band." 
Stephen Stohn, a principal at the law firm 

McCarthy & McCarthy and a specialist in 
music law, says the company will always 
remind the artist who is paying the bills the 
first time around. “They are very hardline 
with the first-time artist. It’s simply a case of 
them saying. 'Hey! We’re spending $150,000 
to produce the album. If it’s a dud there's no 
way we’re going to spend any more. Give us a 
break!'” 

Stohn says that even if an album has been 
produced in Canada it will still cost $250-300 
thousand to properly service the recording in 
the U.S. The companies have to rationalize 
their goals because they can’t just dump 

product onto the market all the time. They 
must choose which product to push hardest 
very carefully. Stohn says, “Some companies 
just produce ten albums and the one that 
seems to be selling immediately they go for 
and dump all the rest.” 
There are companies who won’t give up 

after the first single flops, or after MTV 
ignores the first video. These are what 
companies call “projects." the kind of slow 
breakout that can pay handsome returns 
eventually. But Stohn also says, “Of course, 
you can go too far in that direction as well. 
You can flog a dead horse. No matter how 
great the company thinks the record is, the 
public may not be ready for it." Continued 

54*40 

Kinga Tom Cochrane 
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RECORDDEAL 
North 
Versus South 
That is just fair warning right off the top. But 
it won’t stop anyone, because even though 
rock 'n' roll is a risky crapshoot, it also pays 
enormous dividends if you strike it rich. 
Lately numerous Canadian acts have said to 
hell with the domestic branch plants of 
American multi-nationals and gone directly 
South for their deals. There are some within 
the Canadian industry who believe that this 
is a bad move for keeping the national scene 

healthy, but Macklam says he is surprised 
anyone ever thought otherwise. “Reaching 
the greatest number of people is not a pro- or 
anti-Canadian statement. This is 
entertainment. It's a matter of numbers, not 
borders." 

Stohn, who acts for artists as diverse as 
54.40, Cowboy Junkies, kd lang. Glass Tiger 
and Tom Cochrane, some of which have 
domestic contracts and some of which don't, 
says there are good and bad U.S. deals. He 
says. "1 don’t believe you necessarily have to 
sign an American deal. For example, 
Honeymoon Suite is signed to WEA in 
Canada, but I'm not convinced that their 
latest LP would have sold any more had they 
been signed to Warner Brothers in the U.S. 
The States put a tremendous amount of work 

Technics 

YOU OWE IT TO YOURSELF 
TO CHECK IT OUT 

BEFORE YOU BUY ANYTHING! 
Available at a Technics Dealer Near You. 

Technics 1 * ' 
See a Technics Keyboard dealer near you, or write or telephone: 

Great West Music, 3331 Jacombs Rd., Richmond, BC V6V 1 Z6 (604) 273-4976 

into it, but the response wasn’t there." 
Stohn says that often there is the 

possibility of just getting a better deal from 
the U.S. companies. The subsidiaries cannot 
guarantee a U.S. release. “They might want 
some little things that don't make the deal 
quite as good. Maybe they’ll make video costs 
100% recoupable, or maybe they’ll want a lit¬ 
tle piece of the publishing to cover their 
costs. Usually American deals are cleaner, 
but you can still get good deals here." 

Money Back 
Guarantee 
Recoupment. The dirty, unavoidable word. 
Every band, according to The Tragically 
Hip’s co-manager Jacob Gold, "must face it." 
Labels spend healthy sums of money on their 
acts, and they want it back, preferably with 
profit attached. A label contract boils down to 
an agreement between a company and an 
artist that says, 'We'll lend you the bucks to 
make the record, but you have to pay us back 
if you get a hit. If you get another hit we 
might renegotiate to keep you happy.' 

Management may put 
the successful road 
act on a stipend to 
keep everyone in 
spending money... 

If an act signs with a label, they can expect 
to have their recording costs paid for. 
perhaps a video or three, and maybe the 
extra costs of touring. Management may put 
the successful road act on a stipend to keep 
everyone in spending money until the record 
breaks out. Stohn says there are four ways to 
earn income for the young band, none of 
which is all that productive initially. 
The live performance income is the 

simplest method of paying the rent, but the 
act heading for the big time will usually have 
management regulate that money so they 
don't starve. There is merchandising income 
from the sale of t-shirts and other 
paraphernalia, but usually only the 
established stars can reap huge profit 
margins there. Stohn points out that it is his 
responsibility to make sure a band does not 
unknowingly trade those rights away early in 
the game. Recording income is not going to 
happen immediately, but is there after 
recoupment. Finally, there is the royalty in¬ 
come. 

Performing royalties are fairly easy to 
come by because they are regulated in 
Canada by PROCAN and CAPAC, the two 
bodies that disperse income from concert, 
radio and television performances of songs. 
Usually these rates would be divided evenly 

Continued on page 68 
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The 
Distribution 
Deal 
A Third and Final 
Way of Getting 
‘Out There’ 
While your band is busy releasing 'indie' rec¬ 
ords and waiting to get the big major deal, 
you may want to consider another route to 
having your records placed in stores at the 
opposite end of the country. 

Dominique Zgarka’s Electric Distribution, 
for example, offers that possibility. As an 
alternative to the multi-national corporations, 
Zgarka’s company functions in a number of 
different ways. It has to, for as Zgarka says, 
“The real difference between us and the 
larger corporations is that we don’t have a U2 
or a Michael Jackson, so we have to work 
harder.” 
Electric does not pay for recording, 

manufacturing or marketing costs. Instead, it 
picks up small labels that have that end sown 
up. Electric concentrates on getting the 
product out consistently to all areas of the 

Dominique Zgarka, President of Electric Distribution 

country, something that is virtually 
impossible for the small label to accomplish. 

As a distributor umbrella group, Electric 
insists on territorial rights to Canada with all 
of its signings. It wants to be protected from 
an act jumping ship once a major label 
contract is offered. But Zgarka says his 
company actively tries to sign his acts to 
licencing deals in Europe, the Pacific Rim and 
the U.S. In the last year, among 30 licencing 
deals. Candi (through Somersault) was 
signed to 1RS (U.S.) and Eria Fachin (through 
Power) was signed to Warner Brothers (U.S.). 

Zgarka says Fachin is a good example of 
what Electric can do. The dance artist is 
retained exclusively to Electric for Canada, 
but the U.S. Warner Brothers deal allowed 
her to become an even bigger star in Canada. 
Zgarka says, “We reap indirect benefits when 

assisting labels at placing their product in 
other territories. In some cases we broker 
the deal, and if we’re successful we get a 
commission on it. If we don’t broker the deal 
we may still benefit, like with Eria Fachin.” 
After Warner Brothers signed Fachin, her 
song, “Savin' Myself," made it to number 58 
on the Billboard Top 100. Zgarka then 
phoned back radio programmers and advised 
them to have another listen to the song they 
had originally rejected. They started putting 
it in rotation and the song eventually went 
gold. 

Electric tries to make sure an indie is 
financially secure before entering into any 
deal. Because the labels are supplying the 
initial investment, Zgarka has to know they’ll 
be around to collect their higher percentage 
of royalties once the record begins to sell. If 
an act is considered to be worth pursuing, but 
doesn’t have strong managerial or financial 
backing, Zgarka may recommend one of the 
labels in his stable. For example, he could re¬ 
fer an artist to Lorenz Eppinger’s Amok rec¬ 
ords, as he did with the Toronto-based 
dance-oriented singer Kinga. “We felt he 
didn’t have the necessary business expertise, 
but we found him a home where they can 
worry about it. If an artist has to spend too 
much time worrying about the financial 
sphere, it hurts him in the long run." 

Perhaps that is the beauty of Electric’s al¬ 
ternative. You can maintain a certain amount 
of autonomy while growing as an act, but still 
get your music out to a wide audience. 
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HOME 

BY BENJAMIN RUSSELL 
If you are in your twenties or younger, you’ve grown up 
in a world where recording is taken for granted. Little 
kids have Fisher Price cassette recorders with hand¬ 
held mies for singing along to Sesame Street (or 
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AJO AND THE HUNGRY BOYS 
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Michael Jackson for that matter!). But recording has 
not always been so easy. Not so long ago it was a big 
deal to “get recorded”. Making demos was something 
done in expensive studios and not lightly undertaken. 

Continued 
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*****HOME STUDIOS***** 

Blue Rodeo 

Luckily for musicians, those dark years are 
but a dim memory. With the advent of cheap 
ghetto blasters, inexpensive multi-track rec¬ 
orders, and the explosion of MIDI, recording is 
something any musician can and should be 
involved in at one level or another. At the 

very least, if you’re not taping your re¬ 
hearsals now and then to check your prog¬ 
ress, you are overlooking one of the most val¬ 
uable musical tools available. 

If you’ve been bitten by the recording bug 
but haven’t acquired a set-up of your own yet, 

Home Studios 
of the Rich and Famous 

What are the pros using? We spoke to a sam¬ 
pling of today’s recording acts. Not surpris¬ 
ingly, there was a wide variety of set-ups 
from the most basic, to some pretty mean 
pre-production rooms. 
Blue Rodeo: 
Greg Keelor tells us Blue Rodeo has just the 
bare essentials. "After we have the idea for a 
song, we do the arrangements with the band. 
Both Jim (Cuddy) and I have Sony Pros and 
we tend to do all our demos on the Sony. I’m 
in a fantastic position. A lot of people don’t 
have the facility to go into a studio and cut a 
demo if they want to. I do, but I can remember 
a time when I was at a friend’s house with 
just a 4-track doing some recording and it felt 
amazing. 

“When we went into pre-production we got 
an Akai 12-track and recorded everything 
live off the floor in this old theatre where we 
made the record, before the mobile truck got 
there. We just recorded everything we 
thought we might be interested in and it gave 
us an idea of how to whittle down the materi¬ 
al. 

“I’ve got a drum machine built into my lit¬ 
tle Casio keyboard and 1 just use the ’pop’ or 
’rock’ setting while playing bass to write, es¬ 
pecially for some of the moody stuff.” 
Colin James: 
“I should probably lie and tell you I’m using 
all sorts of computers! 1 just use a Tascam 

244 4-track, 1 go through a Roland DEP-5 for 
reverb, and I have an Alesis drum machine. It 
has great snare sounds. 

"1 want to start going through a Rockman 
because you can get such a great sound with¬ 
out having to muck around. It's a quick sound 
that will get your point across as far as 
demoing goes. I wouldn’t use it on stage. 

“Sometimes 4-tracks can be a real drag be¬ 
cause you can get earphone head, you know. 
I’m in hotels and you can't plug in monitors 
there (but I have!).’’ 
Ajo And The Hungry Boys: 
The Hungry Boys rely on a MIDI set-up rath¬ 
er than tape tracks to assemble their song 
demos. Ajo tells us, "We work on the Atari ST 
running Mastertracks Pro sequencing soft¬ 
ware and just plug in our Yamaha TX816 
modules, a DX7, a Roland Juno 106 
synthesizer and TR707 and 727 rhythm ma¬ 
chines. Once we’ve figured out all the parts, 
we play it live in our rehearsal studio and rec¬ 
ord it onto whatever ghetto blaster is handy 
that day. Then we can take the tapes home 
and come up with other ideas and parts and 
take it from there.” 
Barney Bentall and 
the Legendary Hearts: 
Guitarist Colin Nairne knows the band’s 8-
track studio inside out since he’s there ten 
hours a day. Five rooms in an office building 
are shared with the band’s business office. 

