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The music business can be

exciting, exhilarating and ' ’

down-right dangerous. Desire EXHIBITION CONFERENCE FESTIVAL

and hard work are no longer
enough. vou must have the right “USIC
Connection at... W ES |

information and the right
MAY 1 -4, 1992

connections to succeed.

VANCOUVER TRADE & CONVENTION CENTRE
Music West is a unique
international event featuring: VANCOUVER, B.C. CANADA

I usic v HIS vusic L
CONFERENCE FESTIVAL WESTEX

Presented by Canadian Musician

This is vour opportunity to participate in - Thisevent features topartists A unique manutacturers
music business pancels and seminars. Play performing in Vancouver's  trade show and public exhi
your demo tape for A&R representatives hottestdowntownnight-spots.— bition that will feature a
from North America’s top record labels and - The four night explosion of  wide range of the latest
music publishers who will be at our Demo  music will feature bothmajor - musical instruments, hard
Critiquing Session looking for fresh. new recording artists and the best ware and technology--cve
talent. At last vear's Conference one group  unsigned talent, rvthing from musical clip
siened a major international  record art soft

deal as a result of having their tape  IEITTE N TGRS @0 LA CI EICHSFELR [ ERVLITR  ware (o
played at the Demo Critiquing Session. IR E 00 - LR G R UL AU CRUE BU L Nl  hot new
schmoozes, parties and showcases! guitars.

I OR MONEY ORDER TO:
i Music West, Suite 203-1104, Hornby OR ORDER BY PHONE:
Street, Vancouver, B.C. V6Z 1V8 Tel: (604) 684-9338 Fax: (604) 684-9337

| ORDER YOURS TODAY! |
, ’ SEND ME |
I All-Access Please send me more information about: b
: Delegate - Demo Critiquing Session - Conference :
| Pass( es ) to Music West ) Festival ) Westex Music Exhibition | |
| - Hotel Packages |
| $125.00 before March 1, 1992 I
1 $150.00 after March 1, 1992 GST | naue 0
| ADDRESS I
: MAIL YOUR CHEQUE S POSTAL CODE :

|

|

|




Here's to SOCAN's
Hitmakers

Second Awards Presentation

November 20th, 1991

POP-MUSIC AWARDS
“All the Lovers in the World”

Lawrence Gowan

Eddie Schwartz

EMI Blackwood Music (Canada)

Ltd. (sub-publisher)/Mark-Cain Music Publishing

“Bird on a Wire”

Leonard Cohen
Leonard Cohen Stranger Music Inc.

“Black Velvet”

David Tyson

Christopher Ward

Bluebear Waltzes/

EMI Blackwood Music (Canada) Ltd. (sub-publisher)

“Dangerous Times”

Sue Medley
Palygram Music Publishing Inc

“Don’t Look Back”
Claude Desjardins
Paul Henderson
Kenny Maclean
Daris Songs/Daris Music

“Every Little Tear”

Paul Janz
Irving Music of Canada (sub-publisher)

“Expedition Sailor”
Pye Dubois

Kim Mitchell
Mark-Cain Music Publishing

“Inside Out”

Greg Keelor
Michelle McAdorey
Round Rack Music
“Lover of Mine”
Kit Johnson

Alannah Myles
David Tyson

“More Than Words Can Say”
Fred Curci

Steve De Marchi

Canadiana Music (sub-publisher)

COUNTRY MUSIC AWARDS

“Bachelor Girl”

George Fox

Balmur Music/

Wamer/Chappe!l Music Canada Limited
“Luck in My Eyes”

k.d. lang

Ben Mink
Bumstead Publishing/Zavian Publishing

“Reach the Sky Tonight”
Rita MacNeil

Big PPond Publishing & Productions
“Start of Something New”
Terry Carisse

(Carl E. Jackson, co-writer)

Carisse and Rawlins Publishing Co./
Palygram Music Publishing Inc.

CONCERT-MUSIC AWARD
R. Murray Schafer

JAZZ AWARD

Lorraine Desmarais

MUSIC FOR FILM/TV AWARD
Milan Kymlicka

MOST-PERFORMED FRENCH-
LANGUAGE SONG

“A bout de ciel”

Pascal Mailloux

Marjo

Jean Millaire

Les Editions du Calliope/Musique Thesis

MOST-PERFORMED
INTERNATIONAL SONG

“Nothing Compares to You”

Prince (ASCAP)
Controversy Music (ASCAP)

Wm. HAROLD MOON AWARD

Christopher Ward
Bluebear WaltzesfCheshire Records/EMI Blackwood Music
(Canada) Ltd. (sub-publisher)/Kit Johnson Music

presented to Luc Plamondon for bringing the
international spotlight upon Canada through his music

"C‘J_ SOCIETY OF COMPOSERS, AUTHORS AND MUSIC PUBLISHERS OF CANADA

41 Valleybrook Drive, Don Mills, Ontario M3B 256
Tel: (416) 445-8700 Fax: (416) 445-7108

Montreal . Vancouver . Edmonton . Dartmouth

SO (514) 844-8377 (604) 669-5569 (403) 468-0905 (902) 464-7000




ROBBIE
ROBERTSON E

Canadian Musician’s in-depth
interview reveals the many facets
of Robbie Robertson — the artist,

the guitarist, the producer.

by Richard Chycki

CRASH TEST
DUMMIES

Flying high with their first hit single
“Superman’s Song’’, Crash Test
Dummies’ lead singer Brad
Roberts, and engineer Bob
Doidge, discuss the writing and
recording process.

by Chris Gudgeon

%“W
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It's been a long road for rising star
Rita Chiarelli, but she is finally
receiving the recognition she
deserves.

by Richard Chycki

MUSIC
B EDUCATION

Many professional musicians are
discovering that talent alone is not
enough to make it in the music
business. Top experts explain how
to become a recession-proof
musician.

by Chris Gudgeon

PHOTO: JAMES O’ CONNER

Brad Roberts of Crash Test Dummies

D E P A RT M E N T S

FEEDBACK

Keep Up The Good Work, Budding Guitarist, Charmed

and Amused
UP FRONT

Getting Your Tape on the Radio, Breaks for Musicians,

Event Schedule
PRODUCT REPORTS

Hybrid Arts Sequencing Software, Anatek Pocket MIDI
Series, Sherpa SP63-8 Electronic Percussion Pad System

PROJECTS
Build Your Own Tube DI
by Richard Chycki

C

Guitar Phil X
Keyboards Bob Wiseman

O

Bass Mike Farquharson
Percussion Vince Ditrich

Brass Chase Sanborn
Woodwinds David Rodenburg
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PRODUCT NEWS
Rane ME 60 Stereo microGraphic Equalizer;
Electro-Voice 7300A Amplifier; Pro Sound Editing Tools;
Trace Elliot's Acoustic Guitar Combo; and more

B MARKETPLACE
Products, Services, Studios, Opportunities, Publications
and more

SHOWCASE
Rex Bartlett, Fool’s Parade, noizeAnoize

N1

Vocals Dawn Aitken
Writing David Krystal

MIDI Paul Lau

Live Sound Al Craig
Recording Kevin Doyle
Business Martin Gladstone



GO T0
GROVE.

If you’re serious about a career
in music, do yourself a favor and
check out Grove.

Grove is not your average
music school. [t’s the breeding
ground for some of the finest mu-
sicians around. People dedicated
to becoming a force within the
industry. But foremost, toward the
culmination of a dream -
spending their life making music
and making money doing it.
Grove offers 10 one-year
programs and over 200 additional
evening and weekend workshops,
all taught by some of the top
professional musicians in the
business today. The skills you
develop and the insight you
acquire are guaranteed to open
your eyes, ears, and mind. . .
assuming you have the heart.
Classes begin 4 times a year.
That’s 4 opportunities in the next
12 months to get your career in
gear. So don’t blow it. Go to Grove.
For a free catalog simply call
(818) 904-9400, ext. G1 or
send back the coupon below.

(=

Mail Coupon To: GROVE 8chooi Of Music. 14539 Sylvan Street, Van Nuys, CA 91411

Name

Address

City

[«

| would
like to know
more about
the following
programs:

= >N

e

o

State

Phone (required to process your request)

<J  Guitar - Recording Engineering

4 Bass 4 Songwriting

J  Keyboard - Instrumental Major

- Percussion . Acoustic Composing & Arranging
4 Vocal 4 Film/TV Composing

~J >N — 1

4

4

Zip

General Musicianship
Enclosed is a check for $15.

Please send me a copy
of your Video Tour.

[ g |
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ULTIMATE

INDUSTRY
RESOURCE

1

FIFTH EDITION

The Canadian music industry has flourished over the past The fifth edition of MDC is available now and contains
decade and has produced world-class performers, over 6,000 listings in almost 60 categories and almost 700
songwriters, producers, studios and equipment manufac- pages — in short, the only resource you'll need to find the
turers. In only one place can you find all of what Canada who, what, where and when of the Canadian music scene.

has to offer in the music industry
CANADA.

MUSIC DIRECTORY

MUSIC DIRECTORY CANADA is available now. Use the coupon below or call

646
PAGES,

26.95

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

Send me copies of Music Directory Canada (fifth edition), at $26.95
plus $3.00 shipping and handling. Canadian residents add 7% GST to total.
J1amenclosing a cheque/money order for $ +9% GST=5§

 Charge to my: J VISA ) Mastercard J American Express

Card No. Expiry Date
Signature

Name

Address City

Prov/State Code Telephone Number ( )

COMPLETE AND RETURN TO: CM BOOKS, 3284 YONGE ST., TORONTO, ON
M4N 3M7 OR FAX: (416) 485-8924

TELEPHONE ORDERS ARE WELCOME, HAVE CREDIT CARD READY (416) 485-1049
Also available at music stores, record stores and book stores across Canada!



Never mind be
it doesnt eve

We have to tell you, the And it runs off batteries
X-18 isn't the most feature- (though in a fit of generosity

Rl i O =S L,

packed multitracker on the we did throw in a free AC
market. adaptor).

There’s no equalization But then the whole point
or any of that kind of stuff. of it is that it's a true rough-



s and whistles,

| have a plug.

and-ready sketchpad.

Plug in headphones and
a mike and you're ready to
roll (and rock as well, if that's
your thing). |

And since it's meant to
be rough-and-ready, we made
it kind ¢ of chunky.
‘ Long faders,
big knobs and,
of course, matte
charcoal, the

ultimate

manifestation
of chunky.
B totally lacking
internal features, it's almost
embarrassing, so we made it
capable of being linked up
to a whole bunch of external
equipment.

can plug it into a bigger mixer.

If you're a computer freak,
Sync In/Out allows you to
connect up to MIDI.

And if you ever feel like
really bugging the neighbors,
a monitoring output means
you can connect it to an amp
and speakers.

So, all in all, the X-18's
not quite as bad as we've led
you to believe.

It's got four LED meters,
Dolby B, and it runs at normal
speed so you can overdub
tapes made on a home hi-fi
deck.

Heck, come to think of it,
it's pretty damn hot.

Fostex

Distributed exclusively in Canada by Erikson
Montreal (514) 738-3000 * Toronto (416) 764-6350-1
Vancouver (604) 438-9212

If you feel frustrated by the
lack of bass and treble, you



e e A

WAL

NEW

PROSTAR

by Telex

e £

PROSTAR Wireless System

Taking the
market
by storm!!

AWESOME Dealers:

s Ward Music Ltd.
Vancouver

* Genesis
Communication Inc.
Edmonton

* Vegacoustic
Montreal

For a complete dealer list
N your area, contact
Canadian rep:

White Radio Limited
940 Gateway Drive,
Burlington, ON L7l 5K7
(416) 632-6894

Direct Toronto line:
(416) 798-7959
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Charmed and Amused

What a relief it was to read Brvan Potvin's
funny commentary titled “Technique Vs,
Imagination™ in the December "Y1 issue of
Canadian Musician. 1 have witnessed some
fine (and normally sane) guitarists scream in
frustration. trying to emulate and internalize
the techniques carnestly offered up by their
heroes in the many “How-to™ columns.
videos, and tapes currently available.
Bryan's good-natured stream of conscious-
ness exposes the silly *I'm playing as fast as
I can. Ma’ school of style for the steroidal
eve-candy that it is.

Although it can be fun to be overwhelmed
on occasion by aural pyrotechnies, it is
melody. humour. and intelligence that 1 will
listen to again and again. It is music plaved
by Andy Summers. Roddy Frame. Robert
Smith. and Johnny Marr that I'll take home
with me and schlepp around on my walk-
thing.

For imaginative licks complementing
well-crafted. memorable songs. listen to
Bryan’s playing on ™ You Sold the Farm™,
“Walk Away ™. and “Isn'tit Lovely ™. Live,
Bryan is one of my all-time favourite per-
formers. and in my opinion. the Pikes are a
real national treasure shining above the mire
of R&B obsessed and "00s drone influenced
bands which this country has in unwelcome
abundance.

I selfishly wish the Pikes limited com-
mercial success so 1 can continue to enjoy
them playing to loving crowds in intimate
venues. And Bryvan, [ hope you'll continue
to charm and amuse us with vour written
perspective on what it means to be a
musician in the studio and on the road.

&’m Belou

Whistler. B¢

> <

Brvan Porcar iv a member of the Northern Pihes.

Keep Up The Good Work!

As a Canadian recording artist of the 1960s,
I would just like to say that if there had been
such a magazine as Canadian Musician
back then. our industry would have been a
much healthier one.

In the mid sixties. I was a member of The
British Modbears. on Red Leal Records
(recently re-released as part of the ~Made in
Canada™ series). and | must say that vour
magazine is THE major source of informa-
tion for me. 1 am currently teaching music
history courses at Niagara College (St.
Catharines. ON). My main course is the
complete history of 20th Century popular
music. titled “From Ragtime to Rock.™
Starting in February 1 am conducting a
course on the history of Canadian recorded
music. Considering the lack of information
on our artists. [ am lucky enough to have
saved up all of my old copies of your
magazine as a source of reference. Keep up
the good work!

Jr)/m/.tm Loveman
St. Catharines, ON

> <

Budding Guitarist

[ rarcly write to publications. so this is the
exeeption rather than the rule. Your
magazine is most informative and innova-
tive. Being an amateur guitarist (1've been
plaving tor 3 1/2 of my 16 vears) in an
isolated place (southeastern New
Brunswick). Canadian Musician has helped
me blossom into a player. with my own style

a mix of Acadian-Hendrix-blues-classi-
cal. Dare [ say that some people say I'm a
good guitarist?!?

Your columns. all of which are very help-
ful. have pushed me todiscover my “voice ™.
In the last year. the subseription to Canadian
Musician has helped me learn a lot about
music. Even though I am French (Acadian)
1 enjoy this English language publication.

Andné Hébert

St-Andre. NB




A PROFESSIONAL WIRELESS SYSTEM
PRICED SO COMPETITIVELY IT HAS

B EAY

3
WJ

Presenting Concert Series Il

Fashionably slim and stylish, the new Concert

Hey, we're serious. Nothing even comes close to hand-held and belt pack transmitters also have
our new Concert Series |l. what you need: Sparkling sound, eye-opening

Why? Because we thought fong and hard to
come up with the most cost-effective fully pro-
fessional wireless system ever created in the
course of human events.

Our spectacular new Concert
receiver has everything Truly 4
outstanding True Diversity
performance. A brand new
*dbx IC that measurably reduces
noise while extending transmitter battery
life up to 17 hours. And how about those
halanced/unbalanced Outs and removable
antennas in a solid metal 19” rackmount chassis?

RF performance. adaz/ling array of
on-hoard controls and all kinds of

popular hand-held, lavalier and
wireless headset mics to choose

from.

Here's the deal. If you can find
" a professional wireless system
with all these high falutin’ fea-
tures at this low a price. we'll buy it.

Sound reckless? We're not worried.
because when it comes to competition
for the Concert Il, there simply isnt any.

SAMSON

WE ARE THE WIRELESS FUTURE"

ANTENNA A AF LEVEL

e® NOISE REDUCTION

CONCERT SERIES
TAUE DIVERSITY

CR-3X VHF RECEIVER

Distributed in Canada exclusisely by ommqum Aoffexcra Fefiotn 0053 Cote de Tiesse Donval Quebee HOP 1A THE (S14) 636-0971 FAN (514) 636-334



A Superstar is Born

* Introducing a microphone that represents a major
* breakthrough in performance—the Beta 58. It is the
-~ best dynamic microphone ever designed for hand-held
4 - vocal applications. It incorporates a host of significant
advances over all currently available live performance
microphones:
Distinctive Shure sound, with smooth presence
peak and extended top end. No off-axis coloration.
2 true supercardioid pickup pattern.
Extremely lightweight, yet incredibly rugged.
Neodymium magnet gives extra hot output.
Absolutely minimal handling noise.
Singular immunity to hum.

It is the microphone to take you to and through the
90’s—and beyond.

The Shure Beta 58

The Sound of the Professionals ---Worldwide®
Simmonds Communications Ltd.
975 Dillingham Road ¢ Pickering, Ontario, L1W3B2

. World Radio History g




GET YOUR TAPE
ON THE RADIO

Getting your music played on the radio has always been difficult, but these aays it's even
tougher, as most stations only play CDs or DAT. For musicians or small independent labels, the
cost is often prohibitive and many produce small quantities on cassette only. Don't despair!
Following is a sampling of radio Stations that will accept cassettes for air play.

Campus Stations broadcasting

outside of campus limits:
CHSR-FM 97.9 mHz

University of New Brunswick

P.O. Box 4400

Fredericton, NB E3IB SA3

Phone (306) 45 3-4985

Fax  (500) 433-4399

Atn: Dave Keighley, Music Director

Styvle: Jazz. folk. blues, alternative rock. dance. reg-
gac, experimental

Format: CD. cassette. vinyl, reel 1o reel

Other: Include bio & contact info: Independent acts
plaved throughout programming.

CRSG-FM 89.1 mHz

Concordia University

1435 de Maisonneuve. Room 647

Montreal. PQ H3G IM8

Phone (5 [4) 848-7401

Fax (514) 848-3404

Attn: Anuska Garcia, Music Director

Style: Alternative

Format: CD. cassette

Other: Include bio and contact info: Various theme
programming includes 1009 Canadian content
show called Save the Beaver. Al Canadian inde-
pendent music received is labelled Can Con, and
counts for the station’s CRTC requirement.
CISW-FM 909 miz

University of Calgary

MacEwan Hall, Room [27

Calgary. AB T2N 2N4

Phone (403) 220-3904

FOR BROADCASTING,
RECORDING, MIDI, VIDEO &
TELEVISION OR MUSIC
MANAGEMENT TRAINING

See why Columbia Academy of
Radio, Television and Recording Arts
has remained Western Canada's leader
in Media Arts Training for over 25 years.

CALL NOW FOR MORE INFORMATION !
TOLL FREE

1-800-665-9283

Q] ilable to qualified applicants

Vancouver - Calgary - Edmonton

<= N N A D
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Attn: Jaime Fredrick. Music Director

Style: Alternative rock. jazz. blues, world music
Format: CD. cassette. vinyl

Other: Indie acts featured throughout regular
programming.

CITR-FM 101.9 mHz

University of British Columbia

0138 S.U.B. Blvd.

Vancouver. BC V6T 171

Phone (604) 822-3017

Fax  (604) 822-9019

Attn: Demo Director

Styvles: All

Format: Cassette, CI>

Other: Include bio and contact info: Special
programming includes Unheard Musie featuring,
unsigned original acts.

CHMR-FM 93.5 mHz

Memorial University

Elizabeth Ave. P.O. Box A-119

St. John's. NF AIC 587

Phone (709) 737-4777

Fax (709) 737-4569

Aun: Brad Jones. Music Director

Stvles: All

Format: CD, cassette

Other: Include bio and contact info: indie and un-
signed acts plaved throughout programming.

Commercial Stations

CENY-FM 1021 mHz (Album-oricented rock)
83 Kennedy Rd. S.

Brampton. ON LoW 3P3

@l T AR A

THE AUDIO RECORDING ACADEMY Inc.
now offers two mmnovarive
7 month courses entitled [
Applied Audio Recording (Levei I)
Advanced Recording Techniques (Level Il)
« 200 hours of actual recording session time |
» over 130 hours of theoretical workshops
| * Industry guest lectures
« related field outings
+ compilation release of student recording projects
+ professional. industry-active instructors & staff
All classes take place in the o world-class
| recording studios of Ambience Recorders
LFor a detailed brochure, call or write:

220 Rideau St., Ottawa, Ontario KIN 5Y1
oy Tel.: (613) 236-5282 Fax: (613) 235-5473

Phone (416) 433-7452

Fax (416)453-7711

Attn: Director of Canadian Talent Development
Styles: Alternative, rock. world beat

Format: DAT. cassette. CD

Other: Include bio and contact info.

Modern Musie Search contest begins January 20.
Completed forms must be 10 CENY office by
January 27. There is also an ongoing artwork con-
test for compilation cover.

CHEZ-FM 106.1 mH7z (Album-oriented rock)
126 York St.. Ste. 509

Ottawa, ON KIN STS

Phone (613) 562-1061

Attn: Steve Colw ill, Music and Programming
Director

Styvle: Album/alternative rock. Accepts tapes from
acts and artists within broadcast range only.
Format: €D, cassette

Other: Include bio and contact info.
CJGX-AM 940 kHz (Country-crossover)

120 Smith St. E.. 4th Fioor

Broadceast Place

Yorkton, SK S3N 3V3

Phone (306) 782-2256

Atn: Blaise Mitcheil. Music Director

Stvle: Country. singer/songwriter

Format: CD. cassette

Other: Include resume bio and contact info.
CHOZ-FM 94.7mHz (Album-oriented rock)
P.0). Box 2050, Logy Bay

St. John's. NF ATC SRo

Phone (700) 726-2922 Contmucd

Professional training
in Music at

VANCOUVER
COMMUNITY
COLLEGE

1155 East Broadway
P.O. Box 24620
Vancouver, B.C.
(604) 875-8220

[ 27 N W |
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HYBRID ARTS SMPTETRACK
AND EDITTRACK GOLD
SEQUENCING SOFTWARE

Ovcr the past five years, sequencing and
music software for the Atari ST has
developed into quite an overwhelming
selection of packages to choose from. It can
be very intimidating trying to decide on what
package to use as vour main sequencer. Edit-
Track Gold is an inexpensive solution to this
problem. It provides plenty of power for the
average musician’s needs and you can be
pretty much guaranteed of getting a com-
pletely professional sequencing system
without cranking your Visa to the limit.

The EditTrack sequencing package is
available in two versions. The first is
SMPTETrack. which comes with a SMPTE
generator and reader tor locking to
video/audio: the second version is Edit-
Track. which is the identical program
without a sync box.

EditTrack is a 60 track lincar MIDI
recording system with a very flexible ar-
range mode. The arrange mode allows you
o chain together preselected sections of
music, much like a drum machine. but with
no limitations as to the length of a section. A
section consists of a group of tracks within
a specified range of the track. becoming a
chain track. You can have as many chains as
you have tracks, allowing vouto create over-
lapping arrangements or a variety of arrange-
ments for one song.

The record function is unique because
there is no actual record switch: the sequen-
cer is simply always in record mode. When-
ever you play your keyboard. the sequencer
will record what you've played into a
memory buffer called the “keep™ butter. If
you decide that you like what you have
played. vou then select an empty track.
mouse-click on the window that is high-
lighted keep™. and it saves it to that track.
You'll never kick yourself for forgetting to
hit record and losing vour best take.

Itwould be nice if there were arecord/dub
mode where you could mix a new take with
an existing track. As it stands. you have to

< AN NN A D

by Nick Dyer

save the recorded information to an empty
track and then mix the two tracks together.

Thereisavery good “eycle record™ mode
which atlows vou to record like a drum
machine. The sequencer will eyele between
specified beat locations and overdub cach
take with the last. This automatically be-
comes a new section that you can introduce
into a chain track.

EditTrack provides two fairly com-
prehensive edit modes to edit individual
tracks. The graphic edit mode allows you to
audition vour edits and undo edits before
committing to your modifications. These
functions include quantizing, transcopying,
deleting and gluing any group of notes
within a track. You can toggle 1o the other
edit mode. called the “event list™, which
displays cach individual event for you to
perform fairly meticulous edits. EditTrack
also lets you edit any specitied group of
tracks for global moditications. for example,
insert two bars at a specified location on any
number of tracks. ordelete ten tracks at once.
Also. the tracks can be individually delayed
or transposed from the main screen without
physically altering the original recorded
material.

Another very handy tool is the graphic
fader you can move with your mouse. This
fader can generate real time MIDI volume
fades. tempo changes. or almost any real
time MIDI control function. The intorma-
tion then moves to the keep butter for vou to
save to a track.

An essential feature of EditTrack Gold is
the option to increase the sequencer’s
resolution to 192 ticks per quarter note. The
sequencer defaults to 96 ticks. There are
some arguments in the manual asto why this
is morce desirable, but [ personally prefer the
teel of 192.

The program is provided with a nice Note
Pad desk accessory. The note pad will hold
up to 12 lines of personal notes and can be
saved to disk or onto a track within a song.
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This accessory can work within any pro-
gram that runs under the Atari Desktop. You
can use this accessory while you run a sound
editing or spreadsheet program.

The only real setback with EditTrack is that
the program does not always handle one way
system exclusive dumps. [t tends to be incom-
patible with MIDI devices that send large data
dumps. The buftfer size for recording is limited.
thus it does not record all the information,
making the dump incomplete. This problem
could be rectificd with Hybrid Arts generic
librarian/editor software called “GenEdit™.
But if one doesn’t have this facility. using a
sequencer is a desirable option.

The program comes with an essential set
of editing tools. It includes quantizing and
humanizing tracks. extracting isolated notes
and copying them to other tracks for separate
quantize values, plus a lot of other very
useful tools. Without a multitrack tape re-
corder or a fairly heavy MIDI setup. one
sometimes has to tinker a bit with the MIDI
data to achieve optimum production value.

The Hybrid Arts SMPTETrack and Edit-
Track Gold sequencing software is a lot of
sequencing power tor the buck. These days
picking up an Atari computer is as expensive
as purchasing a small multi effects unit. A
whole package including EditTrack would
cost the same as most hardware MIDI se-
quencers, but with the distinct advantage of
expandability. You can use your computer as
a word processor, for example, which is
something you could never do with a
hardware sequencer.

I have had a lot of success using this
program for scoring videos and producing a
variety of television jingles. [ highly recom-
mend this software to people who want o
get into MIDI sequencing with a nominal
budget.

Nick Dyer is a Toronto-based film score
and jingle composer.
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DPMN] 3s& 2em PHASE
== MODULATIONSYNTHESIZER
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n November of 1989, the first DPM® 3 rolled oft the
production line and into the svnthesizer market —
a market historically tilled with over-priced. gadgel

oriented kevboards having a service life of about Doubled sequencer capacity to 40.000 notes,
fifteen months. Peavey’s goal was 1o develop a 100 sequences. 20 songs
superior instrument that offered more features than
comparably priced units. plus allowed for an infinite L()()pdblt ltll\‘Cl()pC\: —>3. 1—>3. 2—>3,
number of upgrades, making it virtually impossible 0<->3, 1<>3, 2<->3; sustain onl}. sustain plll~

for the DPM 3 1o enter the “eyele of obsolescence.
The DPM 3 successfully established itself as the model
for synthesizer architecture of the future.

release looping

With the expanded editing functions of the l’1‘()g|11111111dbk tilter settings for each drum
DPM® 35¢ and its 16-bit sampling capabilities. the SE m a Drum Kit
proved that the DPM design tor limitless software up
grades was truly the wave of the future Programmable Pan per linked program in
Now, as promised, we continue the evolution of the COMBI programs
! ar.

DPM 35¢ with the new Version 3 soltware upgrade
Version 3 doubles the memory capacity of the on-

- . ‘L‘ )HU" 3 Loy '1-1_
bourd sequencer. It also offers extended programming Enhanced editing from the kevbed of pars

features making the SE even more flexible and casy 1o meters that are note or velocity-based
use. Expand vour musical horizons with the DPM 3 _
with Version 3 software upgrade from Peavey Drum picce selection from the ke_\'hed

PEAVEY ELECTRONICS CORPORATION /711 A STREET / MERIPIAN: MS.:39302-2898 / (601) 483-5365 / FAX: 484-4278 © 1991
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ANATEK POCKET
MIDI SERIES

by Richard Chycki

Anatck's Pockst MIDI devices each per-
form a specific utilitarian MIDI function.
and using no batteries to boot! Four Pocket
test units from the fifteen currently available
were provided: summaries of their
capabilitics follow:

The Pocket Sync

This unit takes unrecordable MIDI time
code from a sequencer and outputs FSK to
lay to tape. When the FSK tape output is
connected to the Sync, it outputs cor-
responding MIDI time code. Several LEDs
vield operation status — ared LED (MIDI
status) remains solid when power is on but
the Sync is not receiving MIDI data. turning
oft when MIDI datais received. and blinking
when receiving MIDI clock from the se-
quencer. The green LED (tape status)
remains off when no FSK or carrier is
present. going solid when carrier is present.
and blinks at the MIDI clock tempo as
received from reading FSK from tape. The
manual recommends the recording level for
the FSK according to the machine type for
optimum performance. Also included in the
Sync is the ability to jam sync. If FSK is
temporarily lost, usually from tape dropout.
the Sync will continue to generate time code
for a selectable 1/4 or one second.