Barney Bentall 

Luba 

the plethora of choices you are faced with can 
be a bit overwhelming. What do you really 
need? What’s new and just over the horizon? 
What are the pros using and why? We'll try to 
answer some of those questions for you. 

Continued 

“We have a Fostex Model 80 8-track and a 
modified old Tangent 1602 mixer. We mix 
down onto a Tascam Model 32 half-track. For 
outboard gear we have dbx 163 compressors, 
2 sets of DOD quad noise gates, 2 Yamaha 
SPX90s, 2 Digitech DSP128s. an Alesis 
MIDIVerb II. a Roland DDR-2500 delay, an 
Ibanez DM-1000 delay, and a really old 
Furman spring reverb dedicated to the 
monitor mix which is run on a Yamaha MV-
802, a kind of keyboard mixer. We also have 
drum machines (Oberheim. Roland, and Se¬ 
quential). For mies we use a combination of 
Shure SM57s, Sennheiser 441s. 421s, and 
AKG. The recording room is separated from 
the control room and we’ve got closed circuit 
TV that goes in between the two. 

“We built the studio up over a period of 
about two or three years before we became 
Barney Bental and the Legendary Hearts. We 
used to play biker dances on weekends and 
virtually all the money we got from that went 
into purchasing gear for the studio.“ 
Luba: 
Drummer Peter Maronshack told us Luba’s 
studio is in an office building too. Here the 
band did all the preproduction for their new 
album which should be out in late summer or 
early fall. “The control room is about 15’x30’ 
and the studio tracking room is about 25’x20’. 
We have an old 16x4 Neve console and we're 
using the Fostex 16-track with the 2050 
autolocator. We also have a Biamp board for 
returns to monitor, or if we use any MIDI 
junk. We try to do a lot of live to 16-track and 
stay away from sequencers, but we have 
them if we need them.” 
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HOMESTUDIOS 

Evaluate Your 
Needs First 
Evaluate your needs before rushing out to 
make an investment in gear. If you already 
have a MIDI synthesizer, a drum machine, 
some guitar effects pedals, or mies from your 
live show, these can be integrated into your 
home studio setup. You may already be on 
your way. 

What can you afford? What's essential? If 
you just want to make some scratch demos to 
show your band how the tune goes, you can 
get away with less, but if you want to entice 
A&R departments with more polished tapes, 
or have aspirations to score jingles or films, 
you’ll need to invest more. 

Practically anyone can spring for a ghetto 

...the benefits of 
multi-tracking 
are immense... 
punching in, 

overdubbing, being 
able to balance 

the guitar... 

blaster or a small cassette player, but launch¬ 
ing into multi-track, even in a small way, can 
add up quickly. Figure $500-600 (street 
prices) for the smallest 4-track/mixer pack¬ 
ages. Add a couple of mies, some cables, one 
or two simple effects and you’re in the 
neighborhood of $1,000. That’s not out of 
reach, but certainly something to consider 
carefully if you’re on a tight budget. But the 
benefits of multi-tracking are immense. 
Punching in, overdubbing, being able to bal¬ 
ance the guitar with the voice — these are 
freedoms you won’t be able to live without 
once you’ve tasted them. 

Decide how many tracks you need. Can you 
live with four tracks on cassette (made by 
Fostex. Tascam. Yamaha, Akai, and others) or 
do you need eight tracks. If you opt for eight, 
should you go for open reel machines (from 
Fostex or Tascam), or the relatively new 8-
track cassette format (such as the Tascam 
238 or Iba MR-8T)? If you decide you want 
open reel, you again have a choice: 1/4" tape 
or 1/2". There are 16-tracks on 1/2" or 1" tape 
(Tascam and Fostex). Then there’s the option 
of the Akai MG1214, which is like an over¬ 
grown portastudio but has 12 tracks on Akai's 
special tape cartridge, similar in size to a Beta 
video cassette. 

The main thing to remember is: the wider 
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HOMESTUDIOS 
the tape and the faster it runs past the re-
cording/playback heads, the higher the fre¬ 
quency response, and greater the headroom 
(how far into the red you can go without 
distorting). There’s also a huge difference in 
price between a Fostex X26 4-track cassette 
and a Tascam 38 8-track on 1/2" tape. 

The MIDI studio has grown up alongside 
home multi-track. Using dedicated hardware 
sequencers from such manufacturers as 
Roland, Yamaha, Alesis and Korg, or 
software-based packages for the Apple 
Macintosh, Atari ST, Commodore 64 and 
Amiga, or IBM compatible computers, many 
musicians find tape multi-tracks 
unnecessary. Figure a minimum of $1,000 to 
get an inexpensive computer/interface/soft-
ware package (not counting synths, etc.). If 
you want a Macintosh with state-of-the-art 
software, expect to pay three or four times 
that amount. 

MIDI multi-tracking allows you to record 
the part but not the sound, i.e. when playing 

MIDI 
multi-tracking 
allows you to 

record the part but 
not the sound. 

back the melody, you can decide at any time 
to change the sound from a trumpet to a wild 
synth lead. Other advantages include multi¬ 
ple overdubs without signal degradation and 
the ability to tweak timing and bad notes with 
hair raising accuracy; and no waiting for tape 
to rewind. The major drawback is you can’t 
record voice or live instruments; but on 
mixdown, everything is first generation. 
Many musicians have developed hybrid 

multi-track tape/MIDI studios, enjoying the 
benefits of both worlds. Dedicate one tape 
track to time code, and record vocals, guitar, 
sax, etc. on tape, while running a drum ma¬ 
chine and a sequencer playing keyboard parts 
in sync. These electronic parts, known as 
“virtual” tracks, can extend a small 4-track 
cassette recorder to 24 tracks and more. 

What’s essential? Both tape and MIDI sys¬ 
tems need mixers. As you grow, you’ll wish 
you had a bigger one with more inputs, 
effects sends, returns, phantom power and so 
on. Most small cassette multi-tracks have 
integrated rudimentary mixers but these are 
soon outgrown as you get more effects, or run 
virtual tracks with tape. Buying a separate re¬ 
corder and mixer gives you the flexibility to 
grow. Most often you’ll outgrow your mixer 
before you feel you need more tape tracks. 

There are zillions of effects units to choose 

EVOLUTION (E) AUDIO INC. 
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HOMESTUDIOS 
ments and are well stocked with gear and ad¬ 
vice. Before actually laying out your hard 
earned cash, why not rent it to see if it will do 
what you want. Again, many music stores 
have rental departments. Another option 
which can save a lot of money, is to look at se¬ 
cond hand gear. Home recording has been 
going on long enough that there are some 
bargains to be had when people trade up for 
the latest toys. But watch out for worn heads 
and poorly maintained machines, as such 
deals have been known to turn sour when the 
gear goes down a short while later. 

New 
Developments 
Some new trends have been generating a lot 
of excitement in the home recording field 
lately. Doing for MIDI what the integrated re-
corder/mixer did for tape is the increasingly 
popular MIDI workstation. Korg’s Ml seems 
to have made a big impact on the keyboard 
and home recording market. Now Roland. 
Yamaha, Ensoniq, and Peavey are making 
moves in this area with their respective 
workstations: the W-30, V80 and V50, EPS, 
and DPM-3. 
qqThe idea is not really new. It was pio¬ 
neered by Ensoniq with the ESQ. and home 
keyboards have had built-in rhythm sections 
and little sequencers for years. The differ¬ 
ence is in raw power. These new 
workstations combine high quality sampled 
drum sounds, great synth capabilities, effects 
processors, mixers and multi-track 
sequencers in one package. You’ll have to de¬ 
cide if the integrated approach is right for you 
or if, like separate recorders and mixers, you 
might prefer to have your MIDI toys in 
separate boxes. 

We are being inundated with a new wave of 
multi-effects processors. Yamaha led the way 
with its SPX 90; now the Alesis Quadraverb 
looks set to make a big splash. Peavey. 
Roland, Digitech, and ART all have similar 
units. The idea here is to pile lots of effects 
into small boxes for the general edification of 
musicians and home recordists. Reverb, 
chorus, delay and EQ can be dolloped on 
simultaneously in these units. Korg’s new A3 
does similar stuff with the addition of distor¬ 
tion, sonic enhancement and more. Again, 
you’ll find it’s more flexible to have separate 
boxes, but the way prices are coming down, 
who cares? 

Another trend is in MIDI control. Now 
mixers, processors and patchbays can be 
controlled from your sequencer, often in real 
time (i.e. you could change reverb depth 
while your tune is mixing down). This affords 
a level of automation undreamed of only a 
few years ago. 

In the realm of tape, perhaps the biggest 
new development has been the emergence of 
an entirely new format from a manufacturer 
no one would have expected: Sansui. Their 

rm 

s The revolutionary 
J home entertainment system 
i that makes YOU 
L the entertainmentI 

THE WORLD’S 
GREATEST 

PARTY 
aa MACHINE! 

Compact Home Recording Studio. 
Available separately, our library’ 

contains more than 1800 song titles. 
Singing Machines available 

from $199. 
The Singing Machine 

3447 Kennedy Rd., Unit 9 
Scarborough, ON M1V 3S1 

TEL: (416) 754-SING FAX (416) 754-3817 

The Department of Music of the Faculty of Fine Arts, Concordia 
University announces the following appointment in Music for the 1989-
90 Academic year. The deadline for application is July 31 or until the 

position is Tilled. 

Jazz Vocal Specialist 
Probationary tenure-track. Assistant Professor. $34,000. per annum. Duties 
include Direction of Vocal Ensemble, individual/class coaching, and one of 
the following: Jazz Language. Improvisation. Ear-Training, or History. The 
successful candidate will have achieved wide recognition as Jazz Vocalist 
and will be expected to participate in and produce concerts. Educational re¬ 
quirements include Masters level and/or commensurate experience. 
Bilingualism (English/French) will be considered an asset. 

Candidates should forward Curriculum Vitae, letters of reference, 
performance recordings, and scores to: 

S. Friedland. Chairperson 
Department of Music 
7141 Sherbrooke St. West 
Montreal. Quebec 
H4B 1R6 

In accordance with Canadian immigration requirements, preference is given 
to Canadian citizens, and permanent residents. Concordia Univeristy is an 
equal opportunity employer. 

Concordia æ 
UNIVERSITY 
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TORONTO 
RECORDING 
WORKSHOP 

A t the Toronto Recording 
Workshop, we believe that 
sound engineering is best 

learned through direct hands-on training 
in a fully-equipped, working studio. 

A solid technical foundation combined 
with practical training helps prepare the 
student for employment opportunities 
within the music industry and related fields. 

O ur school offers: 
• 3/6 month certificate 
programmes 

■ comprehensive classroom theory 
combined with hands-on training 

■ fully-equipped, in-house 24-track studio 
provides a learning centre for students 

■ MIDI/sampling & computer-related 
technology 

■ day or evening classes 
■ job placement assistance 

F ully-equipped 24-track 
studio 
■ complete line of effects 

■ spacious control room & studio 
■ hourly & block rates available 
■ on staff engineers & producers 

Call or write for our new colour brochure. 

■Z™// 
374 BERING AVE. TORONTO. ONT M8Z 3A9 CANADA 

TEL, (416) 237-0101 TELEX, 06-984570 

HOMESTUDIOS 
new WS-X1 uses cassettes incorporating 
head technology allowing six parallel tracks 
(8-track cassettes stagger the heads, making 
splicing practically impossible). Here the 
workstation concept is seen again as the WS-
XI includes a mixer, recorder, built-in effects 
and a mixdown deck, all in a package you can 
easily tuck under your arm. 

Synchronization is another trend. We've 
seen how sequencers can sync to tape; now 
tape can sync to your sequencer (or film or 
video). The new R8 1/4" 8-track from Fostex 
can sync to just about anything, while their 
460 4-track cassette was the first to offer such 
sync capabilities in that format. Sansui also 
allows multiple machines to sync together. 
We can expect other manufacturers to follow 
suit in the future. 

Not for the faint of heart (or weak of wal¬ 
let). something super exciting is happening. 
Direct to disk recording is now a reality and 
prices are coming down. You can record 
audio performances straight into the digital 
domain, allowing unbelievable editing 
capabilities. Using a system from companies 
such as Digidesign (for the Macintosh) or Hy¬ 
brid Arts (for the Atari) you can now record 
your finished mix into the computer and cut 
out the 1st chorus, move it after the second 
verse, digitally EQ the bridge, make the 
whole tune longer without changing pitch, 
and... But wait! — you made a mistake? Big 
deal, you can put it all back the way it was 
originally. No more sweating over razor edits 
and sticky splicing tape. 

So what, you say? What's that got to do 
with me? Well, a lot of these techniques can 
be used in your home studio with a sampler, 
some sample editing software, and a little in¬ 
genuity. Let’s say you've worked hard to get 
the background vocals just right on the first 
chorus. It took a long time and you dread the 
thought of going to the other choruses and 
doing it again. No problem. Whip out your 
trusty sampler, sample the chorus (line by 
line if necessary) and fly it into the other 
choruses. That’s often the way the pros do it. 
by the way. You can even fix bad timing and 
so on in the same way — just sample it and 
move it. Get the newest version of Blank’s 
Alchemy sample editing program and you can 
do the "pitch shift without speeding up the 
track” trick (change the key of a song and fly 
in that never-to-be-duplicated guitar solo). 

Finally, we should mention D.A.T. (Digital 
Audio Tape). This has got to be one of the 
most frustrating products for home 
recordists. We've been hearing about it for a 
long time now. The fact is, record companies 
have managed to keep it under wraps for fear 
of consumers copying CDs. Available for 
some time in Europe and other parts of the 
world, in North America D.A.T. is still only in 
limited distribution to professional studios 
and the like. That means prices remain in the 
clouds, if you can find the machines at all. 
Let's hope this situation remedies itself soon 
so we can all benefit. C f\A 
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FOR CRYING OCT LOCID, 

GET AHEAD 

LOUDSPEAKERS 

EQUITY 
sounD 
invtswnTS 

629 Eastern Avenue. 
Unit 2. Toronto. ON 
M4M 1E4 
(416) 465-4888 

PROTECT 
YOUR 

INVESTMENT 
Protech manufactures transit cases 

to your specifications. Ideal for all musical 
instruments or electronic gear. Exceeds 

strict A.T.A. 300 specifications. 

Personalized name and/or logo on each 
case is optional. 

/caisses 

(PROTECH) 
Protech Cases 

1751 Richardson St., #4557 
Montreal, Quebec H3K 1G6 

(514) 931-5023 

Motor Driven Subwoofers 

Already a legend! 

SERVODRIVE 
by 

EQUITY 
soro 
invEswnTs 

629 Eastern Avenue. 
Unit 2, Toronto. ON 
M4M 1E4 
(416) 465-4888 



IF ONLY MORE EXPENSIVE 
DESKS PERFORMED THIS WELL! 

SOUNDCRAFT SERIES 6000 CONSOLE 

Now available with TWISTER “SA”, the best performing 
automation system ever designed! 

Ask your Soundcraft authorized dealer for a demonstration. 

Soundcraft Canada Inc. 
1444 Hymus Boulevard 

Dorval, Quebec, Canada H9P 1J6 
(Tel: (514) 685-1610 FAX: (514) 685-2094 



Sonocore 
CLASSIC STANGS 

Canadian made Sonocore 
Classical guitar strings are as fine as you’ll find. 
Manufactured to the precise tolerances 
required to insure uniformity and purity, 
they are unsurpassed in all but price. 

Ask for them at your favorite music store. 

For further information, contact: COAST MUSIC 
378 ISABEY, ST. LAURENT 
QUEBEC H4T 1W1 



Shooting Murray McLauchlan 
The Ultimate “Home Movie” 
bv Scott Dobson 

One challenge with music videos is 
that often they do not reflect an accu¬ 
rate portrayal of the song or per¬ 

former. Despite the fact that music videos 
have a short shelf-life, 1 have always felt that 
a good video is one that can be seen years lat¬ 
er, and the spirit of song and performer still 
shines. I believe that the new video for 
Murray McLauchlan’s song "Love with a 
Capitol ’L”’ steers clear of being just 'product’ 
and is genuinely engaging. The overall ap¬ 
proach leans on subtle realism and fun. 

I have never been a fan of literalism or 
even lip sync. Our starting point was the song 
rather than a concept. “Love” evokes a 
homespun common sense — a warm message 
to be in love but not with the idea of being in 
love. Cliches and sugary hearts and boy-
meets-girl had to be avoided at any cost. 1 felt 
the song had a lot to do with being a real per¬ 
son, so our mission was to capture some of 
life’s haphazard patterns. 

The video finds Murray and band playing 

with friends at a weekend gathering in the 
country. The event was real and the camera 
captured it as it evolved. I wanted the video 
to present the day in the same order it hap¬ 
pened. We stayed away from contriving 
scenes or relationships, and let the guests be 
themselves. I do not feel that everything 
must be explained — this can spoil the fun 
and impose too much on the viewer. 
Uneventful realism would capture the mood 
of the song and let the viewer develop their 
own unique interpretation. 

This is evident in the scene where a coat 
rack fills with jackets and falls over. I saw no 
need to prove that the guests had arrived, but 
I used the coat rack to tweak the viewer to 
create their own arrival or to picture the jack¬ 
ets filled with people they know. After dinner 
there is a scene of a group photo. My intent 
was not to show on camera that polaroid, but 
to show the fuss and fun involved in taking 
the picture. People associate better with the 
waiting and laughter than with a photo of 

somebody else. The viewer may recall their 
own photos and be drawn into the action. 

The visuals have a familiarity without giv¬ 
ing away what people ate, what they said, or 
how they know each other. Staying away from 
the over-explained creates an odd pace and 
texture. Because none of the visual snippets 
are final, the viewer is invited to look deeper 
— new elements are revealed on each view¬ 
ing. 

This approach did not present a problem 
with identifying Murray as the artist. Too of¬ 
ten in videos you see fantastic footage of 
snake-dens, and then a lame attempt to integ¬ 
rate the artist into the piece. For continuity it 
was important to blend Murray and band into 
the video, but the larger question is: What is 
the point of doing a video if nothing of the ar¬ 
tist is revealed? The solution in this case was 
simple — invite the players as well and let 
them have fun. Murray, being an established 
artist, freed us from having to invent Murray 
mythology. Murray can present himself in a 
casual, personable manner, which suited the 
setting. Vice versa, the people and location 
provided an environment that reflected the 
feelings that led to the song. In a nutshell, the 
musical element felt at home. 

As the band were guests, they were invited 
to make themselves comfortable in the living 
room. They squeezed onto the couch or dug 
up chairs from the porch. The camera 
roamed among them to create an ensemble 
look. With performers who have played 
together a lot the worst thing is to tell them 
how to play or act. What justifies their screen 
time is how they relate to each other. When 
players look at each other and smile or nod it 
speaks volumes — who wants to look at 
uncomfortable people? While we see more of 
Murray, the group feeling remains because 
he plays to the others; they play back and a 
warm groove materializes. As they played, 
the camera stayed about eye level to make 
the viewer feel close to the action and create 
a bit of one-on-one between all involved. 

The final video is in the exact order it was 
shot. The small events of the day — shot in an 
understated way — add up to an ultimate 
home movie that concentrates on people and 
good feelings. Every guest has a small mo¬ 
ment to shine in a way that is truly them. Life 
is that way too; that is what I tried to convey 
in the video, and Murray in his song. 

Scott Dobson has directed for Andrew Cash and the 
Rheostatics, and has worked with Chalk Circle. 
Carole Pope and Teenage Head, among others. 
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BGW GTB 

D crouun 
ntZfOTECH 

Warning: To Avoid 
Risk Of Shock. 

Ignore This 
Amp-To-Amp Confrontation 

Iet’s be frank. We're out to change your . idea of what —and who-makes a 
professional power amplifier. So if 

you just bought a Crown MacroTech, turn 
the page — this comparison won’t be a 
polite one. But it will stick to the facts. 

A look inside these two amps will give you 
a better idea of why BGW amps like the 
GTB Grand Touring Amplifier are built like 
no others in the world. And raise some 
questions about Crown MacroTechs. 

are vulnerable to airborne dust and dirt. 

Right: BGW uses ten pounds of aluminum to 
absorb thermal transients, extending power 

transistor life. 

TAKING THE HEAT 

If the MacroTech heat exchanger reminds 
you of an air conditioner, you've grasped its 
design. This approach works, at least until 
dust and dirt clog the fins. But as soon as 
the air flow slows or stops, temperature 
rises. Soon after that, the Crown shuts off 
— it could even fail. 

The GTB uses massive extruded aluminum 
heat sinks with widely spaced fins. The 

mass of metal absorbs thermal transients 
without straining the fan. And without quick 
changes in transistor temperature. That’s 
important: Transient musical loads put the 
worst kind of stress on power transistors. 
The effects of thermal cycling fatigue may 
not show up until after the warranty, but 
they can destroy lesser amps. Meanwhile, 
BGWs keep right on delivering clean, reli¬ 
able power. 

REAL SPEAKER PROTECTION 

Most amps today are direct coupled, so a 
blown output transistor (the most common 
failure) connects the power supply directly 
to the speakers. Earlier MacroTechs had 
no protection against DC. Now Crown has 
learned their lesson — or have they? The 
sensing circuit and relay they now use 
shuts off the power transformer, but allows 
the filter capacitors to discharge stored DC 
energy directly into your drivers — risking 
real damage. 

Left: Crown uses a slow-acting, less reliable 
relay. It can allow the filter capacitors to dis¬ 

charge stored energy directly into your drivers. 

Right: BGW's modular power output section 
protects your speakers against DC damage 

with an instantaneous Thyristor Crow Bar. And 

the module is easily replaced in the unlikely 

event of failure. 

BGW pioneered DC speaker protection in 
1971. We stopped using relays years ago, 
when they no longer met our reliability 
standards for BGW amps. The GTB. like all 
BGWs over 200 Watts, uses solid-state 
Thyristor Crow Bars to keep DC from ever 
reaching your valuable speaker cones or 
compression drivers. 

Left: Time is money, and with Crown's Macro¬ 
Tech you can lose plenty of both: You have to 

pull it out of the rack every time a fuse blows. 

Right: The GTB's power switch is also a rock¬ 
er-actuated magnetic circuit breaker. You can 

reset it in a second if power lines hiccup. 