The Pocket Mapper

This unit takes one of 16 possible incoming
MIDI modulating controllers. a breath con-
troller for example. and converts it to
another controller. say volume. All other
MIDI information is retransmitted un-
changed. Sclection of which controller 1o
modify is selectable by tour DIP switches:
selection of what to change that controller
into is by another four DIP switches. A
legend on the Mapper’s casing clearly indi-
cates the correct switch setting for the
desired controller. The single red LED
remains on for OK status.

The Pocket Curve

Physically. the Curve closely resembles the
Mapper. However, its tunction is to alter
incoming velocity data according to one of
24 (4 banks of 6) possible velocity respon-
ses. selectable via 8 DIP switches. DIP
switches 7&8 choose which bank of 6: DIPs
1-6 select the response desired. Bank |
lincarly increases controller sensitivity in
varying degrees. Preset #1 is especially
noteworthy. It allows the DX-7 to access all
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128 velocity increments. Bank 2 is opposite,
lincarly reducing velocity sensitivity. Bank
3 contains a varicty of logarithmic compres-
sion and expansion curves. Bank 4 removes
all velocity action. restricting to one of the
six levels.

The Pocket Sequencer

By far the most complex of the four test
units, the Sequencer boasts a 7000 note
capacity spread over the 16 MIDI channels.
A detachable 256K memory card provides
nonvolatile memory for when the unit is
powered down. By combining a simple
rocker type control bar with a footswitch and
setup information via note information from
the keyboard. many operations are possible
from this deceptively simple little box.

Recording is casy. Pick the MIDI channel
with which vou wish to record. Press the
Record side of the control bar and then the
Play side. You're given a one bar count in by
the LEDs and dual beep tone and voila,
you're recording! The information is loaded
1o a temporary buffer memory so that the
information can be analyzed and manipu-
lated as desired before being committed to
the nonvolatile memory card. To punch in,
quickly hit Record twice and then Play.
Transmitting MIDI from the keyboard over-
writes that information over the previously
recorded material. If you wish 10 “wind™ to
a particular part of the tune. the procedure is
as the Play function described shortly. Over-
dubbing onto the same track is an casy
matter of recording on the same channel.
Accepting the track into the memory card
involves press and holding the Record but-
ton, waiting for a beep and a subsequent
LED flash to acknowledge information
acceptance.

Setting tempo, time signature. and quan-
tization is done through the keyboard while
the Sequencer is in quantize mode. entered
by pressing and holding the Stop button until
it beeps. Quantizing to quarter notes.
cighths. cighth triplets. and sixteenths is per-
formed by pressing the C.D.E. and F keys
respectively below middle C. Tapping mid-
dle C, or the Stop button or the footswitch
for that matter (the MOD wheel also works
but don’t tap it). according to the desired
tempo in a 40-280 BPM range will reset the
tempo away trom the 120 BPM default set-
ting. Quantizing is cancelled by pressing D
flat in that octave region. Setting the time
signature in any of 13 increments trom 2/4
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ANATEK POCKET MIDI SERIES Continued ...

to 16/4 is possible by pressing the cor-
responding white key from Eabove middle
C to the E 2 octaves above.

The Pocket Sequencer operates very
much like a tape recorder when playing
back a song. Once in Play mode (by press-
ing the Play button) the unit will fast for-
ward by pressing Play and rewind by
pressing Record. Pressing the Stop button
will stop the sequence: pressing it again
will continue it from that point.

In Use

Working backwards. I'm amazed that
Anatek scrunched so much power into the
Pocket Sequencer. Because of the number
of control settings that are in combination
with the keyboard. 1 had my nose glued to
the page/manual more than Iwould have
liked. Losing that page could be a problem

as there is no instruction summary
silkscreened to the case. Unfortunately.
more onboard switches would undoubted-
ly push the unit cost up so it’s an under-
standable compromise. All the units in fact
worked exactly as expected. while main-
taining their inherently unobtrusive
profile. Up to 4 of these little gems can be
connected to a MIDI line. Any more and
vou'll need a power boosteravailable from
Anatek. But if you need that much MIDI
alteration. you might be better off with a
single powertul processor,

The Anatek Pocket Series have the
market cornered in simple but powerful
utility MIDI modifiers. They're a cost ef-
fective solution to those little customiza-
tions to a MIDI system that will really
make it work for the user.

SHERPA SP63-8

ELECTRONIC

PERCUSSION

PAD SYSTEM

by Greg

Thc Sherpa SP63-8 Electronic Percussion
Pad system allows the drummer to create
realistic acoustic drum performances
through MIDL

The technology of MIDI has been racing
forward at an astounding pace since its in-
ception just over a decade ago. At the
forefront of its development has been the
computer and keyboard mega companies
who have shaped both the direction and the
sound quality of much of today’s popular
and industrial music. Unfortunately. lefl
standing in their wake are countless
frustrated buvers turned sellers trving to
keep abreast of the current technology while
attempting to resell their outdated gear at a
normal depreciation fevel. If one is to con-
sider the enormous costs of this endless
cvele of equipment turnover. one would be
hard pressed to prove that his search tor that
great violin or snare drum sample wouldn't
have been better realized with a real violin
orsnare drum. After all. the ideal sampic and
sound library contains samples that best im-
itate the sounds and textures of real instru-
ments. Art imitates life. as the saving goes,
and in MIDI we find no exception.

Enter the MIDI drum set up. So long in
the making., MIDI drums made their
entrance in a clumsy. confused manner by
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way of the drum machine, Through constant
remaoditfication and rescarch they now rival
the capabilitics of the MIDI kevboard in
their abilities of imitation. Although the
drum machine is a non-human instrument of
the present. it is a perfectly viable means for
creating music. Until now 1 haven’t dis-
covered a MIDI drum set up that truly
creates realistic drum performances., but the
Sherpa SPO3-8 Electronic percussion pad
svstem comes closer than any I've seen.
Ihey are adrummer’s kev tothe MIDIworld
of instrument imitation. Here's why:
When a drummer sits down to perform on
a setof electronic drum pads, it is important
tor him 1o feel that the pad he is striking
justifies the sound that is produced. In other
words, it by hitting the bass drum pad a
triangle or conga sound is heard. a sense of
disassociation takes place. . however, in
striking a snare pad a snare drum sound is
produced. an amount of authenticity is real-
ized. In view of the lack of product support
in this arca. Sherpa Enterprises has designed
cvmbal and hi-hat pads that actually seem
like the real thing! This is achieved in many
wayvs, the Teast of which is the realistic ap-
pearance of the pads themselves. The hi-hat
pad actually attaches to an existing hi-hat
stand and has o very authentic feel. and is
N
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SHERPA SP63-8 Continued ...

controlled by the drummer’s foot. When the
drummer lifts his foot while striking the pad.
an open hi-hat sound can be triggered: if he
lowers his foot onto the pedal while striking
the pad, a closed hi-hat sample can be heard.
Through this unique design a closed hi-hat
sound can also be triggered by the toot ac-
tion on the pedal, allowing the hi-hat to be
used while the other limbs are elsewhere on
the kit. This alone is a breakthrough in MIDI
drum controllers and makes the Sherpa hi-
hat pad a must for any MIDI swdio.

The ride and crash cymbal pads are equal-
ly impressive. Two playing surfaces on the
ride cymbal pad allow the sounds of both the
ride and the bell of the cymbalto be riggered
from the same pad. In addition, both surtaces
are isolated from one another using a shock
absorption design that eliminates unwanted
crosstalk. Al Sherpa cymbal pads mounton
existing cymbal stands and their flexible
construction allows them to react very
realistically to light cymbal shading and
powerful crashes. No doubt this will save on
drum sticks, prevent “tennis elbow™, and
lengthen the life of the pads themselves. The
crash cymbal pads are simple and efficient
and. like the ride cymbal and hi-hat pads.
offer an cight-inch playing surface with
cross talk elimination.

The Sherpa snare drum pad is also quite
unique. Unlike most dual trigger pads which
isolate the rim and pad surfaces. the Sherpa
snare drum pad combines two triggers to
allow some cross talk as a very special fea-
ture. With the sensitivities set properly the
drummer can assign one snare sound to the
middle of the pad and a different sound to
the edge of the pad. In this way he can
change the sound of his snare drum by play-
ing closer to the edge of the pad. allowing
for a more realistic tonal response.

Unlike the spare drum pad. the tom and
bass drum pads employ a single trigger
design. All drum pads feature the same
cleven inch playing surface. made of high-
bounce soft-touch rubber. as well as a float-
ing design that keeps the actual stick tapping
sound to a base minimum. This greatly
facilitates the late night or apartment drum-
mer. allowing him to play the night away
without disturbing the neighbours. The bass
drum pad will casily accommodate any
single or double pedal and comes with a
patent pending velero stopper to prevent
sliding on a carpeted surface. The pads are
encased in round edged plastic. giving them
maximum strength and durability as well as
a very handsome and classy look. Their
lightweight and compact design make
transportation simple.

Other features include standard 1/4 inch
phono plugs on cach pad (two cach on the
snare drum and hi-hat pads) and a universal
N
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mounting system that will fit cach pad onto
any make of drum hardware.

If you do wish to purchase hardware for
your Sherpa SP63 pad set. a special rack
stand system is available. Made of polished
chromed steel tubing held together by
lightweight heavy duty aluminum castings,
the Sherpa RS9I rack stand system includes
all necessary tom mounts and cymbal
stands. The bass drum pedal, hi-hat stand.
and drum scat are not included.

I personally used the Sherpa pads and rack
stand system on the job to put them to some
real tests. [ can’t find enough good things o
say about the feel. look, and capabilities of
their electronic drums. The only criticism |
offered to Sherpa Enterprises was this: when
the ride cymbal pad is mounted on a cymbal
stand. the wing-nut gets in the way of the bell
part of the pad. There are simple ways
around this problem, such as changing the
angle and height of the pad. and it is at most
aminor nuisance. However it scems thatmy
criticism was taken seriously enough that a
new pad design with a raised ride cymbal
bell should be available by the time this
article is printed.

My real complaints are with the mega
companies who manufacture the drum
sound modules and MIDI interfaces that are
necessary to complete an clectronic pad
system such as this.

A simple set up such as the Sherpa SP63
pad Kit needs a MIDI interface with twelve
inputs and very few companies offer them
with more than cight inputs. (Roland has one
with 16). Cymbal samples are also a prob-
lem. Some of the best drum sound modules
do not have an open hi-hat or crash cymbal
sound that responds well to external MIDI
control devices. Those sounds often cut each
other off, resulting in a “machine gun-like™
effect when a succession of 8th notes are
played at different volumes.

It secems that these Toronto based
entrepreneurs have really found the heart of
what MIDI music makers have been looking
for in a drum pad setup — an economical
and functional means of imitating live
acoustic drums. They have done the “next
to impossible ™ and left most of the big time
manufacturers of drum sound modules and
MIDI interfaces in the dust.

For more information. contact: Sherpa
Enterprises, PO Box 556, Stn. U, Toronto.
ON MS8Z 5Y9 (416) 580-7373. FAX (416)
251-3625.

Greg Critchley can be heard on record-
ings by Kim Mitchell, Regatta, Gowan,
World on Edge and Harem Scarem. He can
also be heard on upcoming appearances
with Rik Emmett, Gowan, Zappacosta and
the Partland Brothers.
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BUILDING
A TUBE DI

Hello and welcome to Canadian Musician’s new Projects
Department. I'm happy to say that Jim Norris, (our
illustrious publisher and editor of awareness) has chosen
me 1o be the first to deflower this series. I'll spare you any
further amenities and get on with the project — the tube
buffered direct box.

instruments. including those "cold” digitat sounds that we so often hear complaints about. The
buffer has an enormous amount of headroom but if you should clip it it's very soft, imparting
a gentle compressing cffect tor which tubes are renowned. The DI takes a high impedance
input and shuttles it out balanced. low impedance perteet for long line runs.

Belore we continue. I must mention that we are dealing with 120 volt line power and
approximately 200 volts on the tube plate. Both can be lethal! If your electronics technique is
not up to snuff. don’t attempt this project. Get somebody who is qualified to build this unit
tor you. We can’t be responsible tor any damage or injury vou
may incur. so please ... be careful.

Circuit Description

The design of the DI. shown in Fig. L. is an amalgamation of
several standard "textbook” circuit designs — tube cathode
follower. transformer impedance converter. and power supply.
The tube stage. halt of a 7025A Groove Tube twin triode. is the
unity gain cathode follower that buffers the input signal with an
extremely high impedance of I Megohm. isolating it from any
unpleasant loading. This is particularly beneficial for piezo and
other passive pickups (read: guitar and bass) that are happiest
with a high impedance load. As I mentioned earlier. the tube stage
is a cathode follower. Characteristically. it has a low output
impedance and can take a fair bit of loading with no sonic
degradation. You will commonly see this stage design at the send
of a tube buffered cftects loop on guitar amps. The tube feeds an
extremely high quality audio transformer. the ubiguitous Jensen
JE-DB-E. to drop the impedance and the signal down to
microphone levels.

The root of exceptional sound here is high parts quality and
correct construction technique. Note that the resistors in the tube
circuitare all 14 precision metal film. chosen for their stability
and extremely low noise. Regular composition types will work
but with substantially degraded performance. Capacitors are
PETP polyester: polycarbonates are also acceptable.

The instrument signal enters at J1. Note that J1 is a closed
circuit jack. shunting the input to ground when nothing is con-
nected. Output J2 parallels J1 for feeds to amps ete. Because of
the closed circuit on J1. you can’t use J2 as your input. as the
signal will be shorted to ground. CI couples the input to pin 2 of
V1. the grid. Plate voltage from the power supply is connected
to plate pin | via R1. The buffered signal is tapped trom the
cathode. pin 3. through C2. Itenters the Jensen transformer where
the impedance is converted from approximately 100KQ down to
about 1KQ.