MAKE YOUR OWN COMPARISON 

Before you buy or spec your next power 
amp. call us at 800-468-AMPS (213-973-
8090 in CA). We'll send you tech info on 
BGW amps and the name of your nearest 
dealer: He can arrange a demo of any 
BGW model against any amp you choose. 
Then you’ll be able to appreciate the 
advantages of BGW engineering with your 
ears, as well as your eyes. 

13130 Yukon Avenue, P.O. Box 5042 
Hawthorne, CA 90251-5042 

Tel 213-973-8090 • Fax 213-676-6713 



Stage Volume 
In Bruce Dnsdale 

Many concerts are mixed at a sound 
pressure level (SPD that is 
unacceptable to most audience 

members. The audience puts up with this 
SPL because they’ve come to expect this as 
the usual quality of concert sound, or the na¬ 
ture of the music and room noise makes ex¬ 
cessive volume 'acceptable'. Audiences are 
not used to the type of high SPL that 
engineers and musicians subject themselves 
to daily on tour. Standing in front of a PA or 
floor wedge monitor for two hours a day. at 
levels exceeding llOdb. can cause permanent 
hearing damage. More venues are enforcing 
maximum noise restrictions for legal and 
health reasons, requiring house mix levels to 
be more reasonable, and stage levels to follow 
suit. 

Many times a loud house mix is necessary 
to mask the stage volume of a band. An 
engineer can only control a mix properly if 
the stage volume of the band is insignificant 
compared to the final house listening level. 
The musicians, engineers, managers and 
audience should determine the maximum 
house level suitable for a given situation. If 
the stage level is below this enough to give 
the mixer control, the mix can approach 
studio quality because the only sound heard 
is that from the main system, emulating two 
large stereo speakers. Heavy rock bands will 
get away with louder stage volume, because 
their house mix is traditionally louder than a 
lighter act, but the maximum listenable level 
in the house should determine the stage 
level, not the reverse. 

The acoustics of the venue can change the 
stage situation, in that a dead stage absorbs a 
loud stage level, while even a quiet stage lev¬ 
el can appear loud in a live arena with a cor¬ 

rugated steel roof. 
Once headroom over the stage level is 

obtained, the house engineer must be careful 
not to overstep the amount of control 
headroom needed, or the reverse problem 
will be caused for the musicians on stage. If 
the house mix is much louder than it needs to 
be. or has a bad power response — meaning, 
the main system EQ is not correct enough to 
allow even decay at all frequencies in the 
room — the monitor system will be washed 
out or odd frequencies will be masking 
instruments on stage. The band may then 
turn up so that their instruments in the 
monitors have definition over this back wave 
from the house. This compounds the original 
problem, but with escalated house and 
monitor levels. It is therefore important that 
house and monitor engineers work together 
to understand the relationship between 
house and monitor levels and sounds, before 
offering explanations to musicians. 

Providing that the house engineer exer¬ 
cises control, musicians must also have con¬ 
trol on stage. There is usually a volume 
where musicians feel that their artistic per¬ 
formance is not compromised, but the level is 
low enough to satisfy engineers and audi¬ 
ence. In the studio a good take is good per¬ 
formance combined with a good sound and 
good technical execution. The same is true 
for live. Playing at any level desired on stage 
to get performance and a particular sound 
may mean the overall execution of that sound 
will be unacceptable and generally incoher¬ 
ent in the audience. 

These days the PA system should do the 
work. There is no need to have amplifiers 
aiming into the audience. The days of the 
Jimi Hendrix back line wall of Marshalls pre¬ 

ceded decent PA availability. Studio engi¬ 
neers don’t mix with monitors behind them 
on the floor because it isn’t a good position 
for an accurate monitoring source. Each mu¬ 
sician should try and have as isolated a zone 
on stage as possible, to hear their own instru¬ 
ment. Floor wedge monitors need to be pre¬ 
cisely aimed at one’s head as many have 
narrow dispersion horns. Guitar and 
keyboard cabinets can also be tilted and 
moved to a position beside or in front of 
someone. Keeping the listening source close, 
low, and aimed up at one’s head helps to 
isolate zones. A speaker that is aimed at a 
keyboard player in line with a singer five feet 
away will cause the singer to want more 
monitor level. This interaction should be 
avoided. 

Good multi-mix monitor systems and engi¬ 
neers should be a necessity. Monitors distrib¬ 
ute sound where needed and are ideally 
shaped for aiming. Having monitors powerful 
enough to play guitar through means one can 
consider using a preamp such as the 
Rockman'“ and elminating the guitar amp 
completely. Good monitors have better high 
frequency fidelity than instrument 
amplifiers, helping one hear an instrument 
properly and at reduced volume. Preamps 
use direct boxes, eliminating microphones 
and bleed from loud sound sources. Compact, 
closed back guitar amps, with good sound and 
overdrive at lower levels, solve isolation and 
aiming problems. Use of plexiglass around in¬ 
struments such as drums isolates their 
acoustic sound, so that fidelity at lower level 
in monitors and house is achieved. 

Every band and situation is different, and 
time is required for analysis, but many small 
changes make a big difference. 

nruce Drysdale is a freelance sound technician working primarily with Anne Murray. 
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Getting The Biggest Bang For Your Buck 
In Ron Proulx 

Like everything in life, if you establish 
a good relationship with the studio 
and the engineer, you’re half-way 

home. We were fortunate enough to enjoy a 
good relationship with the people at R.P.M. 
studios and engineer Mark Prinsloo when we 
decided to record the debut Picture Comes to 
Life album. 

Before the meter started ticking in the 
studio, we had an opportunity to minimize 
problems and maximize productivity through 
pre-production. More than anything else in 
the recording process, thorough pre-
production will let you achieve your goal of a 
great record. 

This includes song tempo, the song key 
(you’d be surprised what a difference a semi¬ 
tone can make for a vocal), and form. Just 
because we were used to performing a song 
with a 32-bar solo didn’t mean the recorded 
version couldn’t have an 8-bar solo. 

Obviously, this is the time to do any 
sequencing. Remember, if you intend to play 
along with a click track, and even if you don’t 
consider yourself a "sequencer” type band, 
the use of a sequencer as a digital recorder 
for the keyboards can cut lots of time in the 
studio. 

Aside from acoustic piano, virtually all our 
keyboard and drum sounds were chosen and 
MIDI-recorded before we entered the studio. 
We also chose our basic guitar sounds. With 
programmable effects processors, a fairly 
good picture of our sound was achieved 
before we spent ten cents in the studio. 

We mapped it out so that we did the bulk of 
Alister Sutherland's guitars in one session, 
going from one song to another with all the 
clean sounds, then back again for all the 
distorted sounds. 

Perhaps the continuity of doing one song 
all at one time is a luxury for those who have 
unlimited time. We saved the amount of time 
it took for all our live percussion overdubs 
because of this. 

Let me say that regardless of any game 
plan you might have in the studio, vocal 
tracks are the wild card. We might have 
thought that we’d record a lead vocal at such 
and such a time, but if it wasn’t happening we 
gave it a rest. Likewise, if it felt like we 
should do more singing on a particular day 
because either myself or partner Kathryn 
Manx (our main vocalist) felt right about it. 
we went for it. Vocals being the most impor¬ 
tant thing about a recording, lots of attention 
is always needed. 

As we went along, we took notes about eve¬ 
rything. Too much happens during a session 

to remember amplifier and EQ settings in 
your head. When we needed to re-do two 
bars of a guitar part, we were happy we wrote 

while the engineer is recording a d.i part to 
tape. Make sure the vocalist is Warming up 
before he or she records. 

down where the sound came from. 
Once we reached the mixing stage, we 

tried to block together a night followed by the 
following day. I know this is a luxury, but we 
tried to take a mix to the last stage and then 
get a cassette of it and listen to it overnight. 
We’d hear a million things we wanted to 
change, so we might be able to at least change 
the ten most needed things, before moving to 
the next song... 
Here are some further tips to get the 
most out of your studio time. 
• If you're going to do guitar tracks in 
the next hour, make sure your guitarist is 
off warming up. You can get the studio as¬ 
sistant to set up the mic’s and run the cable 

• Once you’re happy with a mix, do another 
pass and push the vocal up a bit. Three days 
later you may be happy you did. 

• We mixed by checking our overall EQ 
against certified hit records Getting a good 
reference against other productions saved 
going home with a tape with no top end or a 
kick drum at solo level. 
In closing, 1 think it’s a great idea to experi¬ 

ment in the studio, but only if you can afford 
it. Chances are that few of us have that luxu¬ 
ry. though. So experiment at home and im¬ 
plement your ideas knowing they’re going to 
work. And stay focused because the meter’s 
ticking. 

Ron Proulx sings, writes and performs with Picture Comes to Life. Their first LP is available on CessPool of 
Lust Reccords, distributed by Electric. 
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What happens when thousands 
of musicians, composers and producers 

suddenly speak the same language? 
In less than a year, the M1 has 

become more than the world’s 
best-selling keyboard. It has 
become a form of communication. 
A universal tool allowing every¬ 
one in the creative process of 
music to exchange new sounds. 
Develop ideas. And collaborate 
on projects. 

In short, the M1, and its rack 
counterpart, the M1R, are creat¬ 
ing more than some of the world’s 
greatest music. They’re creating 

a worldwide network of profes¬ 
sionals who are bringing about 
changes in music faster than ever 
before. 

At Korg, we’re backing up that 
network with a growing selection 
of support products. Like our new 
PCM sound expansion board. This 
Ml upgrade board doubles the 
memory of the M1 and M1R from 
2 megawords to a full 4 mega¬ 
words of CD quality sounds. 
We’ve also created new ROM 
sound cards and program cards. 

What’s even more astounding 
is the amount of options being 

developed by third-party com¬ 
panies. Including a 15-times 
memory expander for the M1 ’s 
sequencer. A disc drive. And an 
ever-growing selection of software. 

No wonder the M1 was named 
Keyboard of the Year and Product 
of the Year* as well as Technologi¬ 
cal Innovation of the Year** And 
with the number of M1 products 
—and users—growing every day, 
you can imagine the potential of 
such a universal language. 

Just think, then, how great 
your potential will be once you 
begin to speak it. 

KORG CANADA 
MONTRÉAL (514) 738-3000 

*1989 Music & Sound Awards 
‘‘Keyboard Magazine, December, 1988. 

© Korg 1989 

KORG 
MUSIC POWER 



What’s behind the hand of the 

/ system ever made and it literally set 
the standard for tremolos. 

Now Floyd has created something that goes 
beyond a guitar players’ dreams and once again 
advances guitar technology... the Floyd Rose 
Sustainer. This new device will enable you to 
perform a technique that usually takes years 
to master. It creates the added dimension for the 

sustain of a single note or full chord. 
It is completely self-contained in the 
guitar which permits you complete 

freedom of movement. 

So stop in at your local 
authorized Kramer dealer 

and try it for yourself. 

It will be like nothing 
you have ever 

heard before. 

It’s the most 
revolutionary 

advancement in 
guitar technology 

designed exclusively 
for Kramer Guitars. 
Seven years ago, Floyd Rose introduced the 
innovative “Original” Floyd Rose™ Tremolo 
System. It was the first double-locking 

man who invented 
the Floyd Rose 
Tremolo?_ 

Erikson 

EXCLUSIVE 

CANADIAN DISTRIBUTOR 

Montreal (514)738-3000 
Toronto (416)764-6350/1 

Vancouver (604)438-9212 



There’s No Business Like Slow Business 
Part Three 

by Glenn Reid 
Personal Managers 
Managers have the unenviable task of taking 
someone whom relatively few people have 
ever heard of, and making them into house¬ 
hold names. First and foremost, he has to be¬ 
lieve in you and your ability to eventually 
reach the big leagues. But he also has to have 
the where-withall to help you to get there. 
Promoting a new act costs money, and if he 
doesn’t have any you’d better be sure that 
he’s the type who can raise it. 

Choosing a manager should be a very cau¬ 
tious exercise. He or she is going to be look¬ 
ing out for your interests for a long time, so 
put a lot of thought into it before you sign on 
any dotted lines. It’s easier to get rid of a bad 
marriage than a bad manager. Still, good 
management is imperative to a successful ca¬ 
reer (or so I’ve been told). You’d better shop 
around. 
Record Execs 
Picture Leonardo da Vinci and a record exec 
standing in front of the recently completed 
Mona Lisa. The conversation might go some¬ 
thing like this: 

“Lenny, baby, she’s a looker alright, but you 
gotta get her to show some teeth. Big, toothy 
smiles are all the rage this year. I can’t even 
tell if she’s happy or what. Work with me 
Lenny, work with me.” 

Not all A&R people are quite that mercena¬ 
ry, of course. I’m just trying to point out that 
your label and you approach the product from 
slightly different angles. You build the ship, 
but they’re the ones who have to sail it. 

They may, on occasion, feel compelled to 
say things about your music that leave you 
feeling like someone just told you your moth¬ 
er swam after troop ships. Ride it out. Unless 
you want your entire career to consist of play¬ 
ing tunes for your friends at parties ("Oh, 
isn’t he good. He should be making records. 
What a shame.”), then you have to at least try 
to see your label’s point. 

For all we know, Mona might originally 
have had buck teeth. The record exec 
might’ve been the one who said, "Nice but 
have you heard how well Michaelangelo’s do¬ 
ing with that chapel ceiling? And not a tooth 
showing anywhere in the whole thing. Maybe 
you ought to try something a little more sub¬ 
tle around the mouth.” 
Yourself 
Speaking of being subtle around the mouth (I 
love a good segue), I’ve known a lot of gifted 
people who weren’t. Don’t fall into the trap of 
being your own worst enemy. You’re not go¬ 
ing to be right all the time, no matter how 

good you are at what you do. We all have 
healthy-sized egos or we wouldn’t have the 
gall to think we’re destined for greatness. 
Just try to keep it in check when you’re deal¬ 
ing with someone else’s. People in our indus¬ 
try have long memories. 
Other Band Members 
What, you thought this was the perfect mar¬ 
riage? You're cramming a bunch of touchy, 
ego-maniacs into tight quarters and you ex¬ 
pect events to proceed swimmingly? Sure, 
and it don't rain in Indianapolis in the sum¬ 
mertime, either. 

Tempers will occasionally flare. Whether 
you’re in the rehearsal space or out on the 
road, tension will eventually rear its ugly 
head. You can do your part for band harmony 
by going against your better judgement and 
trying that lunatic suggestion your drummer 
came up with. 

You’re playing with each other because 

you’re the best that you've found to date. Go 
with your first instinct and listen to what eve¬ 
ry member of the group has to say. Then you 
can set them straight. 
In Closing 
You’ll have noticed by now that my 
recommended solution to the obstacles men¬ 
tioned in this article is compromise. It’s a tool 
that every good negotiator uses to his or her 
advantage constantly. 

Still, the word is anathema to the artistic 
temperament. The inclination is to think that 
the creator of the art knows best. Well, maybe 
you do, but you have to get your product out 
in the marketplace to prove it, or no one but 
you and your buddies will ever know. 
There'll be plenty of opportunties to flex your 
muscles after you really do outsell the 
Beatles, as you know full well you’re going to. 

You gotta believe! 

Glenn Reid is a singer/songwriter with To¬ 
ronto band The Business. 

the record executive... 
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Do You Have Creditor Protection? 
bv Fred Cacciotti 

It is important to a musician that he or she know the implications when naming 
certain beneficiaries on life insurance 

policies and related financial instruments. 
This is even more crucial when one realizes 
that a life insurance contract can be made 
creditor proof. Because of the amount of 
money that is invested into musical 
equipment etc., it makes sense that one's life 
insurance should be free from the claims of 
creditors so that a musician’s family will not 
be without, whether bankruptcy, slow times, 
or death strikes. 

The Uniform Life Insurance Act states that 
where the spouse, child, grandchild or parent 
of the life insured is named as beneficiary, 
both the cash surrender value and death 
proceeds are free from the claims of the 
policyholder’s creditors. 

In Quebec, the exemption in favour of 
family members extends to the spouse and 
any ascendant or descendent of the 
policyholder. Note that in Quebec the 
relevant relationship is to the policyholder 
and not to the life insured as is the case in the 
other nine provinces. 

Creditor protection is not necesssarily lost 
when the life insurance proceeds are payable 
in trust for a beneficiary. The relevant 
relationship is that of the ultimate beneficiary 
to the life insured, rather than the 
relationship of the trustee to the life insured. 
In other words, if the ultimate beneficiary of 
the trust is the spouse, child, grandchild or 
parent of the life insured, creditor protection 
will still apply. 

If one names a beneficiary outside the 
protected class named above and still wants 
to have creditor protection, one can only do 
this if one names the beneficiary irrevocably. 
Although this keeps the policy creditor proof, 
it stops the insured from dealing with his or 
her policy in any way, shape or form without 
the written consent of the irrevocable 
beneficiary. 
Both the cash value and the death 

proceeds will be exposed to the 
policyholder's creditors if his or her estate is 
the beneficiary or if the proceeds of an 
endowment are payable to the policyholder at 
maturity. Also, when an estate is named as 
beneficiary, the life insurance proceeds will 
be subject to estate settlement costs such as 
executor's fees, solicitor’s fees and probate 
costs. As a result, it is generally advisable for 
policyholders to avoid naming their estates as 
beneficiary. 
Keep in mind that once the proceeds have 

been received by the beneficiary, they lose their 

Fred Cacciotti is President of Cacciotti Insurance & 
Financial Services Ltd. 

special character. This means that the death 
proceeds may be seized by the beneficiary’s 
creditors, but not by the policyholder's creditor 

Identical creditor protection extends to 
annuity contracts (policies that provide 
income on a regular basis, usually for life) 
issued by insurers because the law in all 
provinces provides that “life insurance" 
includes an annuity contract. Furthermore, 
annuity contracts registered as RRSPs 
which have the proper beneficiary 
designation as stated earlier, will be 
protected from creditors. Also, if the RRSP 
annuitant dies, the RRSP proceeds will be 
protected from the annuitant’s creditors 
provided they are payable to a named 
beneficiary as opposed to the annuitant’s 
estate. 

To the surprise of many people, RRSP'S 
and RRIF’S are not automatically immune 
from creditors like a registered pension plan. 
Only RRSP'S and RRIF'S issued by a life 
insurance company enjoy an element of 
creditor protection. 

A segregated fund will be considered to be 
a life insurance policy if it guarantees that at 
least 75% of the gross premiums will be 
returned on the maturity of the contract or on 
the death of the person insured. Accordingly, 
if the segregated fund satisfies these 
conditions and the proper beneficiary 
designation is made, then it will be creditor 
proof. 
Limitations on Creditor Protection 

It is important to remember that creditor 
protection only applies to the life insurance 
contract itself. Any payments out of the 
contract lose their special character and 
become ordinary assets, such as cash in the 

bank. For example, if a person surrenders his 
or her life insurance policy or receives 
payments from an annuity, these funds will 
be exposed to creditors. Similarly, any 
payments out of an RRSP to the annuitant, 
whether in the form of a RRIF". annuity or a 
cash withdrawal may be seized by the 
annuitant’s creditors. 

The federal Bankruptcy Act and provincial 
legislation contain provisions that attempt to 
prevent debtors from defrauding their 
creditors. In general terms, this legislation 
can treat any transfer of property within a 
year of bankruptcy or any transfer by an 
insolvent person with the intention of avoid¬ 
ing creditors as a void transaction. The 
leading case on this question involved a 
policyholder, who while insolvent, changed 
the beneficiary of his life insurance policy to 
his wife. Although this policy would normally 
be creditor proof, the court denied creditor 
protection on the grounds that the change of 
beneficiary' was a fraudulent conveyance, and 
therefore void against the bankrupt’s credi¬ 
tors. As a result, it appears that if an individ¬ 
ual transferred his or her RRSP from a bank 
or trust company to a life insurance company 
immediately prior to bankruptcy, the normal 
creditor protection feature would not apply. 
Revenue Canada’s Position 

It is Revenue Canada’s position that it has 
the right to seize the cash surrender value of 
an in force life insurance policy, including an 
annuity or the funds in an RRSP, to enforce 
tax arrears. Revenue Canada claims that 
because it is governed by federal law the 
creditor protection elements which are based 
on provincial law have no application. 
However, the Federal Court has ruled that 
Revenue Canada does not have the right to 
force surrenders. 
Summary 

The unique creditor protection features of 
life insurance products make them an 
important part of any financial planning 
process. The creditor protection feature will 
be particularly attractive to the following 
individuals: 
a) Musicians: 
b) Many professionals who are prohibited 
from incorporating under provincial law and 
therefore, do not have the protection of 
limited liability; 
c) Non-incorporated business people: 
d) Owner-managers who have personally 
guaranteed loans to their corporations; 
e) Individuals embarking on a new business 
venture. 
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WHY THE LEGEHDS PLAY THE LEGEHD. 

The Only Serious Choice. 

© 1989 The Avedis Zildjian Co., Longwater Drive, Norwell, MA 02061 

Perhaps no other percussion instrument 
in history carries with it as much mystique as the 

K Zildjian. The diy, trashy, hand-hammered 
I cymbal born in Turkey, and re-created today 

in the USA—with far greater consistency... 
L and the same dark magic. 

Who plays K's? 
& Tony Williams, Steve Gadd, Peter 
ran Erskine, Vinnie Colaiuta, Dave Weckl, 
B Steve Smith, Alex Acuna, and Dennis 

Chambers, among others. 
For all of them, K's are their fav-

I I orite cymbal. And for most of them, 
m it's just about every piece of metal in 
w their kit. 

The legendary K's. Just one 
more reason that more of the world's 

great drummers play / Zildjians than all 
viher cymbals. f . 

combined. 



Opcode Systems 

Studio 3 Interface 
Opcode's Studio 3 combines a MIDI 

interface, the Studio Plus Two, with 
the Timecode Machine, a SMPTE-

to-MIDI converter. The Studio 3 is a one-
space, rack-mount box. 
The Studio 3 has two independent MIDI 

Ins and six independent MIDI Outs. It can 
read and write all formats of SMPTE time 
code and outputs MIDI Time Code to the 
computer directly, saving cable patching. It 
also Jam Syncs for regenerating code, and 
sends “direct time lock” as an alternate sync 
code. 

The Studio 3 features an internal power 
supply alleviating the problem of large exter¬ 
nal power connectors. 

A unique feature of the Studio 3 is “Soft 
Shoes”, connectors for two foot switches and 
a controller. When used with Vision, Soft 
Shoes allows remote control of most 
sequencer functions from a MIDI keyboard. 
Future versions of CUE - The Film Music Sys¬ 
tem, as well as other Opcode software will 

also utilize Soft Shoes. I Systems, 1024 Hamilton Court, Menlo Park, 
For more information, contact: Opcode | CA 94025. 