BY RICHARD CHYCKI
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I his is one of my faves because it's unusual. simple in theory and construction. and the
sonic benelits are numerous. It has a way cool warming characteristic that is pleasant for all
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The dual power supply, Fig. 2, is standard for tube circuits, one
half generates the high plate voltage and the other half delivers
current for the tube heater. The DC filament supply helps to keep
hum and noise to an absolute minimum, common these days in
critical tube circuits, for example, at the front end of high gain guitar
amps. Both sides of the supply are full wave rectified and fed through
multistage filter networks. Approximately 175 VDC appears at the
output of the plate supply. Shunt resistor R9 drains the supply when
powered down to reduce chan-

and filament power supply grounds should only meet at this point,
as should the Jensen wires (black, white. orange and lead to ground
lift switch), and the tube circuit common. Keeping internal leads
very short and neat will negate the need for shielded wire. By the
way, you were going to follow the international standard and wire
pin 2 hot on the XLR connector, weren't you?

A word about the Jensen: You'll want to be careful handling the
leads as they are somewhat frail. By the way, it's by far the most
costly piece of the DI at about

ces of an unexpected shock after

$120 single unit order cost after

the unit has been off for a while.
Filament voltage is 6.1 VDC.
There is no wall ground con-
nected to the DI because any
differential current between the
box and components could in-
duce hum by capacitance. The
shield of either the input or
balanced cable provides
suitable protection and since the
unit is never used without both
cables intact, everything stays
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Figure 1 - Schematic of the Tube Butfered Direct Box
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currency conversion, shipping,
and Canadian tax, tax, and more
tax. But don’t skimp! You may
save yourself a few bucks but
it"ll cost you way more in sound
— and great sound is the reason
you're building this DI in the
first place, right?

Testing, Testing
These first checkups should be
done with the power off. Be sure

nice and safe. Use copious | ., "* N A to check for any shorts on the
amounts of heat shrink and care- oo 3 b board first. Temporarily jumper
ful construction technique. - - i s the junction of C7, R8, and R9
Keep that fuse right at the point l FOWER Lo | i10 % Fom to ground. With the tube out of
where the AC enters the case RO =61vnC ' its socket, check for a 22K1Q
and don’t omit it! [ =] e - resistance from pin 1 to ground.
C 45 . - .
83 VaC s S FiLAMENT A reading from pin 3 to ground
Putting It All Together : S should be 22K6Q. Be sure 10
- - F1GY)

Ametal chassis is a necessity for
its shielding and strength. [used |

Figure 2 - Power Supply Section of the Tube DI

remove that jumper when
you're done.

a Hammond 1590 series cast
aluminum case, which is reminiscent of the old larger MXR pedals
(remember that ol” green analog delay?). They come in a variety of
textured prepainted colours. One tube doesn’t generate a whole lot
of heat so ventilation isn't necessary. Just be sure to leave adequate
air space around the tube inside. I used a PC board for the prototype.
designing the power supplies at the end of the board close to the AC
transformer. ['d recommend you use a PC board as well for maxi-
mum reliability and stability. Try to mount the tube and Jensen away
from the AC transformer as much as you can, just to be sure that
you're minimizing any chance of hum pick-up.

[t is absolutely critical that you observe single point wiring rules
with no exception. [ chose one of the chassis mounted jacks as my
tie point for its good location and good chassis contact. The plate

Powering up the unit (still no

tube in the socket). the LED should light. Across pins 4,9 and 5, 9
you should have justover 6 VDC. Pin 1 to ground should read about
170 VDC. Check the yellow lead of the DB-E and the input (with
an open plug inserted into J1) to ground for 0OVDC. Power down and
let the bleeder bring the plate voltage down to OV. If all checks out
well then your odds of success are high. Plug in the tube and power
up. and warm up. Congratulations, you're the owner of a tube
buffered DI

It you're interested in sceing a particular circuit design covered
by the Projects Department, feel free to write to the editor and let
him know so we can do something about it for you.

Richard Chycki is a freelance guitarist/engineer/producer from
Toronto.

All resistors 1% waft 1% precision
metal film unless otherwise noted
Philips MRF30F or equivalent

R1, R4: 22K1

R2: 1M

R3: 562R

R5: 10K

R6, R9: 475K

R7, R8: 1k/1 watt

R10: 1R8/3 watt

R11:332R

C1: 22n/250 WVDC PETP polyester
or polycarbonate -

Philips 341-55223 or equivalent

C2: 1.0 uF/250 WVDC PETP
polyester or polycarbonate

Philips 341-89105 or equivalent

C3, C4, C5:33 uF/250 WVDC
Aluminum Electrolytic axial lead

C6: 3300 uF/10 WWDC Aluminum
Electrolytic axial lead

C7: 2200 uF/10 WVDC Aluminum
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PARTSLIST

Electrolytic axial lead

D1-D8: 1N4007 1A/1000 PIV diodes
LED1:LED - not critical -1.8-2.0 V @
20-30 mA. - your colour choice

V1: 7025A (Groove Tube recom-
mended)

T1: 120 VAC primary, 120 VAC/15
mA & 6.3 VAC/300 mA secondary
Hammond 262B6 or equivalent

T2: Jensen JE-DB-E transformer
20K/150

J1: 14" chassis mount phone jack -
closed circuit

J2: V4" chassis mount phone jack -
open circuit

J3: chassis mount XLR male connec-
tor

Switchcraft recommended or
equivalent

S1: SPST switch

$2: DPDT switch 125 VAC/3 A

F1: 1 Afast blow fuse.

| 1 >N ~

Misc. parts: fuse holder (chassis
mount or in-line), pc mount tube
socket, metal case (Hammond 1590
series recommended), power cord
w/2 prong plug, grommet, pc board,
mounting hardware, heat shrink,
wire, etc.

Where To Shop

Jensen JE-DB-E available directly
from Jensen Transformers Inc.,
10735 Burbank Boulevard, North
Hollywood CA, 91601. Tel: (213) 876-
0059, Fax: (818) 763-4574. Ciosed
Fridays. Many of the other parts are
available from Electrosonic Inc.,
1100 Gordon Baker Rd, Willowdale
ON, M2H 3B3. Order desk: (416)
494-1555, general inquiries (416)
494-1666. If your favourite local
music store doesn't carry Groove
Tubes, you can contact Groove

M U S

Tubes Inc., 12866 Foothill Bivd., Syl-
mar, CA 91342, Tel: (818) 361-4500

Want To Know More?

If building this project has piqued
your interest in tube powered equip-
ment and you would like to read
about it, The Tube Amp Book,
Volume 3 by R. Aspen Pittman is
laden with servicing, technical, and
maintenance tips, amp backgrounds,
specs, and tons of schematics for
many amps. It's also available from
Groove Tubes.

Although it has been out of print
for a number of years, the RCA
Receiving Tube Manual, 1975 edition
#RC30is likely sitting in the reference
section of any well stocked library. It
is the bible of tube circuit design that
is worth a long study.
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by DI X

BREAKING OUT OF

Whilc touring the States for four months
with Aldo Nova, I had the opportunity to talk
shop with several guitar players. | found a fair
amount confessed to having reached a plateau
of a non-progressing capacity. Basically, they
telt as though they were not improving, or at
a stand-still. That's fine if you sound like
Steve Vai. It's also fine if you sound like Keith
Richards. unless of course. you'd rather
sound like Steve Vai. (Not that you should
sound like anybody: this is just an example.)

When | watch guitar
players solo. some seem to
restrict themselves to a four
fret area on the fingerboard.
This is what | am referring to
as the “box™. In most cases.
the "box™ consists of a pen-
tatonic scale with a flat five or
fifth. This is a cool scale and
very applicable to various
styles of music. If [ were in the
key of A. the scale would be
as follows: A.C.D.E-tlat,
E.G.A. Figure | shows how
you would play this in a box
pattern. Figure 2 is an ex-
ample of how to break out of
this particular box. We are
using the exact same notes but
some are played on a different
area of the fingerboard. Figure
2 can be used as both finger
stretching and picking exer-
cises. Play all the notes in se-
quence with an alternate pick-
ing motion. Once vou have
reached the fifteenth fret.
return to the third fret plaving
the scale backwards.

It's a good idea to start out
slowly. concentrating on ar-
ticulation. Once you get this
process fairly smooth. vou can
then kick it into high gear.

< oA NN oA D

When he's not on the road 1ouring with Aldo Nova, or
in the studio with Frozen Ghost, Toronto-based guitarive
Phil X can be found running his Sunday night jams at
His family's restaurant.
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Figure 3 is another exercise to further
develop your picking and fingering coordina-
tion. If you are an advanced player executing
this piece at warp speed. try starting the exer-
cise with an upstroke as opposed to a
downstroke. If you are human. it should be
more difficult to get through the piece flaw-
lessly.

That’s another thing 1"d like to mention. No
matter how much you practise. you are not
going to advance your style practising what

you already know. or tech-
niques vou have already
mastered. I you take licks.
riffs. or any of vour favourite
solos and try to incorporate
fingers you don’t usually use.
you can develop your neck
hand immensely. Also. if you
normally start with a
downstroke. starting with an
upstroke will strengthen vour
picking hand. You don’t have
to start playing like this: these
are just exercises that will
help you become a stronger
player.

Finally. I recently realized
that most of the neat little

wa licks T like to call my own

were once accidents or mis-
takes. You can stumble (and |
do mean stumble) onto some
blow away stuff when vou're
just wanking around. You
might want to turn on a tape
recorder once you reach that
certain point of artistic
meditation. When yvou listen

s back. you just might surprise
vourself.
= ] << ] >N ~d
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THEFINE ART

OF IMPROVISATION

In the process of writing
an article about
improvisation, it
occurred to me that to
speak only about
technigue would
ultimately have
shortcomings. This
could only be overcome
by addressing the
internal process
instead. To speak only
of how to play this lick
or that lick is
inadequate for someone
trving to figure out how
1o compose

spontancously.
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H is daughter greeted me at the door and
led me to the music room where he sat. Fred
Stone. trumpet player with Duke Ellington.
member of Canadian rock bank Lighthouse.
and the guy who — among the many
musicians I had met since moving to Toronto
— had the reputation for being able to teach
improvisation.

[ had heard that he had had a stroke weeks
before. but he seemed tine to me: a thin man
who remained scated with a blanket over his
legs for most of the visit. It was hard o
believe [ was actually going to spend forty
dollars for a piano lesson from a guy who
played trumpet. And forty dollars was worth
a lot more in 1983 when | worked at a used
record store that paid $6.00 an hour. But
what the fuck.

I didn’t know where to turn and [ was
depressed. feeling like a guy from Mars who
had woken up in Regina: feeling like nobody
spoke my language. [had some lessons with
a famous Toronto jazz teacher. but the focus
was on technique. [ wanted to know how to
summon up that experience that | had some-
times had with music where [ felt like |
was doing something that [ had never done
before. [t was almost like if I started to think
about it while doing it. I would lose it and so
I had to just coast and be amazed by the
sound and movements of my own hands. |
didn"t know how [ got there the few times |
did. but I did. And then | was changed -
like & guy from Regina waking up on Mars.
There were definitely other worlds. and 1
wanted to get to them at will.

In my "I hope this is worth forty
dollars™ tone of voice. 1 told Fred
Stone about myself and then the first
interesting thing happened. I told him
that [ thought it was very important to
think about the audience. He said
that he thought the best thing any
artist could do for an audience was
to forget about them. It didn’t
make sense to me until vears later

. and did it ever make sense!!

How common it is for artists to
try and please audiences or
pretend that they are authentic.
Suddenly I realized that Keith Jar-
rett. whose piano music always
blew me away. now doubly Flew
me away because he has the nerve

i S N | [ I W |

to turn to an audience and say “shut up” when
they are making noise. Critics haven ttalked
about his music for years because they 're so
busy criticizing him for having the nerve to
be upset about people coughing. Their reac-
tion isn’t so strange. but does anyone look at
the tlip side? Jarret knows that. in order for
him to do something that everyone has come
to hear. he needs silence. The sound they
make is distracting and ultimately HE
DOESN'T WANT TO THINK ABOUT
THEM! FHe wants to think about what he’s
doing. That's what Fred Stone meant when
he said it was the best thing you could do for
the audience. Just be the thing you are. and
if it’s worthwhile the people who understand
it will,

So then, pointing at the piano. he says.
“Make something up.” So [ sit down: I'm
really wanting to make something up but
what comes out isn't exactly anything ['ve
never done before. When [ stopped he said
something which nobody else had ever told
me up to that point in my life. " You don’t
know what you're doing. " [t was like having
climbed the tallest mountain to hear some-
body say that. He wasn’t sidetracked by my
licks and he objectively listened to how
musical | was (or. should [ say. how musical
[ wasn1'?') “Why don’t you try to play
again. but don’t play anything unless you
can first hear it in your head.™

Going back to the piano. and playing ten
times slower, I was grateful. Waves of ex-
citement crashed through me because of this
simple direction, Don't play anything unless

vou hear it! Of course! Later. relistening to

any recording by any artist that truly moved
me. [ could tell that part of what was going
on was that the person was involved with
listening as opposed to going through the
motions.

I didn"t go back. What he pointed out was
worth a lot of hours to me. He died a couple
of years later. There s something so wonder-
ful about getting the help you need. So many
times you're in situations in schools where
people tell you to trust them and it will make
sense later. Butthere's nothing like knowing
for yourself right then and there that some-
thing is right on, It still makes me laugh to
remember how [ thought [ was impressing
him: he could see T was just a show-off.

Bob Wiseman is a Toronto-based record producer, recording arnst, and kevboard plaver for Blue Rodeo
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by Mitee Farguharson

FRIEND OR FOE?

has been iy great fortune, particularly as a bass player, to play with many

of Canada’s greatest drummers over the last fifteen years or so. At this
point in my career as a freelance musician, I have occasion to play with as many as ten
different drunumers in a week, all of whom have individual characteristics to their
playing which make them unique. It is for this reason that it is most important that we
bassists learn to play with, understand, connnunicate with, and, at times, tolerate that

most special person: THE DRUMMER.

I'm writing this atticle not for the sake of those professional
musicians who are working in the field, but for the benefit of the
many up-and-coming bassists who at times find it difficult to work
with a particular drummer. [ have learned throughout the years to try
my best 1o work closely with the drummers I have had to play with,
This has taught me a multitude of things about myself as well as the
drummers [ work with. and it has opened my mind and ears to some
tacets of music I might not have paid as much attention to otherwise.

In order for any band to sound cohesive. regardless of the style of
music. it is imperative that the drummer and bassist have a good
rapport. both musically and personally. This is not always as casy as
it may sound:; we are human beings
after all. Add to that the fact that we are
musicians with a great deal of pride.
and a varying degree of ego, and this
close musical and personal bond can
be more ditticult than expected.