PROCESSED SPEAKER SYSTEM 

PHONE 1-519-256-2454; 1-519-256-5665 FAX 1-519-256-2522 

ANE 

OHM 

DRAWMER 

COMPLETE RANGE OF AMPS, MIXERS 
AND SPEAKER SYSTEMS 

HIGH QUALITY COMPRESSORS, NOISE 
GATES AND PROCESSORS 

M 
Hill Audio 

! ®g|g OVER 20 PRODUCTS AVAILABLE OF 
1^1 PROCESSING EQUIPMENT 
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YOU JUST CAN'T BEAT THAT HANDMADE FEELING! 
LADO MUSICAL INC., 689 Warden Avenue, Unit 6, Scarborough, Ontario , Canada M1L 3Z5 

(416) 690-5010 FAX (416) 690-5022 



FINE 
MUSICIANS 
PLAY ONEY 
THE BEST 

Many of the world’s premier Alto 
Saxophonists have been looking for an 
instrument to help them generate a 
heavier more powerful sound. After 10 
years of research, Yamaha has created 
the new YAS 855 and YAS 875 Custom 
Alto Saxophones: the YAS 855, for a 
clear singing tone, and the YAS 875, for a 
tightly focused sound able to project 
through any musical texture. They feature 
newly designed bores that, along with 
tone hole redistribution, and sizing, 
produce uncompromising intonation and 
tonal balance, while allowing the player 
added flexibility to achieve every nuance 
of tone production at any dynamic level. 

A redesigned key mechanism to 
facilitate easier fingering with right-hand 
side keys and little-finger keys, provides 
perfect positioning and effortless 
fingering activity. The neck receiver is 
constructed of a double-wall for durable 
strength and easy assembly. 

Yamaha has developed a completely 
new set of parts and materials for these 
instruments and adopted new techniques 
to craft them into the world’s finest Alto 
Saxophones. 

Yamaha Saxophones 

VMMMk CANADAmu^tée 
For more information, contact: 
Yamaha Canada Music Ltd. 
135 Milner Avenue 
Scarborough, ON MIS 3R1 



Lowrey Piano 

Among the many features of the new 
DP-350 is a touch-sensitive. 88-note 
keyboard, two authentically repro¬ 

duced, digitally sampled acoustic piano 
sounds and eight other dynamic musical 
voices. Musical voice selections include: 
Grand Piano, Console Piano (PCM samples), 
Electric Piano, Stage Piano, Harpsichord. 

Vibraphone. Ethereal. Strings, Jazz and Full 
Organ. Voice modification effects, Vibra 
Trem Chorus and Celeste add texture and 
depth to the musical voices. The Lowrey 
Transpose control makes complex key 
changes fast and simple. 

For information: Kawai Canada Music. 6400 
Shawson Dr. #L Mississauga. ON L5T 1L8. 

Sabían AAs 

Sabian has redesigned its own range of 
cast bronze AA Chinese Cymbals to 
capture the sound characteristics and 

distinctive appearance of traditional oriental 
instruments. 

Prompted by the acceptance of its recently 
debuted 13" Fusion Hats, Sabian has now ex¬ 
panded this series of cross-matched pairing 
to include 14" versions, consisting of either 
an AA (machine hammered) or HH (hand 
hammered) top, coupled with a heavy 
unlathed HH Leopard-bottom of special de¬ 
sign. 

The increased demand for versatile per¬ 
cussion effects has prompted the company to 
introduce a 12" bell cymball, made from 
Sabian’s pure bronze. 

For more information, contact: Sabian Ltd., 
Meductic, NB EOH 1L0. 

CORRECTION 
In the June issue of CM. it was incorrectly in¬ 
dicated that the Kurzweil "Plus” series of 
expanders were available from Hammond 
Keyboards Canada. In fact, these products 
are distributed in Canada by, Heinl Electron¬ 
ics Inc., 41 Industrial Pkwy. S., Aurora, ON 
L4G 3Y5. CM regrets the error. 

DON'T 
be fooled by imitations 

o O 

o 

o 

o 

o 

O o 

*Dealer Inquiries Invited 

Bus: (416) 755-6543 
Fax: (416) 755-0433 

86 Sinnott Road, Scarborough, Ont, 
M1L4M7 

CUSTOM CASE CO. LTD. 

Atari & Notator! 
The Ultimate MIDI Production System. 

Saved By Technology offers you today's most 
powerful MIDI sequencing system: an Atari ST 
computer running Notator™ from C-Lab™. With 
Notator, you can put down your ideas as fast as 
they come to you. Finished already? Print out your 
masterpiece as a professional-quality score! Stop 
reading manuals and start making music with an 
Atari/Notator system. It's on sale now for an 
unbelievably low price - while supplies last. From 
Saved By Technology: Canada's #1 MIDI specialists. 

•Atari 1040ST w/Monitor: $995! 

•Atari 1040ST w/Monitor 
& Notator Software: $1595! 

•Atari 1040ST w/Monitor 
& Notator + Unitor: $2250! 

savid Saved By Technology 
KCHNoiotr 10 Breadalbane St. • Toronto ON M4Y 1C3 

The MIDI Hotline: 416 • 928-MIDI 
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TMI Introduces 
Fender, Sunn Products 
Fender “Mini Series” Products 
Fender Musical Instruments has followed up 
the MA-10 Mini Amp with the introduction of 
two more “Mini” units. 

The MA-10 Mini Amp was a small battery-
powered unit that had both clean and 
overdriven sounds, and a realistic look, fea¬ 
turing a “handle," “grillcloth,” and Fender 
logo. 

Fender has introduced the TA-10 Mini Ra¬ 
dio and the Mini Stereo System. The TA-10 
Mini Radio is an AM/FM radio with the same 
appearance as the amp. Controls include Vol¬ 
ume, tuning, Balance, and AM/FM Switch; 
the units also feature an extendable antenna. 

Offered as a complete system, the Mini Ra¬ 
dio System includes a TA-10 Mini Radio, the 
new GA-10 Mini Amp (all the features of the 
MA-10 plus a tone control), and Fender’s Ste¬ 
reo Coupler. Four modes of operation are 
possible: radio alone, amp alone, amp and ra¬ 
dio, and FM radio in true stereo. All Mini 
Series products can be powered with either a 
9-volt transistor battery or an adaptor. 
Sunn Power Amplifiers 
Sunn Musical Instruments has added two 

dual channel power amplifiers to its line of 
Pro Sound equipment. The two new models 
are the SPL 7350 (350 watt per channel (« 4 
ohms) and the SPL 7250 (250 watts per chan¬ 
nel (a 4 ohms). Both models are stereo ampli¬ 
fiers that can be bridged for mono applica¬ 
tions. 

Sunn’s SPL 7350 and SPL 7250 amplifiers 
feature reliable forced air cooling, Triac 
“Crowbar" loudspeaker protection, full com¬ 

plement input connectors with TRS phone 
jacks and male and female XLR connectors, 
and high current 5-way binding posts and 
phone jacks for speaker output. Also included 
on the SPL 7250 is a front panel switch-
selectable peak compressor with peak/com-
press LEDs. 

For more information, contact: TMI, 2530 
Davies Ave., P.O. Box 279, Port Coquitlam, 
BC V3C 3V7. 

Tommy Aldridge 
could've asked anyone 
to make his drumsticks. 

He chose Pro*Mark. 

■ The World’s Class Drumsticks 
10707 Craighead Drive ■ Houston, Texas 77025 

713/666-2525 

RMS 
SHEDDING LIGHT 

ON THE 
ENTERTAINMENT INDUSTRY 

Fixtures 
Lamps 
Gels 

Stands 
Dimmers 

Controllers 
Cabling 

Followspots 
Smoke Machines 

For Stage, Theatre and Night Clubs 
- System Packages for Rentals« 

- Effects for Stage and Night Clubs-

100 WATTS TO 100,000 WATTS 
Design Assistance Available 

RMSCO Ltd., 9 Pullman Ct., Scarborough, ON MIX 1E4 
(416) 298-7766 or Toll Free; Ont. and Que. 1-800-387-5171, 

Maritimes and Western Provinces 1-800-387-5300 
Fax (416) 298-0225 
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L-Series 
Cabinets 
From Gallien-Kruger 

The new L-Series Cabinets are small, 
light and made entirely out of metal. 
Each cabinet is rack-mountable and 

is delivered with attachable rack ears for 
convenience. A ‘tilt-up’ bottom bracket helps 
direct the sound. 

Four cabinet configurations are available: 
two for guitar and two for bass. The guitar 
cabinets come in both a 2 x 8" stereo/mono 
and a 4 x 8" stereo/mono configuration. By 
plugging into both rear panel 1/4" jacks (left 
and right), you get stereo separation of the 
speakers. Plugging into only the right jack 
drives all speakers in mono. The bass cabi¬ 
nets come in both a 1 x 15" EV and a 4 x 8" 
configuration and are designed to be used 
with a mono signal only. 

For more information, contact: Heinl Elec¬ 
tronics Inc., 41 Industrial Pkwy. S„ Aurora, 
ON L4G 3Y5. 

"1 MUSIC FOR YOUNG CHILDREN 
/TLby F. Balodis M. Ed., a.r.c.t. 

OVER 25,000 STUDENTS 
NATIONALLY SINCE 1980 

Opportunity awaits YOU in myc 
- teach part time or full time 
- teach in your own home 
- manage your own business 
- good communication with other 
teachers and coordinators 

- exciting teacher seminar and 
teachers manuals to guide you 

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

For information contact: 
Frances Balodis M Ed.. A.R.C.T. 
72 Kingsford Court. 
Kanata, ON 
K2K I T9 
(613) 592-7565 

Washburn Enters 

The long scale AB40 is a full acoustic 
bass and can be played without am¬ 
plification, if desired. The on-board 

active EQ combined with Washburn’s acous¬ 
tic pickup system provide sound to any am¬ 
plifier or mixing console. 

The AB40 features a solid spruce top grac¬ 
ing the cutaway body of maple. The massive 
rosewood bridge sports a compensated sad¬ 
dle. The rosewood fingerboard has 24 frets. 

In place of the traditional sound hole or F-
holes, Washburn chose to use angled “Sound 
Slots” right next to the fingerboard. The 
AB40 is available in traditional natural and 
sunburst finishes. 

For more information, contact: Boosey & 
Hawkes Ltd., 279 Yorkland Blvd., Willowdale, 
ON M2J 1S7. 

CUSTOM CASES FOR ANY 
dH APPLICATION 

USED BY THE MEMBERS OF TRIUMPH 
WE BUILD THEM TOUGHER JUST IN CASE 
REPAIRS TO ALL MAKES OF CASES 
VISIT OUR SHOWROOM AT: 3858 CHESSWOOD DR., 
DOWNSVIEW, ON M3J 2W6 (416) 398-0743 

ROAD CASES 

Acoustic Guitar 

Market 
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New From King 

Musical Instruments 
Grassi "2OOO” Series Saxophones 
King Musical Instruments has reached 
agreement with Grassi & Company of Italy to 
distribute their “2000 Series” saxophone line. 