This brings to mind a great drummer
who I play with on occasion who never
ceases telling me how he is the greatest
drummer in the world, and every other
drummer “stinks™. Then there are
those several other drummers who are
the opposite and always put them-
selves down, The reality is that they are
all tine musicians, and I enjoy playing
with all of them, but these elements can
put a strain on the personal aspect of
things it taken too far. (I must add at
this point that all musicians, including
myself. are guilty to a certain extent of
some, or all of these traits.) There are
those drummers who feel that ‘
metronomic time is 4 competition, and ..
those who feel that groove is more
important than unyieldingly correct
time. There are those drummers who
feel that playing very simply is the way
to be. and those who feel the drums
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Mike Farquharson is a freelance musician based in Toronto. He has a
Master's Degree in Jazz Composition and Theory fron the New
England Conservatory of Music in Boston. Mike teaches part-time at
Hiuanber College, and lus debut albwon (eith Ja:

ts scheduded tor velease in carly 1992

should be played in a technically busy manner to express the music
properly. There are many drummers who play the groove from the
upper part of the Kit. i.e. the cymbals, toms. etc.. and there are those
who play the music from the bottom of the kit. i.e. bass drum. snare
drum, and hi-hat. Some drummers play behind the beat, some on the
beat. and some way on top of the beat. Some drummers can play
with a click track. some can’t play a one bar fill without losing the
click. and so on. and so forth. And for cach drummer that is a
specialistin a certain arca, there is another who is an expert in some
other style. The point being made is that all drummers. and all
musicians for that matter. have strengths and weaknesses.

Itis for these very reasons that L have
tried to adapt my playing as best [ can
to suit cach drummer that I play with.
This has involved some “‘rules of
thumb™ which I have learned over the
vears; [ have found them to help im-
mensely in my career as a freelancer.
Having just spent a vear living and
working in Boston. and having the
great fortune of playing with many
great drummers in that town. my
“theories™ were put to the test. and
succeeded. Now that I'm home in
Toronto again. [ rarely play with a
drummer whose plaving T am not
tamiliar with, but each time I still find
these techniques useful. Here they are:

Develop an open musical com-
munication. [ can learn a lot about the
drummer [ work with by knowing
his/her favourite bass players.
favourite styles of music, favourite al-
bums. etc. Through understanding the
drummer’s musical influences, 1 can
gain a greater understanding of what
he/she likes from the bassist, and there-
fore try my best to accommodate. It is
more important to sound good together

PHOTO: DAVID STILLWELL

Inspiration Records)
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as a team, than it is to sound good individual-
lv. but weak together.

Try to develop a close relationship
where criticism is not taken personally, but
constructively. Easier said than done some-
times. but this can help substantially in
making drums and bass sound great together.
A gouod friendship and healthy respect can
make comments which might onoccasion be
construed as malicious, actually very help-
ful.

Be sensitive both personally and musical-
Iv. Use vour best judgement here, and try not
1o ~rock the boat™. Sometimes things are
better left unsaid. Like all close relation-
ships. nothing is ever perfect. Keep that in
mind.

Learn to listen and feel what the drum-
meris doing. I quite oftenwill listen without
playing to trv and get a sense of what I can
do o fit in. This varies with the style of
music. For example. in pop/rock. the groove
is generated from the bass drum and snare
drum. In funk/R& B the groove can be more
complex in syncopation and technical pat-
terns. and 1 seem to focus on the bass drum.
hi-hat. and snare. On the other hand. a great
jazz drummer will generate the groove from
the ride cymbal and hi-hat. using the bass
drum. toms. and snare for colouring, Each
drummer is unigue in the feel that they
generate. Try to conceptualize where the

“quarter note” fies, and play accordingly. It

the drummer tends to lay back. T just relax
my body. and put mysclf in that frame of
mind. If. on the other hand. the drummer
plays on the top of the beat. T try to lock in
on that groove.

Ina weak moment of self sacrifice vou can
ask the drummer you are working with
what he/she would be comtortable with in
regards to vour performance. The drummer
can most oflen conceptualize in a general
manner what would sound good to them,

Try not to overplay. This is one rule Istill
try to keep. Listen to drums and bass together
and make sure you aren’t cluttering up the
groove. This goes the other way around as
well, and open discussion can clear up any
problem.

These few points can make working with
any drummer a lot casier. often joke around
saying. ~ You make me sound great”. bat in
reality that is what the bass/drums combina-
tion is there for — to make cach other. and
consequently the band. sound great. There is
nothing more rewarding as far as I'm con-
cerned than making music that feels good.
regardless of style. or whether it is played
live or recorded. Too often bass plavers and
drummers point fingers at cach other. but
more often than not both are guilty in one
way or another.

Personally. Tam incredibly fortunate that,
Y9 of the time. | play with drummers that
I love to play with. Each one of them is
unique and different. but they are all fine
musicians — evenif they think they are the
greatest in the world!
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professional * music

A two year professional music program offering majors
in Performance, Production’/Engineering,
or Composition/Amranging

Emphasls on Music Business ® Ensembles ¢ 24-Track Recording Facility
Private Instrument Instruction with Experienced Professionals
Inrernational Faculty ¢ Exrensive Studies In MIDI ¢ Srudies in film scoring
and music for advertising

study music in the heart of the
selkirls mountains

For more information contod:
The Professional Music Program
Selkirk College
2001 Sitver King Road Nelson, B.C. V1L 1C8 Telephone (604) 352-6604

925 Bioor St. W., Toronto. Ont. (416) 588-7886

828 Wilson Ave.. Downsview. Ont. (416) 630-1625
1311 Tecumseh Rd. E., Windsor. Ont. (519} 252-3442
757 Corydon Ave. Winnipeg, Man. (204) 284-8992
445 Simcoe St. S.. Oshawa. Ont. (416) 686-0663
10204-107th Ave . Edmonton, Alta. (403) 423-4448
1664 West 4th Ave , Vancouver, B.C. (604) 734-4886

The Sound of Wood.
Available exclusively at all Long & McQuade Stores:

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

Al arecent Spirit of the West show. during
apartof the set where Fcome off the stage tor
three or four minutes, someone 1°d never met
approached me and asked. without introduc-
tion. if [ knew what to call someone who
hangs around with musicians. 1 gave the
gentleman a caustic stare and deadpanned.
“Would that be a drummer?” He scemed
oblivious to my distaste for his little dig. so ]
departed to the sound of his cackle of amuse-
ment.

After the show I thought about that worn-
out old joke and wondered who started it
Could I track him down and force him 1o
watch Three's Company re-runs until he be-
came physically ill? Would 1 have to look in
an antique guitar shop for him? Who was this
awful person and what did he have against
poor defenceless drummers?

After further rumination. 1 ruefully ad-
mitted that there was perhaps just a tiny grain
of truth to this joke. Sometimes. just oc-
casionally of course. drummers deserve the
rap they get. Once in a while. a drummer will
getso distracted by the pattern he's playing,
or so wrapped up in the sheer cathartic joy of
the groove he’s playing. that he forgets that
there are others playving with him.
Doubtlessly every other musician,
regardless of what instrument he plays,
has plenty of moments of this sort. but
drummers really get to be the goat be-
cause they've traditionally been con-
sidered ““support personnel™. The
drummer too. especially in rock "n”roll,
is constantly being referred to as “the
foundation™. (Personally. to be con-
sidered anything less than equal within
the framework of an ensemble makes
me angry as a stepped-on rattlesnake,
but that’s beside the point.) In order for
a drummer to avoid being classed as
little more than a Neanderthal. he must
do what every good musician does. and
that is to listen.

Listening is perhaps the most impor-
tant aspect of the musical process. We
can make speeches until we are old and
grey. but with no one to hear the words.,
i's a wasted effort. If 1 expect to be
listened to. | must first listen to those
around me. This is not simply a cour-
tesy: it goes much deeper than that,
Comparing musical performance to a
conversation, you never spiel off end-
less monologues with your fingers in
your ears. You listen to what vour
counterparts are saying. consider it, and
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hopetully you add to it. Perhaps vou can
make a point or two that someone hasn’t
previously considered. or inject some
humour: perhaps even disagree. You
wouldn’t be able to do this if vou failed to
hear what the other speakers said. Music is
much the same. In order to supply a firm
foundation for a band. I must co-operate with
the bassist. who in a sense is liaising between
the drummer and the melodic instruments. |
must be able to hear him in order w interpret
where my placement within the whole musi-
cal picture is. I must realize that | have inmy
power the greatest influence over the
dynamics of the band. and in order to employ
this power. [ must simultaneously be in tune
with the vocalist. or soloist. or whoever is
carrving the melody or central focus of the
composition from moment to moment. Not
only must I suggest and carry the dynamics
10 other levels, but T must be ready 1o move
to another dynamic if the vocalist chooses to
use that expression. All this time. | should be
following the progression of the song and
know where Tam within the composition. Am
I at the second ending vet? Is the crescendo
now, or do I wait until the next verse? I must

Vancouver-based Vinee Durich curreatly: plavs withSpirit of The
West. The list of names he has worked witl includes Pad Hyde. Sue
Medlev. Mae Moore and a host of others. He was recenily presenied

witl the CARAS award for Ouistanding Percussionist of 1991,

e S RN | N U

by Vince Ditrich

be prepared for the ending of a song long
before it arrives. rather than stumbling up to
it and flailing at the last moment. 1 must not
overplay or overpower the group. but I must
not be boring or timid. As well. my tempo
must be accurate. while allowing some
latitude to the others. within reason, and |
must be dead in-tune if I'm singing. There are
hundreds of other considerations that are my
responsibility, but none of them can be
properly addressed until Fam listening.

[ remember watching a band play at a club
some time ago. and I remarked to myself that
the grooves seemed somewhat stodgy. as if
the bassist and drummer were completely
disinterested. Later, the band asked me to
play a song with them and 1 was shocked by
the drummer’s monitor mix. | could hear
nothing except the snare drum. | realized that
the foundation seemed lileless because only
the tiniest amount of interaction was possible
with that level of communication. And after
all. no matter what style of music we are
performing. we are trying to communicate.

Young drum students constantly try to
learn all the hot licks and complicated poly-
rhythms. I know. I'm one of them (albeit not
as young as I might like to be). I remem-
ber how frustrating it was to be limited
to predetermined drum parts of hit
songs, I always tried to put a little of
myself into the cover songs 1 plaved. 1
also remember rip-roaring arguments
over my artistic license. So often |
would reluctantly give in to the singer’s
demands or the guitarist’s complaints
and grumble to myself that these folks
were just trying to clipmy wings. douse
my fire. and generally piss me off. Now
that several years have passed. and I've
played with many bands. 1 sce their
point more clearly. Although I'm ven
glad I had enough innate stubbornness
to develop my own musical style and
personality. 1 will listen to old tapes of
bands from the past and wince. Some of
the stuff ['was doing was so outside the
realm of good taste that 1'm surprised
my fellow musicians weren“teollapsing
in paroxysms of laughter. [ supposc that
this is a natural part of maturing and
everyone must suffer hindsight attacks.
but surely if [ had been listening just a
little more [ would have sounded just a
flittle better. After all. as an old Tellow
once old me. It you're not listening.
vou're not learning.”

PHOTO ROSAMAND NORBURY
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AND THE ART OF

TRUMPET

by Chate Sanborn

M usicality is the goal of all instrumental swdy. I define musicality
as the ability to fit in and hopefully contribute to any musical setting in
which you find vourself. The paths to musicality include: sound. pitch,
time, technique, range, and improvisation.

SOUND is the cornerstone of all players. Itis the thing that communi-
cates most directly to the listener and therefore should be given ap-
propriate attention.

PYTCH is determined 10% by the tuning slide. and 90% by your car.
Always know who you should be listening to for pitch. In a section, you
tune to the lead player. The lead player should tune to the thythm section.
especially the bass. Keep vour ears open. Don’t be afraid to sit at the
keyboard ahead of time to determine the closest position for your tuning
slide. With most rhythm section players using electronic tuners. the pitch
will usually be A-440. Keep a tuner in your
practice room to check for reference. This
allows you to pinpoint notes on your horn
which tend to be high or low. and this
knowledge will assist you in finding the
pitch on the job.

TIME is of crucial importance in giving
your playing maturity and weight. Practise
with and without a metronome. Using a
rhythm instrument, (claves. cowbell etc.).
practise playing a pattern with the
metronome and get the feeling of a groove.
On the gig. always try to feet the groove of

the rhythm section. and work not only to be
in it. but to strengthen it. When vou feel
vourself starting to swing. try to swing har-
der. This applies to all grooves.

Chase Sanborn is a freclance trumpet plaver and teacher ) . L
Toranio. He hay towred with Ray Charles as jozz soloist. and lines, and some from rCC()rdmg\. Get in the

plavs lead vrimper on many shows such as CATS
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TECHNIQUE is the ability to cleanly
play what you wish to. A proficient classical
tongue will become an excellent jazz tongue. Fingers. and the coordina-
tion between them and the tongue are responsible for all sorts of sloppy
playing. The development of this dexterity must be given much more
emphasis than in most methods.

RANGE. for many the end-all goal in itself, is to be desired. and is
of course required in many situations. It it is acquired at the expense of
some or all of the previously mentioned attributes, however, you are not
following the path to musicality, but to a litetime of frustration for you
and anyone that listens to you. High notes on trumpet. used sparingly
and appropriately, are thrilling. When over-used, they are tedious and
unimpressive. Some players will have to work harder than others for
their high register. but perhaps other facets of their playving will come
easicr. A good lead trumpet player must have the needed range. but has
a much more responsible role than to play the top note in the chord. He
must set the time, pitch, and interpretation of the music for the rest of
the band or section. He should play his part as it it were a solo part, and
letit sing. Listening to a player play a high note because he can, rather
than because it is musically appropriate. detracts from the music and
from the reputation of the player. Remember that high notes for their
own sake impress only other trumpet players. and even they can hear

g oo many. Il you are depending on other trum-
pet players for vour jobs, you are in trouble.
All that said. know that as a trumpet player
you will be devoting countless hours towards
acquiring and maintaining your range.

IMPROVISATION is to be studied by
every trumpet player. even if he never wants
to take a solo in public. (Sometimes a playver
who doesn’t want solos is highly prized.) But
the study of improvisation is the study of
using vour cars, and learning to play what you
hear, which is useful to all players, and of
course crucial to jazz players. The best way to
learn improvisation is to transcribe solos,

habit of transcribing now!
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ONTARIO INSTITUTE OF
AUDIO RECORDING
TECHNOLOGY

502 NEWBOLD STREET
LONDON, ONTARIO N6E 1K6
(519) 686-5010

SOUND EDUCATIO

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
ACOQUSTICS*
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.

500 NEWBOLD STREET
LONDON, ONTARIO N6E 1K6
(519) 686-5060
¢ TWO FULLY COMPLEMENTED
24-TRACK STUDIOS
o AUTOMATED MIXDOWN
* AUDIO/VIDEO/MIDI
SYNCHRONIZATION
o ON-STAFF ENGINEERS
AND PRODUCERS
e PROJECT & HOURLY RATES
o HOME OF SIGNATURE RECORDS
CONTACT: GEOFF KEYMER
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TUNERS

THE BRAND
OF CHOICE

* For Banjo
and Guitar

o | ifetime
Guarantee

For further
information or
1o receive our
NEW catalogue
call or write:

BEACON BANIJIO

COMPANY. INC

W

| 3 Glasco Tpk./ P.O. Box 597
Woodstock, NY 12498
(914) 679-8314

Proressiona/

MUSICIANS
COLLEGE

Professional Musicians College
is a private school specializing
in the instruction of AOC,
COUNTRY & BLUES.

PMC's unique learning

environment consists of a low

student / teacher ratio, in-depth
actical training, & ex

ceptional
aculty selected for musical and

instructional abilities.
Full Time Programs include
Guitar, Bass Guitar, Keyboards,

Drums Vocals and Recording
Englneer

For information on your audition
and enrolment requirements,
contact the registrar at one of
these campuses:

Sask & West Manitoba & East
Regina Campus  Winnipeg Campus
2614-6Th Ave. 1369 Erin St
Regina, S4T-ON3 Winnipeg, R3E-2S7
(306)757-2601 (204)-774-8210
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COVAVARY

N by Dawid frystal

NOTES FROM

A MUSIC HOUSE

I often wonder how [ ar-
rived at the position I'm in.
Ten (or is it eleven?) years
ago. I was travelling the
roads of Europe with an
eclectic middle-class Reggae
band from England which
had a paternal mystic leader
who would smoke enormous
amounts of forbidden stuff
and scowl through red vam-
pire-like eves if you made a
mistake. He would have been
an enormous star it he didn’t
lose his mind and become a
full-time guru in Belgium. From those early
beginnings as a live musician. becoming
almost exclusively a studio musician has
occurred almost without conscious plan-
ning. The one thing that has connected both
for me has been the creative process.
Whether you're composing songs. or writ-
ing for T.V. or commercials. this process is
comparatively similar. What differentiates
the media is the methodology by which you
arrive at a finished product.

I actually found the transition from writ-
ing songs to television and commercial scor-
ing to be a tairly painless one. The casy part
of the equation was having someone give
you parameters to work with, **We want, vou
know, a New Orleans sound with a Zydeco
accordion”; not t0o hard to deliver. Usually
they have a copywriter at the agency who
has written lyrics, and it’s my job 0 make
them fit. Once you've been in the business
a while you learn to make any configuration
of words work. So vour guidelines are drawn
out for you — unlike a song. where only
you and illusive inspiration are present and
both of you have to come up with carth
shattering lyrics and melodies yet again.

The soul searching process has therefore
been by-passed. and vou can immediately
hone in on an overall style tor the piece.

So you've had the initial talk. you've got
the job (sounds of corks exploding) and now
you can get to the next part of this process
by testing the water and taking their idea.
massaging them viciously, and throwing it
back at them gently of course. ™ Yeah
let’s use Zydeco but why don’t we also use
a couple of Bulgarian singers to chant the
product?”. That's when their faces drop. vou

N N [ 7 IR W

David Krvstal is president of David
Krvstal Music (Toronto). a music
prodiction house that writes and
produces music for commercials

television, and fitm

step up the sales pitch and do
some fancy tap dancing;
cither their worst fears about
you are realised or vou're
considered the next Mes-
stah. T do have one golden
rule in these situations and
that is to attempt at every
opportunity to stretch. and
sometimes break. the boun-
daries of conformity and
make the soundtrack as in-
teresting as possible, Usual-
Iy when this occurs the
public responds positively.
One of the bonuses of being in advertising
is that when it’s at its most incongruous and
surreal with seemingly disparate clements is
also when it's at its best. So my fun comes
when I am allowed to mix and match stvles
and introduce strange colourtul instruments.

Once the initial dialogue is over between
you and the creative from the agency, you
can move onto round 2 — the office demo.
What used to be called atinkle track (usually
performed on a piano) has. with the advent
of MIDI. become a full-blown finished
product in itself with all the bells and
whistles. The agency then comes o my of-
fice: this could be just the art director.
copywriter. agency producer or. if they want
their client’s approval, as many as 3 or 4
clients and sometimes as many account ex-
ecutives to match.

So when theyre all sitting comfortably,
you press “start” on your Mac sequencer and
vour arsenal of samplers and synths start to
play back a finished arrangement of the
commercial — hopetully with some simu-
lated Bulgarian singers accompanying the
track. Usually the Bulgarian singers will
have to be oneself or oneselt and whoever
you can corral. Even if the finished track is
1o be recorded with totally live musicians,
we almost always program the spot because
our clients have also become sophisticated
in their expectations. Gone are the days of
one guy playing the piano and screaming
above his rendition. **And here is where the
30 piece orchestra comes in™". But I suppose
just like the dinosaur. its time has passed.
Never mind. As long as vou can be a
Bulgarian singer now and again. life has its
up side.
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A\ whole new generation is just now discovering
Robhie Rl

icon has extended his influence to touch players like

bertson. | his veritable Canadian music

’(',.\]Imgb!(«m throu D] h his past w ‘orks with The Band and
with ]Dyﬂaum, not to mention Ronnie { lawkins, Vet
alter more than 30 vears in the music industry,
Robertson, in all his enigmatic glory, is as captivating
as even [ lis sophomore effort, Storyville, is a radical

departure in structure from his fivst multi-award

winningsolo release. Robertson is inlamous lor his
unrelenting will to progress. On a recent

promotional tour, we had the unique

opportuni{y to discuss the m any tacets of

Robbie Robertson...
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PHOTO: FRANK OCKENFELS

... the Artist

CM._: Storyville has a distinctly different flavour from the first album with
respect to songwriting, atmosphere and general direction. Tell us about the
process of change between the two albums and the ultimate goals that you
had set for Storyville.

RR: The biggest decision in this record was that I very much wanted it to
feel like a piece. I didn’t want a variety pack of songs so I consciously wove a
thread through it — a mood. I wanted listeners to be transported to this
state of mind that we called “Storyville” and if anything was too obnoxious
and disruptive — or on the other side of the coin — too still, it broke the
spell.

One of my main jobs in this was to not break the spell. I experimented
with different kinds of material and attitudes toward doing the songs. The
more I learned about the record, the more I learned how touchy this was. It
became almost a cinematic journey.

CM: Was there any hindsight you addressed in Storyville?

RR: Because I hadn’t made a record in a while, [ might have been a little
anxious out of the gate for the first record. The last time I found all the
separate tracks were fine individually but as a piece, as an album, it didn’t
have the continuity that I really like in albums.

CM: Considering the way music is these days, you're really bucking the
trend. Most albums are a hypercommercial ten singles on a single medium.
Do you think that it’s beneficial to do a thematic album from a commercial
perspective?

RR: 1t’s not my problem or my concern. I have to live up to my dreams and
still be happy with them ten years from now. If I get the emotion and the
integrity out of my work then I'm satisfied. I'm not playing main stream pop;
I never have and no one has ever asked me to.

CM: There were occasions where you literally picked musicians off the New
Orleans streets. That's a far cry from having U2, Peter Gabriel, Tony Levin,
and Terry Bozzio playing on your record.

RR: This is not all about calculation. It's not all about flying somebody in
from Caracas to play the maracas. Sometimes the guy playing down on the
corner can give you something completely different, and his own language
speaks just as truly. In making this record, I made a commitment that this
New Orleans flavour would be the thread throughout.

The thing that they (New Orleans street musicians) have to understand is
what velocity you're working in. Because they don’t know what you have in
mind, it'’s an uncomfortable feeling to take musicians, stick them somewhere
and say, ‘Play this.’ There’s a fair bit of trial and error, too. They'l! do some-
thing and I'll say, ‘This is working for me. I like what you're doing here. What
you're doing there means nothing to me so lose that; keep this; pursue that.’
It's just direction.

... the Guitarist

CM: Your guitar playing is more textured and sparse on Storvuille. Was this
a conscious metamorphosis?

RR: I was really trying to get as much sustain in another way. not through
distortion — clean sustain. You know, where it just kind of goes on and it
isn't like ‘aaaannngg’ (makes vocal Pete Townshend windmill simulation)
whining at you. I'm really tired of that sound on guitars. Evervbody’s guitar
sounds the same to me. [ wanted guitar that's singing back to you.

When I stop singing, I want the guitar to pick up where I leave off. It al-
most starts speaking the same language. [ was very conscious of this —
situations where I could have played this or sung it and I would answer it on
the guitar. I want the guitar to be these subtle little emotions — cries and
pieces of trains between the lines.

[ play more guitar on this record than I did on the last album. The reason I
don’t play more guitar is because, in this stage that 'm going through right

Continued



FROM ALL SIDES

now, I don't want jam sessions on my records. [
don't want doodling around on the guitars. I
have no use for that. I've been there. That was
a kind of youthful spirit to me, when [ was
young and playing with Ronnie Hawkins in the
early days of Bob Dylan. I played too much
then, and I wasn't song conscious. [ didn't care
about the songs then.

In the very beginning, there weren't a lot of
guitar players using the style that [ was play-
ing. Then after a while, it seemed like a
thousand people started to play. As soon as they
arrived, it struck me that it was time to go the
other way. I was becoming very conscientious of

my songwriting,
CM: Any special angles on solo work?

RR: To approach solos, instead of everybody
wailing up for the solo, how about everybody
going stark in the solo? And instead of me taking
that other attitude that I used to take, coming in
screaming at nine, why don't I just not even come
in for a moment and start on two, then go to one
and then go to five and then eight and just asit’s
over, hit ten and you're gone?

If the playing is not sensual, or sexual for
that matter, what good is it? If you want
firecrackers, light up firecrackers. If you want

"From dirty

to clean
and everything
in between"

- Breft Garsed

versatie quitarist extraordinare with
Neison, Frank Gambale, and Shawn Lane,
on fhe Hughes & Keffner ATS Sidy

2 ”"‘Ie’m impressed
witl tonal range
of the ATS Sixty.

It does dirty to clean

and everything in between.
The clean channel
knocked me out,

plus it has this
incredible overdrive.

This amp is

versatile to the extreme."

Catch Breft Garsed fogether with
Australian axologist Frank Gambale
ond Memphis monster Shown Lane
on thelr dozziing new release

‘Cenfrifugal Funk* (Legato Records).

For more information to help you decide which H&K amp is best for you, call or write:
B&J Music, 469 King St. W., Toronto, Ontario, M5V 1K4 Tel: (416) 596-8361 (Canada)
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obnoxiousness, then turn on a buzz saw. [ don’t
need to do this on the guitar. I'm going to do
something that feels good in the light of mood
and in the light of sensuality.

CM: I noticed an interesting guitar line in the
song “Day of Reckoning”. Tell us about it. Were
the effects an afterthought or was that actually
part of the writing process?

RR: That was on the tape. It had to do with
this ‘no distortion’ thing I spoke of earlier. I
wanted to get this dreamy sustaining effect. I'm
using a little Fender Harvard amplifier, a tiny
little amp instead of a huge amp up as loud as
it'll go. I'm using this little amp very quietly;
even the guitar is not turned up to the top —
maybe just half as loud as it'll go. I'm just
trying to go in the other direction. And through
that I found if I played super light on the
instrument, I can get a certain bell-like ringing
thing out of it. When I hit the strings hard, the
limiter that | was using in my effects would
make it extremely precocious, almost like a
Hammond organ. There were a few places on
this record where I was taking a Hammond
organ attitude.

Something that I learned from Garth Hud-
son: I have effects on different volume pedals. I
dial up these sounds and ride these volume con-
trols, adjusting effects balances as I go along.
So you can actually do things on the fly. It's by
far the most interesting set up I've had.

CM.: So you're doing all this with your feet as
you're laying guitar to tape?

RR: Yeah. There’s nothing on it after the fact.
All these guitar sounds are like that on tape.

CM.: What's your current gear inventory?

RR: I have a 1948 Broadcaster that is a real
standby for me — plug it in and it sounds
good. I also use a hot-rodded Strat; I think it’s
serial number is 254. I'm experimenting with
zither-like sounds using an Epiphone. On
occasion, I'll use my new Washburn; I don’t
recall the model. Amp-wise, I use little Fender
amps. Sometimes I'll use a Vox AC30 and quite
often a Rivera amplifier. It has a lot of
variations of sound and tone . . . I like that.
With the other amps, I dial up what I want to
get, and they stay that way.

One effect that [ turn on and off a lot when
I'm playing is the Boss Slow Gear. It’s quite a
reversal of what everybody is looking for . . .
punch. Punch smunch! With the Slow Gear, if
you play in a certain range it almost sounds as
if you're playing backwards. Plus I use my
volume control on the instrument a fair bit. [
did this on the last album, too (uses his pinky
to modulate volume pot on guitar) — the
human tremolo! Both my Strat and Broad-
caster have Telecaster knobs on them and so [
can do the same thing as what the Slow Gear
does with my little finger, or I can just vibrate
my hand and make a vibrato effect at will.
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... the Producer

CM_: This is your first all-digital release. Was
there any change in the approach with respect
to recording, mixing or editing from the last
record?

RR: Digital allows you to clone. You don't
have to be concerned about generation loss. [
had to go back and forth to New Orleans often
and [ didn’t want the quality to suffer from the
added generations (as from analogue). The
whole theory about digital being cold sounding,
I find to be nonsense, We weren't just giving

Klaus Meine of the
Scorpions onstage
with the new BF530
Black Fire on their
World Tour. All other
mics used onstage
are Black Fires.

into the modernism of it. Analogue does give
you a little hype in the bottom end and the
compressors within the machines themselves
sometimes can add to the effect. But Steve Nye,
the engineer, was quite fearless about getting
this type of sound by adding to the sound with
an external compressor and EQ if we wanted it.

CM_: You had Stephen Hague as a co-producer
for this record as well. Had you thought about
producing it yourself or was he instrumental in
some of the changes over to the thematic
approach of Storvville?

RR: I've made a lot of records over the years

DISTRIBUTED BY:

W 4tK
| J . - 1
Hear the voice of the Black Fire 530 at selected dealers across Canada.
For more information and a full colour catalogue, contact.
SENNHEISER CANADA, INC.