The "2000 Series” saxophones are availa¬ 
ble in Soprano, Alto, Tenor and both Bb and 
low A Baritone, and incorporate such fea¬ 
tures as an articulated G# key, high F# (alto 
and tenor), large inlaid pearls, two adjust¬ 
ment screws, adjustable bell key felts and an 
engraved bell. 
6(X) Series Brasses 
The 600 Series student trumpets, comets 
and trombones from King Musical Instru¬ 
ments are student-priced brass instruments 
with features such as adjustable third valve 
slides with stop, close to tolerance pistons 
and chrome-plated inner trombone slides. 

The King 600 Series includes models 600. 
600M, and 601 trumpets, the 602, 603 and 
604 cornets, and the 606 and 607F trombones. 

For more information, contact: King Musi¬ 
cal Instruments, P.O. Box 787, Elkhart, IN 
46515. 

Choral 
Textbook 
from Boddington 
Boddington Music Ltd., a retail instru¬ 

ment and music dealership, has an¬ 
nounced that it has been appointed 

the exclusive Canadian distributor of the new 
choral textbook Sing!, by the Hinshaw Music 
Textbook Division. 

Sing! is a complete textbook for any secon¬ 
dary school choral music class, designed to 
provide students with a comprehensive and 
substantive course in music. Divided into 
four sub-sections, this 400-page, softcover 
text includes basic vocal techniques, princi¬ 
ples of diction, choral technique development 
training, basic theory, music history, and 51 
complete choral arrangements. The materials 
are designed to be used for more than a year 
and to meet the needs of students with di¬ 
verse musical backgrounds. 

A teacher’s guide, teacher’s kit. accompa¬ 
nist books, and accompaniment and ear train¬ 
ing tapes also available to provide teachers 
and educators with the proper tools to make 
Sing! a success in the classroom. 

For more information, contact: Bob Ander¬ 
son, Boddington Music Ltd., 1650 Avenue 
Rd.. Toronto, ON M5M 3Y1 (416) 785-5000. 

ACOUSTIC-GUITARS 

iiiaiir 
(■■□■■i 
»■■UI 

Dreadnaughts, 12 string, folk and classical 
guitars, steeped in the famed Vantage tradition 
of fine craftsmanship for a less than reasonable 
price...Even a cutaway with inboard pickup for 
a voice that carries beyond the woods. 

Í 
,0 
!« 

TORONTO 

764-6352 

VANCOUVER Erikson 43a3030
MONTREAL 

738 3000 
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The Acoustic Piano 
That’s Something Else 

Dimensions IHxWxD): 126x 150x61 cm(49-3/4*x59'x24’) Weight: 232 kg(511 lbs.) 

First we made a superb acoustic piano. Then we 
added specially developed digital technology. 

The result? A piano so unique, with so many 
new features, we had to make a new name for it. 

The Disklavier1" piano, from Yamaha. 
Play it and you'll find the ringing tone and 

responsive touch that have made Yamaha a 
favourite of piano lovers the world over. 

Then slip in a disk, and you'll hear why the 
Disklavier piano is something else again. 

The Disklavier piano plays back prerecorded 
PianoSoft™ disks, like an automated player 
piano. But with a digital playback system 
that gives you fidelity just not possible with a 
conventional player piano. And you can change 
the playback pitch, tempo and volume. 

The Disklavier piano also lets you record 

FREE DISKLAVIER VIDEO TAPE 
FOR MORE INFORMATION AND A 

DEMONSTRATION TAPE 
WRITE TO: 

what you play. So you can save your own best 
performances, or your child’s or teacher’s, 
and listen to them time and time again. With 
fidelity that's just remarkable. 

For practice, you can play back or record 
either the right- or left-handed parts alone. 
And you can even link into a MIDI (Musical 
Instrument Digital Interface) network. 

The Disklavier piano. It’s a great Yamaha 
acoustic piano with special digital features. 
See for yourself— and hear, and feel—why it’s 
truly something else. 

YAMAHA 

dlsklavier 
Disklavier Video Tape 

YAMAHA CANADA musiquHtée. 
135 Milner Avenue 
Scarborough, Ontario M1S 3R1 
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bv David Henman 

Welcome to our newest department, Showcase, an opportunity for us to reveal a portion 
of the wealth of unsigned talent that exists in untold quantity in our vast Canadian landscape. 

Michael Hutzel 

• Michael llutxel • 
Style: Guitar — all styles 
Contact: 1475 Dufresne 
Montreal, PQ 
H2K 3J4 
(514)521-4446 
Starting at age thirteen. Michael Hutzel has 
been playing guitar for a dozen years, concen¬ 
trating primarily on acoustic instruments, al¬ 
though he is equally at home on electric. 
Michael lists among his influences Steve 
Morse, Al DiMeola, John McLaughlan, Jaco 
Pastorius and Jimi Hendrix. His main axes 
are an Ovation steel string, a Gibson Chet 
Atkins classical and a Fender Stratocaster. 

Self-taught. Michael has worked mostly as 
a ‘free agent’, focusing much of his energy on 
’intensive daily practice’ as well as teaching. 
Earlier this year Michael was the provincial 
(Quebec) winner of the Fender Guitar Warz, 
and competed in the national finals in 
Toronto. 

The tape that Michael sent us displays his 
virtuosity on all three instruments (steel¬ 
string, classical and electric) and his grasp of 
different styles, although an affection for 
classical and rock is most evident. There is a 
lack of focus, but the wealth of exuberant en¬ 
ergy and obvious joy of playing will ultimately 
be the path by which he surmounts any ob¬ 
stacles. 

• lerilvn Rvan * 
Style: Country 
Contact: Linedriver Productions 
2666 East 5th Ave. 
Vancouver, BC 
(604)253-0750 
"A single mother of two, bandleader, inde¬ 
pendent recording artist and country music 
activist" is how Vancouver journalist Tom 
Harrison describes Terilyn Ryan, who per¬ 
forms with her own band, Linedriver. 

Originally from Calgary, Terilyn now lives 
in Vancouver but spends a fair amount of 
time in Nashville. Although unsigned. Terilyn 
has done quite a lot of recording, releasing 
most of her work independently. 

She sent us an eleven song cassette called 
Silver Bullets, distributed in Canada by High¬ 
falutin’ Records. Her music is 
unapologetically country, with elements of 
rockabilly, country-swing and bluegrass 
weaving in and out of spirited songwriting. 

Terilyn Ryan 

Lively stuff, well produced and performed, 
that begs the question: Why doesn’t this girl 
have a major deal? 

Big House 

• Ri" House • 
Style: Hard/Pop Rock 
Contact: Childsplay Management 
1780 Eglinton Ave. E., #707 
Toronto, ON 
M4A 2T2 
(416)285-8249 
Formed in 1987 in Edmonton, Alberta. Big 
House consists of drummer Sjor Throndson. 
singer/guitarist Jan Ek, bassist Craig 
Beakhouse and guitarist K.B. Broc. Sjor and 
Jan, who started the group, moonlight as free¬ 
lance models. Craig has studied formal music 

theory and jazz bass, and currently teaches 
bass. K.B. (Kevin) Broc was a member of 
Hostage, which toured nationally in support 
of Nazareth. 

The tape submitted is not untypical of this 
genre — tough, macho lyrics, heavy-handed 
playing — but singer Jan Ek has an unusual 
voice, and the playing is considerably less 
simplistic and excessive than is often the 
case. The music draws you in and holds your 
interest. It’s raw and raunchy, refreshingly 
sparse and airy. 

If you are unsigned and would like to be a part of Showcase, send us a complete bio, a glossy black and white 
photograph (don’t forget to name the people in the photo) and a cassette of your music. 

Also include an address and phone number where you can be reached. 

Send your complete package to: Showcase, Canadian Musician, 3284 Yonge St., Toronto, ON M4N 3M7. 
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PARTS FOR TX816 .AND A 
LINN DRUM MACHINE. Call FOR SALE 

EMULATOR - Three 4 meg. 
keyboard with 40 meg. internal 
hard drive. Brand new, must go, 
any reasonable offer. (403) 438-
589L 

AUTHENTIC LESLIE made 
#16. This classic is in mint work¬ 
ing condition priced at $1100 or 
best offer. Call Stratford ON 
(519) 271-3810, ask for firehouse. 

STEINWAY DUOART 
GRAND, excellent condition, 
minor restoration, library classi¬ 
cal rolls, PO Box 652, Lake Plac¬ 
id. NY 12946. 

HELP WANTED 

DIVERSE MUSIC CORPO¬ 
RATION requires independent 
Reps for regions in Canada/US. 
Excellent opportunity for musi-
cians/entrepreneurs and retail¬ 
ers. Contact Kirk Brownlee at 
Artistic Developments Corpora¬ 
tion. (416) 691-9650. 

WANTED 

VINTAGE GUITARS WILL 
BUY, SELL OR TRADE -
Fender and Gibson electrics. '55 
Fender Stratocaster SB. '57 
Fender Stratocaster SB. '64 
Stratocaster-Cherry. ’59 Gibson 
Les Paul-Standard. ’58 Gibson 
Flying-V. '48 Fender 
Broadcaster. '59 Les Paul Junior. 
MANY MANY MORE! Call (416) 
420-6380 or write to: PO Box 
327, Canadian Musician, 20 Holly 
St., #10L Toronto, ON M4S 2E6 

Jan collect at (416)458-1730. 
Leave message. 

PRODUCTS 
ACCOUSTIC COILS make it 
easier! Sound reinforcement in¬ 
serts for wind instruments. 
Greater resonance, focus, 
projection. $35.00 (U.S.) each. 
Immediate supply. AA1IRR Air 
Accoustics, 1234 South Quince 
Wav, Denver, Colorado 80231, 
USÀ (303) 751-0673. 

CREATIVE 
SERVICES 

CREATIVE GRAPHIC DE¬ 
SIGN for album covers, bro¬ 
chures, catalogues, & 
promotional literature. Whitney 
Graphics, 20 Holly St., #101, To¬ 
ronto, ON M4S 2E6 (416) 485-
8292. 

EDUCATION 

FORMER FENDER RE¬ 
PAIRMAN now offering an in¬ 
tensive, four week course in gui¬ 
tar repairs. For more information 
write: PO Box 55. Beachcomber. 
RR#1, Nanoose Bay, BC VOR 2R0. 

SERVICES 

DOUG THOMPSON GUI¬ 
TARS: Custom building, resto¬ 
rations and repairs Write: Box 
841, Nelson B.C. VIL 6A5 Tele¬ 
phone (604) 359-7724. 

THE TWELFTH FRET 
GUITARIST’S PRO SHOP; 
repairs and restorations to all 
fretted instruments. Builders of 
fine handmade electric and 
acoustic guitars. Repairs ac¬ 
cepted from across Canada. We 
mail-order Gibson, Fender, 
Ibenez, Charvel, Kramer, Martin, 
Norman, and Simon and Patrick 
guitars. Plus multitrack, effects, 
amps, etc. by Fender, Marshall, 
Randall. Rockman, Alesis, Fostex 
multitrack, Shure, Samson, ADA, 
Digitech, DOD. Boss, Roland, 
ETC. at low, low prices. Write 
920 Kingston Rd. Toronto, ON 
M4E 1S5. (416) 694-8162. 

SONGWRITERS: Friendly 
mailorder recording services for 
your demo and cassette projects. 
Write Keith at Kanoson Produc¬ 
tions, RR #3 South Durham. PQ 
JOH 2C0, for information. 