221 Labrosse. Pointe-Claire, PQ HIR 1A3 (514) 426-3013 FAX (514) 426-2979
In Toronto (416) 886-3669 FAX (416) 886-0550

and [ don’t need anybody to hold my hand.
When [ make a record [ usually do 50% of it
with the co-producer; the other half I prefer to
be on my own. They cannot discover what I'm
imagining in my mind for me, [ did the same
thing with Daniel Lanois as I did with Stephen
Hague.

CM: What's Bob Clearmountain’s input in all
of this?

RR: In the mixing process, I bring a lot of
options to the table and Clearmountain quickly
creates a palette of those options for me. It's a
little bit more than throwing up some modules
and adding bass and treble.  bring in a lot of
colours and when the painting gets too busy, [
need to sort out these colours and put the
emphasis on the right shades. I'll bounce ideas
off of him because I appreciate his taste; [
would see if he would say the same thing as
what I had in mind. If he thought of something
else then we would kind of discover that and go
with what I wanted to do. Often he would have
very strong feelings about certain things that
he would fight me down to the wire. But he will
go on to mix another record; I have to live with
this one. I like working with Bob very much;
he’s very fast and I think that we work well
together.

CM: Do you find that there’s conflict between
Robbie Robertson the guitarist/songwriter and
Robbie Robertson the producer?

RR: No. When I'm recording, I'll try different
things on the musician level. Putting on my
producer’s hat, I then say ‘this stays, this goes’.
[ have to look at it without precious feelings. [
have to be cold about it even if [ work hard to
do something. If it doesn't hold up form in the
light of day, I have to say get it out of here.

... in Closing

CM: Are you planning a tour? Would it
include any of the New Orleans locals that
appeared on Storyville?

RR: I'm going to be experimenting with some
musicians, trying some different people out. I
think it could be very interesting visually and
musically to work with some of those New
Orleans people. Hopefully by January, I'll be in
a position to go out and play. [ haven't booked
any dates quite yet. [ need to see if [ can get
stimulation musically out of this adventure.

That's why I say experimentation and dis-
covery are a big part of this. Simply going out
and touring is a real boring idea to me since
I've done that. I need to make this a challenge
and make it exciting for me and the audience.
Concerts these days are boring to me. [ go to
concerts and after three songs, it’s like, ‘Now
what? I've seen this; I've heard this. ...’ I've
been there and back and it isn’t smoke bombs
and strobe lights that are going to get me
through. m
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Imagine. A fully loaded performance processor
with studio power and sound in a half rack space.

It’s here!

The ZOOM 9030
Advanced Instrument Effects Processor.

You don’t have to imagine it anymore. Now
you can get those beautiful, warm anaolog
sounds like natural compression and the rich
tube-type “harmonic” distortion you’ve always
dreamed about, plus an incredible selection of
stunning Digital effects.

The ZOOM 9030 comes with 99 killer
programs ideal for guitar, bass, keyboards and
recording. It features stereo digital effects like a
truly advanced “Harmonized™ Pitch Shifter,
Phaser, Chorus, Tremolo, Reverb and much,
much more. 47 Effects, up to seven at a time.

For maximum flexibility, all 99 memory
locations can be customized by the user. The
9030 has guitar and bass amp simulators for

added realism. It also has comprehensive real-
time MIDI control functions built in.

Best of all, it features the same easy,
musician friendly operation as our popular,
award-winning ZOOM 9002 guitar Processor.

The ZOOM 8050 Advanced Foot Controller.

Combine the 9030 with our compact, ultra
efficient ZOOM 8050 multi-function foot
controller and you’ve got a live performance
instrument processing system light years beyond
the competition.

The 8050’s five different patch pedals, two
Bank pedals and MIDI OUT jack provide
maximum control over a variety of effects and
MIDI devices.

The ZOOM 9030. The ultimate performance
processor is a lot closer than you think. Just go
to your authorized ZOOM dealer and ask to hear
it for yourself.

Or write to us for more detailed information
about the 9030 and other ZOOM products.

EXCLUSIVE
DISTRIBUTOR
FOR CANADA:

MARKETING

6161 C YP I HOT
ST-LAURENT, QUEBEC
CANADA, H4S 1R3
TEL: (514) 856-1919
FAX: (514) 856-1920

ZOOM INTO THE FUTURE OF SIGNAL PROCESSING




CRASH TEST
DUMMIES

BY CHRIS GUDGEON




irst time lucky? Maybe. But there’s probably

more foresight than fortune behind the success
of Winnipeg’s Crash Test Dummies. Their debut
album The Ghosts That Haunt Me sold over 425,000
copies in 1991, making it last year’s top-selling
Canadian album. Top that off with a favourablereview
in Rolling Stone and a half dozen CASBY awards, and
you've got a band ready to make some serious noise.

The band consists of lead singer and songwriter
Brad Roberts, his brother Dan on bass, Ellen Reid on
keyboards and accordion, drummer Mitch Dorge, and
virtuoso harmonica and mandolin player Ben Darvell.
Much of their early success rests on the strength of
their lead-off single, “Superman’s Song”. Ironically, it
was the first song Roberts ever wrote.

“When [ wrote ‘Superman’s Song’,” says
Roberts, “I had not yet acquired the systematic
approach to songwriting that I've now cultivated.
Even then, however, I was determined to write a
melody first and come up with the lyrics later.”

That kind of methodical attention to detail
distinguishes the Dummies. It's what helped them
land a record deal with BMG, despite the fact that the
band had only written five songs at the time they were
signed. It was a risk that has paid off for the record
company; the Dummies debut album The Ghosts That
Haunt Me is heading for double platinum status in
Canada, and has earned the band press south of the
border. A lot of the success was built on “Superman’s
Song”, a single which cracked radio playlists across
North America.

The Pen Has A Mind Of Its Own
When Roberts first penned “Superman’s Song”, he
intended to write about Tarzan. The Man of Steel
hadn’t entered his mind.

“I wish I could make the claim that when I write I have a clear idea of
just exactly what I want to happen, and then I execute my intentions. In
fact, that's usually not the case. Quite often, I'll start off with the seed of an
idea which will lead me somewhere, and it might lead me somewhere that
I hadn't intended to go. Then I'll go back and re-write what I started with
in order to take into account the new direction I'm headed in. That process
continues on in a very meandering way. Often, I'll have written a whole lot
of lyrics that I have to be very selective with. I wind up discarding a lot before
1 come up with finished product.”

The lyrics to “Superman’s Song” captured the imagination of listeners.
Roberts says that people are always asking him what the song is about.

“Essentially, I wanted to deal with a political question. Specifically, I
wanted to deal with the relationship between the individual and the com-
munity, which is, of course, the starting point for a great deal of political
theory. Now, I find that one of the problems I have with a great deal of
politically motivated writing, particularly in pop music, is that it tends to
be very preachy sounding and didactic. I didnt want to write a song where
I hammered the listener over the head with my message about how the world
should be. I thought, if T were to employ two figures from popular culture,
Superman and Tarzan, then I could add a certain amount of levity, irony and
humour to the song.”

“Superman’s Song” gets a lot of the strength from its unconventional
lyrics. The subject matter might not be typical radio fare but, by reducing
Superman to his most human, the song develops the emotional power good
pop songs strive for.

“I think that it's possible with a pop song to write lyrics which appeal to
people on various levels. For instance, I get a lot of children who like
‘Superman’s Song’ because they identify with the character as a hero, and they
think that it's funny when I mock Tarzan in thebridge — “ITarzan YouJane”,
and I correct his grammar. But at the same time I get people of a more literary
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bent that read it on a different level. I recently got a
letter from a guy who did an in-depth analysis of the
song. He called Superman a Christ figure, and said
Tarzan represents a base animal world controlled by
passions, and so on. I enjoyed the analysis, even
though it was a far cry from what I ever intended.”

The Conservative Side

Before writing a single word, Roberts worked out the
melody for “Superman’s Song”, humming along to his
acoustic guitar.

“The reason I do this is because I think if you write
a set of lyrics first, you end up trying to construct a
melody around the lyrics. I think that limits you. It

prevents you from writing as strong a melody as
you might. In other words, if you write the melody
first, you can come up with a melodic structure
that hangs together from beginning to end; it’s
propelled forward in a compelling way. If you can
sit down and hum the song in its entirely, and it
sounds powerful, you've probably got a good foun-
dation to work with.”

Despite his musical renegade appearance, as a
songwriter Roberts has a very conservative edge. Most
of his songs follow the same structure: intro, verse,
chorus, verse, chorus, bridge, verse, end. This
deliberate structure, rather than limiting Roberts,
sets the parameters within which he can explore.

“On the one hand, what I do is popular in the sense
that I write within a conservative framework. At the
same time, I like to stretch those boundaries, and I'm
interested in writing songs which are “popular” but
which avoid the cliches and sentimentality and pre-
dictability of the more bland pop material. I think you
can write interesting lyrics within a structure that is,
more often than not, used for conservative purposes.”

But with such a rigid structure, does the process of songwriting become
more mechanical?

“Each part of that structure has special problems from a melodic point of
view. You want to write something that feels like it was meant to hang
together, and each part of it suggests the next part. The verse should be
strong in itself. And then when you arrive at the chorus, that should be
another melody which is also strong in itself, but which feels like it grew
from the melody in the verse which preceded it. And then when you re-enter
the verse, the melody of the chorus should sound like it flows inevitably into
the verse. So you've got the tail meeting up with the front end again. The
bridge is placed strategically in the song when you need some variety
because you've heard the verse and chorus repeated twice already.”

“From a lyrical point of view, the verse is that part of the song in which
one develops the body of the song. The chorus, on the other hand, has to be
something that’s repeatable, and each time you hear it, it should relate to
something you've been talking about in the verses. Theoretically, by the time
you've heard the chorus the third time it should be impregnated with all the
meaning you intend; that’s kind of a trick sometimes. The bridge is an aside,
or a moment where you can afford to take a different angle on what you've
been dealing with. It's like a breather — melodically and lyrically.”

Tarzan To Tape, Man

It's one thing to write a great song. The trick is to translate that song to tape
without reducing its effect. Bob Doidge, owner of Hamilton’s legendary
Grant Avenue Studio, was engineer on The Ghosts That Haunt Me. He says
that a song can often get lost in the production.

“People come in with a great song, and before you know it we’ve spent 90
per cent of the budget tweeking things that the average person buying
records just doesn’t care about. They want to hear a good bed track, a good
vocal, but more importantly a great song.” Continued
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Doidge, who's worked with everyone from U2
on down, says that when he recorded the Crash
Test Dummies his object was to keep it simple and
natural.

“I wanted Brad to sound just the way Brad did.
I mean, his voice is just amazing. The U-47 espe-
cially likes his voice. These are tube mics from the
1940's; it’s a huge thing. ‘Superman’s Song’ was
such a lonesome sounding song, | wanted a really
close, big sound on Brad's voice to the degree that
the voice would fill the speakers.”

The Telefunken U-47 was Doidge’s microphone
of choice for much of the recording sessions. He
also made good use of a Dramer Tube Compressor,
which lends warmth and richness to many tracks
on the album. While instruments take a back seat
to Roberts'vocals in the song, the cello stands out.

“I miked the cello in stereo again using the
U-47 and, as I recall, the 414. [ basically made a
pair of ears out of those two microphones. In other
words, if you stood in front of the cello, then stood
in the control room — that’s what I was after. [
wasn't looking for anything odd. I wanted a
natural cello sound.”

T
Studio Gear:
MCI 400 Console (very old)
Atari 24 track deck
Lexicon 224
Eventide H 3000 Harmonizer
Telefunken U 47 mic
Telefunken U 67
2 PCM mics
Urei Time Align Speakers
Heintzman baby grand (also very old)

On this album, Doidge worked with L.A -based
producer Steve Berlin, known for his work with
Los Lobos. Doidge was careful to give Berlin the
sounds he could use in the mix.

“ was always basically going for sounds that
when he got back to L.A. to mix — he mixes
exclusively with one person — that he would be
on the safe side. There'd be no really wacky
sounds that he'd have to deal with. There were
two tracks of vocals. When | thought of Steve
being in L.A. mixing something, [ always wanted
a backup of important things. For the vocals, |
always made sure that there were two tracks
sitting there for him to mix. On ‘Superman’there
were two tracks of vocals; the cello took up two
tracks in stereo; the grand piano took up two
tracksin stereo; the acoustic guitar was one track.
So there wasn't a lot on the 24 tracks. I had room
to spread a few things out into stereo that maybe
sometimes you wouldnt — such as the cello.”

The entire album was recorded on a shoestring
budget: $65,000 — including $20,000 grants
from both FACTOR and CIDO, and a $10,000
award from CBC. Doidge, for one, isn't surprised
that success for the Dummies has come without
a huge expense.