LEARN TO PLAY GUITAR at 
home at your own pace. We have 
instructional tapes & books by 
such artists as: Vivian Campbell, 
Rik Emmett, Malmsteen. George 
Lynch and from such names as 
Hot Licks. Star Licks, Lightning 
Licks and rock performance mu¬ 
sic. Send for your free catalogue 
today. Morelli’s Music, 361 12th 
St.E., Owen Sound. ON N4K 1W1 
(519) 376-5533. Dealer inquiries in¬ 
vited. 

J.E.M. PRODUCTIONS - “a 
rock an roll co.” Guitar Repairs, 
good work - reasonable rates. 
Please call for appointments. 
James Edward Manning, 1 Sey¬ 
mour Ave., Toronto, ON M4A 
3T3 (416) 466-8255. 

MUSIC VIDEO - Get the Big 
Picture. Broadcast Quality. See 
our demo reel or our work on 
Much. Grants accepted. (416) 533-
3855. 

MUSIC VIDEOS!!! We produce 
professional music videos at 
great prices. For quotes and ide¬ 
as call Dave at Straiten Films 
(416) 323-9679. 

PUBLICATIONS 

CANADIAN MUSICIAN 
BACK ISSUE PACKAGES: 
Recording — studio setup, con¬ 
struction, techniques, 6 issues 
$9.95: Do It Yourself — prac¬ 
tice amp, fretless bass, PA mixer, 
percussion, 6 issues $9.95; Tak¬ 
ing Care of Business — jingles, 
publicity, radio promo, record 
deals, musician’s money, over¬ 
seas markets, 9 isues $15.95. 
PLUS Bryan Adams (6/$9.95); 
RUSH (5/$8.95); Honeymoon 
Suite (4/$7.95). SINGLE 
COPIES TOO! Most back is¬ 
sues available, $2.75 per copy; 
discounts on large orders. For 
free, complete listing contact Ca¬ 
nadian Musician, 20 Holly St. 
#101, Toronto, ON M4S 2E6 
(416) 485-8284. VISA, 
MasterCard & American Ex¬ 
press accepted. 

IF YOU’RE LOOKING FOR 
AN INEXPENSIVE WAY TO 
ADVERTISE YOUR SMALL 
BUSINESS TO A LUCRA¬ 
TIVE MUSIC MARKET 
LOOK TO OUR CLASSIFIED 
SECTION OF CANADIAN 
MUSICAN MAGAZINE. 
Rates: $.90 per word. Minimum 
$15.00. Frequency discount: 3 
ads- 4%, 6 ads-8%, 12 ads-12%. 
Payment In Advance. Visa, 
MasterCard & American 
Express accepted. Contact Lori 
Laviolette, Canadian Musician, 
20 Holly St., #101, Toronto ON 
M4S 2E6 (416) 485-8284 
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High quality, low cost 
photographs — Fast 
Any quantity 
Available in glossy or matte. 
Colour or black & white. 
Ask for your free customized 
kit today. 

GALBRAITH REPRODUCTIONS 

201 DUFFERIN STREET 
TORONTO. ONTARIO 

M6K 1Y9 
(416) 531-6913 

Photography 

PUBLICITY PHOTOS 
100 prints 8” X 10" 

$99.00 Block & While 
$155.00 Colour 

from supplied negative 
— samples upon request + 

12% FST & Ontario residents + 
8% PST. Mail orders accepted 
with payment and $11.00 for 

shipping. 

Plum Laboratories 
209-259 Dufferin St., Toronto, 
ON M6K IZ5 (416) 535-5227 

Music Stores 

CANADA'S ONLY RETAIL 
MUSIC WAREHOUSE 
—OPEN TILL 9:00— 

WATCH FOR OUR 
GIGANTIC 
EXPANSION 

9201 YONGE ST. 19 GLEN WATFORD DR 
RICHMOND HILL. ON SCARBOROUGH. ON 

(416) 889-6382 (416) 293-7739 

Sound Reinforcement 

Consultants 

mona coxson 
Music Career Consultant 

EXPERT GUIDANCE ON ALL 
MUSIC-RELATED CAREERS 

performing • songwriting 
alternate careers in the music 

business 

in MTOINTMEXT 0X13 
25 Mabelle Ave.. Suite 2615 

Islington. Ontario M9A H I 
Phone: (116) 233-4700 

Record Manufacturers 
CANADA'S LARGEST 

CUSTOM MANUFACTURER 
OF RECORDS.TAPES 
& COMPACT DISCS 

WHEN ONLY THE BEST 
WILL 00 . . . 

KI cinram 
2255 Markham Road. Scarborough. Ont 
M1B 2W3 W (416) 298-8190 

Creative Sen ices 

WHITNIY GRAPHICS 

DESIGN & CREATIVE 
SERVICES 

CONTACT: KATHERINE WHITNEY 

(416) 485-8292 

MARKETPLACE 

FOR MORE 
INFORMATION ON 
PLACING AN AD IN 
MARKETPLACE... 

CONTACT: 
LORI LAVIOLETTE 

(416) 485-8284. 

Seymour Duncan 

Erikson Distributed in Canada by: 

Pickups 
578 isabey 
St. Laurent, Que. 
H4T 1W1 

5496 Vanness Ave. 
Vancouver, B.c. 
VSR SA9 

111 Granton Dr. 
Richmond Hill, Ont. 
L4C 4X8 

brings you a revolutionary breakthrough in 
pickup technology. Developed for use with locking 
tremolo systems, the trembuckers correct string spacing 
and unique 12 pole piece design combine to surround each 
string with a rich magnetic field. This pickup will dramatically 
increase the tone and responsiveness of a guitar equipped 
with a Floyd Rose or similar locking tremolo unit. Made with 
a hot balanced coil winding and Alnico v magnets, The 
TREMBUCkER delivers a fat rock-n-roll attack and sizzling 
harmonics. The trembucker features 4 conductor wiring for 

added versatility. 
For more information on this and any other pickups in 

Seymour's extensive line up, contact your nearest Seymour 
Duncan dealer. 



The board that works as hard as you do. 

You know the kind of hard work it takes to 
perfect your art. 

And you’re looking for a mixer that will 
complement your abilities. One that delivers 
professional capabilities without the inflated 

Most importantly, they’re so competitively 
priced, you’ll still have money left in your 
budget for outboard gear. 

BK mixers are quite the performance 
packages—and they’re backed by the best 

price tag. service in the industry. 
We’d like to introduce you to the BK 

series of mixing boards . . . 
BK mixers come in 8-, 12-, 16-, 

and 24-channel configurations, with 
professional features like individual 
channel inserts, phantom power 
and PFL. 

They also offer three sends per 

Contact your 
local EV dealer 
today. And see 
why the BK 

series is one of 
the most popular 

boards among 
musicians today. 

input, reverb to monitor and individual channel 
clip indicators, as well as BNC-type lamp 
connectors for low-light situations. 

EleciroVoice 

a MARK IV company ® 

600 Cecil Street, Buchanan, Ml 49107(616) 695-6831 In Canada: P.O. Box 520, Gananoque, Ontario K7G2V1 (613) 382-2141. 



Vocal Microphone. ... Non Reflective 

Gould 
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The C1000 S 
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GOULD MARKETING INC., 6445 Côte de Liesse, Montréal, Québec Canada H4T IE5 (514) 342 4441 FAX: 342 5597 Télex: 05 824822 

í 1 

AKG has just created the first 9-V battery 
powered vocal mic. 

Here's why: 
The 9-V battery ensures the same level of 

performance as professional phantom 
powering where no phantom power is 
available. 

Thus, the C 1000 S marries the superb sonic 
quality of AKG studio condensers to absolute 
roadworthiness. 

Uses include vocals, acoustic instruments, 
and home recording: the perfect match for a 
perfect song. 

AUSTRIA 

AKG 
C1000S 

AKG 
acoustics 
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Dealer Inquires invited! 1 
Write Or Call: 1 
JEAN HEPBURN ’ 
ENTERPRISES LTD 
125 West 5th Avenue 
Vancouver, B.C. V5Y1H9 
(604) 879-7761 7(604)879-9316 
FAX (604) 879-9799 

$849.50 
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Manufactured In England by the JEM Smoke Machine Co. Ltd. 



The Art of Listening 
Part One: The “Conservatory of Desire” 
Bv Terry Hatty 

Whenever anyone asks me how I 
learned to sing, I laugh and admit 
“singing along with records.” I 

think it’s funny because it seems like a silly 
way to have learned, and there’s nothing 
formal or official about it. Yet it worked for 
me. It was a sort of "conservatory of desire” 
and it happened surreptitiously, as great 
things in one’s life often do. Indeed, it 
happened before 1 knew it. 

1 fell completely in love with music in 1960. 
although music had been present in 
abundance since birth. Both my parents are 
singers. I recall "Only The Lonely” by Roy 
Orbison (summer of ’60) as being one of the 
songs associated with my "rite of passage.” At 
about this time music changed from a neat 
sound in the background to something I 
wanted around me more and more! There 
developed in me a keen desire, even a need. 
to hear certain songs again and again. They 
touched me... the music had an emotional 
impact on me. And though the words 
probably didn’t, somehow I moved easily into 
singing along with the record — and then 
later, singing the songs in my head. It’s worth 
noting that when I’d sing a song to myself, I’d 
try to get it "just like the record;” the payoff 
was maximized if I could get close to the 
original. Remembering it wrong somehow di¬ 
minished the fun. 

Now, to me this was all quite an organic ex¬ 
perience — nothing was forced. It happened 
without any planning (the “conservatory of 
desire!”). I'd guess there are thousands like 
me in this respect, though few are fortunate 
enough to go on and make a career out of it. 
Later, when my listening became more dis¬ 
criminating and I was buying records more 
than listening to radio, the same involuntary 
process occurred and, after repeated 
listenings, I’d have almost unconsciously 
memorized the drums, bass, guitar or sax 
solo — even horn and string lines — even when 
the music was in odd time signatures or had 
wacky chord changes or even key changes. So 
it went for me. 

Now it’s obvious that this way of learning, 
being unplanned, is limited. And things like 
one's interest, one’s taste, the ability to 
“hear”, and the ability to, then, deliver a 
rendition of what has been heard can create 
boundaries if one stops there. Formal study, 
of course, can take one beyond these 
boundaries. What I’m talking about here, 
however, is the “conservatory of desire", an 
institution of a different order and one which. 
I’m sure, has been the only school for the Halifax singer/guitarist/songwriter Terry Hatty recently relocated to Toronto. 

majority of pop singers. Possibly not the best. 
So, what am I saying: Just do what comes 

naturally? Well. yes... but to put a fine 
point on it: Listen'.'. To sing well... lis¬ 
tening is of huge importance, be¬ 
cause we need to think of singing 
in the larger sense: taking part 
in music!! First we listen, then 
we speak. And listen in many 
ways: with the ears, yes, but 
with heart and soul and 
body; and to yourself, other 
singers, writers, instrumen¬ 
talists, etc... really, to every¬ 
thing. Listening is a very big 
deal, and I hope to speak more 
about it in future articles. But 
let me sum up: 

You start, without any effort, 
in the “conservatory of desire”. 
You move on and, with effort, 
maybe you “borrow' everybody’s ; ■ 
licks and get a vocabulary that way.W 
Now you’re ready to speak, but W 
you’ll probably sound like others 
for awhile. Don't be alarmed. Even ' 
Salvador Dali said "the only way to be 
original is to copy somebody.” Eventu- 1 
ally, if you have it in you, you can grow 
into a singer with your own unique 
"voice”. Keep listening! 
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