“I think that the things people are buying about
the Crash Test Dummies is the songs. Budget or no
budget, you could have had a $400,000 budget for
‘Superman’s Song’ and that really wouldn't change
things a whole lot. It's the song.” [ ]
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“I did the whole th/ng — from wr/t/ng the song to to

licking the stamp,” a proud Rita Ch/are/// beamed,
exp/a/n/ng the amount of work she put into the

/ndependent release of her ‘Have You Seen My
Shoes?’ s:ng/e Notably sedate ‘and seasoned in
character, the Hamilton-born s:nger/songwr/te}
carries the dulcet tone of ¢ a determ/ned artist who

has endured many a curve that the enterta/nment

/ndustry has a tendency to throw.




he most recent curves fortunately point upward: she recently

claimed first prize in the Molson Canadian Rocks Showdown 91
talent competition, through the unanimous accolades of the judges —
Colin James. Stewart Copeland. and The Jeff Healey Band. amongst
others. ‘Love Overload'. the opening track of her independent album (also
solely released by Chiarelli's hand on her own Boom Records label). was
the winner of the Q107 Homegrown Contest. Named Artist Most Deserving
of aRecording Contract (1987). Toronto's Rising Star (1988) and nominated
for Female Vocalist in 1991 at the Toronto Music Awards. Chiarelli's talents
are finally receiving the recognition that she has worked to achieve — her
album. titled Road Rockets, is slated for release on Stony Plain Warner
earlythisyear. [ Beginning her music career early in high school.
Chiarelli was performing the club circuit before the age she was “allowed”
to. After graduating. her nine piece band (!). Battleaxe. toured across North
America attracting the attention of one Ronnie Hawkins. [ “We were
playing at Ronnie’s club. The Nickelodeon. in London. and he was rehears-
ing his band upstairs.” Rita explained. “"He came to see Battleaxe perform
and introduced himself. telling me he was impressed. He left me with an
open invitation to sing with his band.” Hawkins offer would soon come to
fruition; Chiarelli called it quits with Battleaxe about a year later arid hopped
onboard as vocalist for Hawkins. “Singing for Ronnie was a great oppor-
tunity for me: | gained a lot of valuable experience. And it was always a
surprise when artists like Dylan. Mike Bloomfield. or Frank Zappa playing
in town would just getup and jam.” Il Disillusioned with the slow
progress of her music career. Chiarelli pulled up stakes in 1982 and left for
Italy for five years. Although her brand of blues/rock was not warmly
received. her voice certainly was. Through a steady diet of jingle and movie
soundtrack work. Rita educated herself to take the strengths of her live
performance (which was all she essentially knew) and transfer that energy
successfully to tape. B Returning to Canada in 1987. Chiarelli wasted
no time independently releasing the aforementioned ‘Have You Seen My
Shoes? single. catching the attention of movie producer Bruce McDonald.
“This is almost something you'd see in the movies,” Rita joked. recalling
how she met Bruce. “When | released the single. it was well received. A few
stations were playing it occasionally. Bruce McDonald happened to be
driving in his car when ‘Have You Seen My Shoes?' came over the radio.
At the time. he was looking for a song for a significant part of the movie he
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was working on. titled Roadkill. E ~He thought the song was perfect
for the part and proceeded to pull the car off the road at the nearest
phone booth and call the station to find out who the artist was and how
he could get hold of me. Well. the people at the station thought he may
be some kind of a psycho or something. but they did take his number
and call me to let me know. After speaking with Bruce. I'm sure | was
down at the editing studio three minutes later.” W It seemed to be
the beginning of a beneficial rapport as McDonald once again ap-
proached Chiarelli to record several versions of Dylan's "Highway 61
for a movie with the same titie. After putting her in the studio and
recording the song. they came up against a proverbial brick wall. Dylan
decided not to release the rights to the song. However. the two versions
did manage to make it onto Chiarelli's album. I Produced by John
Switzer. the album was recorded at Grant Avenue Studios in Hamilton.
Ontario and mixed at Metalworks in Mississauga. Ontario. “Al Cross. the
drummer on the album, recommended John [Switzer]. John had done work
with Jane Siberry. Andrew Cash and Bob’s Your Uncle and he had heard
my single. | approached him and we hit it off great.” Citing Richard Bell
(keyboardist for Janis Joplin) and Colin Linden as powerful contributors. the
album was recorded live off the Grant Avenue floor sans overdubs over a
three day period. I Dylan covers aside, all songs on Road Rockets
are penned by Chiarelli. She explained her methods of songwriting: “I really
have to be totally alone when | write. | can't work even if someone is at the
other end of the house. I'm generally more creative in the early morning.
but | play better at night. The bulk of my songwriting is usually done by noon
with the phone unplugged from the wall. I'll go north with just my guitar to
be alone and write. I “I'm not a lyrics first, or music first person. I'll pick
up the guitar and a riff will pop into my head and I'll expand on that. Or a
phrase will pop into my head like ‘Slow Dance’ or ‘Love Overload and I'll
develop a song theme from that. That's one of the reasons | love the blues
so much. The song ideas really come from the heart. from everyday life
experiences. So any thought. musical or lyrical. gets me going.”
Yes. it seems that Chiarelli will soon have her day. Together. with drummer
Bucky Berger. bassist Pete Rihbany. keyboardist Peter Nunn. and guitarist
Earl Johnson — the Road Rockets — Rita Chiarelli will soon hit the
bricks to work her premier album. Now if only those industry curves would
keep pointing in the right direction. Il
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Way 1

World Class Studio Sampling,
Drum and Rhythm Sessions

Professional studio time S210/hr.......co.covvveuenene..856,000
A great engineer and producer.............cocoeeeenen.. $28,000
Rental of hundreds of superb drums

and percussion inStruments............ccoeeeeeeeeeeenene... $21,000
Rental of exotic audiophile mics........cccoveveeeveenn.. S7,000
Rental of professional studio reverbs,

use of live ambience and chambers...................... $14,000
16 Bit Stereo storage and playback hardware

and sound manipulation software.......................... $21,000

MIDIrhythm programming hardware /software. ....... S700
A great drummer to play rhythms and fills

with dynamics and feeling..............cc.ccocooeevenennnne.. S14,000
Inspiration, creativity and years of

sampling and studio experience.......................... Priceless
Unlimited stacking of sounds....................... Very difficult
ILasy and unlimited writing of your

own rhythms and SONgs...........ccoovvvvevveieeveeeeen. N/A
Write songs on the fly with a footswitch.................... N/A
Up to 120 Sounds available through MIDI................ N/A
TOTALS $150,000 plus

Choose one.

See your Alesis dealer
after you've made your choice.

For more information call 1-800-343-0300
CANADA: 14509 30th Avenue » White Rock, B.C. VAASK6
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Way 2

ALESIS SR-16 DRUM MACHINE
16 Bit Stereo, with Dynamic Articulation,
233 Sounds, Stereo Samples and Preset Patterns

Included
Incl.

Incl.
Incl.

Incl.

Incl.
Incl.

Incl.

Incl.
Incl.

Incl.
Incl.
Incl.

$559 Suggested Retail

ALESIS

STUDIO ELECTRONICS

USA: Alesis Corporation » 3630 Holdrege Avenue © Los Angeles, CA 90016
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iversify young man (or woman). ..

That may very well be the best advice for today’s professional musician. Just as the recession
has taught big business a lesson about flexibility, small business is learning as well. More and
more, pro players with five or ten years behind them are finding that experience just isn't enough any
more; they're packing up that old book bag and heading back to school.

A Long Hard Look

Many career musicians are taking a long hard look at themselves. Rich Lang is one of them. In the 1980s
he was drummer for The Wardells, one of the most successful independent bands on the west coast. Now,
he’s enrolled in the music program at the University of Victoria. Lang says that there are both artistic
and practical reasons for his decision to go back to school.

“My main goal is to develop myself as a musician. You know how it is these days; thinking about being
a career musician is a great idea, but it really hinges on a lot of variables. It can be a scary prospect.
That ties in with my second reason for taking this program: to make contacts.”

Lang says that, like a lot of players, he reached a brick wall in terms of his development.

“I always had an interest in music, but I found I wasn’t appreciating what I was doing as a rock 'n’
roll player anymore. I didn't have a lot of musical depth. I was basically just adrummer. So what I wanted
to try and achieve through this program was becoming more of a ‘musical person’, so I could just have
more of a musical background to feed off of. The band could still come to me with the same music, but
now, with more experience, and different ideas and instruments, I'd have a different outlook on it.”

Lang says that no matter what comes out of his term at university, he’s already a much more diversified
musician. Through the music program he’s had to study such non-drummer topics as keyboard harmony
and sight singing.

“This summer I picked up some vibes, and I've been working a lot strengthening my mallets, and
taking keyboard harmonies — just advancing my musicianship, with the outlook that it's going to make

BY CHRIS GUDGEON  me a better all-around player.” Continued
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- We asked Phil Ramone
- tofield test our new

' AT4033 studio
condenser microphone.

He wouldn’t
give it
back!

Phil Ramone knows exactly what he wants from a studio
microphone. And when he tested a sample of our new
AT4033 cardioid condenser microphone, he knew it was right
for him and ideal for the artists he records.

He liked being able to concentrate on getting the right
music from the musicians, rather than first spending time
experimenting with EQ to get the right sound.

What Phil Ramone heard was the result of new condenser

Phit Ramone photos by Michael Bloom

AT4033 technology inside the AT4033. The diaphragm is only 2 microns
Studio Condenser thick, with a vapor-deposited gold conductive coating just 50
Microphone angstroms thick. This sophisticated, very low-mass diaphragm is

aged in a five-step process that insures unchanging performance
for years.

The high head-room and wide dynamic
range, plus low noise floor, make the AT4033
ideal for the most demanding digital record-
ings. And the maximum input SPL is an awe-
some 140 dB, so important when recording
high-output instruments and very close-up
vocals. In addition, transformerless design
contributes to overall sonic transparency.
The AT4033 also includes a switchable 10 dB
pad and lo-cut filter, plus a built-in pop filter
and internal shock mounting.

We're not certain we'll ever get the sam-
ple AT4033 back from Phil Ramone, but no
matter. We're busy making your AT4033 right
now. For more details on this impressive new
microphone, ask your A-T sound specialist to
schedule a test of the AT4033 today.

, audio-technica.

Available in Canada and the U.S.A. from Audio-fechnica U.S., Inc
1221 Commerce Drive, Stow, Ohio 44224
(216) 686-2600 « FAX (216) 686-0719




His foray into the academic world has led
him back to unexpected territory: pop
music. He's recently been recruited by Jho
Nek Bhone, another promising west coast
band. Lang currently gigs with them in
Vancouver, Victoria and Seattle. He plans
to go into the studio with them this April,
and join them on tour in the months after
that. How does all this fit into his academic
plan?

“1 decided to join Jho Nek Bhone for the
simple reason that it's good for keeping my
time, and because it’s all interpretation.
You can go as far as you want with inter-
pretation. That's the beauty of the music
program: who knows where it will lead me?
Basically, I'm just trying to increase oppor-
tunity. I feel if I can increase my musical
abilities and skills in different areas, then
I can increase my opportunity to forge a
career.”

Education Options

There are a range of education options
available to the professional musician
today. Many universities and colleges offer
a range of music programs, usually geared
around performance and theory. There is
also a host of music schools across the
country which often get into more practical
issues such as production and business.

Gilles Valiquette is co-founder of one
such school, Montreal’s Musitechnic. The
school focuses on three areas: business,
classic recording techniques like tapes and
multitracks; and contemporary technology,
like MIDI, sync, audio-video. Valiquette
says his main goal is to help professional
musicians adapt to the contemporary
demands of the Quebec market.

“Our average student is over 25 years
old, and has some experience. They know
from the start that they are trying to take
a big bite, working in the Quebec market.
It’s a big reason why they know they have
to educate themselves. It's going to be dif-
ficult if you're educated; imagine if you're
not.”

“Here in Quebec it's even more sensitive
than elsewhere because of the small
market; there’s no way a musician can
make it unless they're competitive on all
levels. We have to make records that are as
good as international English records for
one-sixth of the cost. Quebec musicians
have to use all the tricks in the book.”

John Harris runs the Harris Institute in
Toronto. Like Musitechnic, this school sees
a lot of professional musicians looking for
practical training in the business of music.
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“Probably the most important thing to
recognize is that almost no one in the music
industry does only one thing over a full
career. In fact, the norm is to get involved
with all kinds of things. If you realize that
starting out, and get some training in a
number of different areas in the music in-
dustry, you're in a better position to have a
longer career. Most musicians think that
they're going to be musicians for the next
forty or fifty years, which, of course, almost
never happens.”

Harris is critical of a lot of music
programs because they often don't pay at-
tention to the bread and butter needs of
professional musicians.

“In terms of where the work is and how
one goes on to make a career out of being a
player, there is very little emphasis in most
music programs across Canada. That’s al-
ways been the case. And obviously, for
people entering the music industry, they’re
entering the most sophisticated, the most
complex and the most competitive arts in-
dustry in history, and they are totally ill-
equipped. Our focus is different. We focus
on the bottom line. This is where the jobs
are; this is how you make a living.”

The Piggy-back Attack

Some players use their musical love and
experience to build a parallel career in a
related field. They carry on two music--
related jobs at once, piggy-backing one on
top of the other. Many musicians are
both players and sound technicians, for
example, or moonlight (actually, daylight)
doingjingle work. Chris Hall had a success-
ful career as a pop musician. In the early
1980s, his debut album for Capitol sold
45,000 copies in Canada. But as his pop
career soured, and he grew disillusioned
with the world of record companies, he
decided to switch gears.

“At that point I decided, I'm a career
musician anyway; 1 always knew | was
going to be, so I was looking for some new
field to work in. I love film and television
— that’s something I always wanted to do,
and so I started to do corporate-industrial
work.”

Now Hall does mostly film and
television soundtracks — you can hear
his work regularly on such CBC shows as
The Nature Of Things. He says the tran-
sition from pop to soundtrack work was a
difficult one, and he did it without any
formal education.

“I just dove into the soundtrack stuff. I
did a lot of reading, but that wasit in terms
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of formal training. It was a really hard dive
too because in pop music I've been trained
to come up with music that people notice,
and that’s not the job in film and television.
The whole idea is that you're coming up
with music to support peoples’ pictures.
Sometimes you're coming up with music
specifically not to be noticed. It’s a bit of a
retraining for a while there. But what
helped was that I did so many corporate--
industrials, that’s really where I learned
what I know now.”
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Financial assistance may be available
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\ike Demers

A less conventional piggy-back strategy
was used by Mike Demers, bandmate of
Rich Langin Jho Nek Bhone. With his band
Me and the Mosquitos, Demers was a suc-
cessful pop musician in Edmonton in the
early 1980s. But heleft it all to study Musie
Therapy at Vancouver’s Capilano College.
At first, Demers entered the program with
hopes that he could develop a new career
without completely discarding his musical
background.

“l saw Music Therapy as a way of hang-
ing on to my music and working with
teenagers, because that’s what I wanted to
do. But once I got into the program and
started to do a lot of improv, while the
commercial music students were off doing
their lessons and learning theory, I was
sitting around learning drums. So those
two years were really good for me in terms
of approaching music from a non-commer-
cial point of view; just very much from a
love of music. And also, I began to see music
in terms of developing relationships. I don’t
think I'd ever thought of music in those
terms before. [ think that’s what eventually
led me back to pop music, particularly play-
ing live with people dancing; that kind of
relationship is great.”

What is Music Therapy? “The focus was
on the use of music improvisation to
develop a relationship. I think they were
trying to create a balance between the
therapeutic use of recreational music and
using music to create a “cathartic
experience” in order to evoke painful
memories and work past psychicblocks and
that kind of stuff. I'm not really up on the
lingo anymore.”

In some ways, Demers’strategy paid off.
Although he is now disillusioned with the
professional side of Music Therapy, it did
provide him with experience working with
kids. He's still a youth counsellor when he’s
not busy with Jho Nek Bhone. Despite his
disillusionment, Demers says the school
experience was productive.
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“Through the Music Therapy program I
really learned that playing music is a ser-
vice. Whether you're playing in a club, or
on a record, or for your friends, or for your-
self, or as a music therapist, or a youth
worker — whatever. You're providing a
service for people. It can be just at the
recreational level, giving people a chance to
let off steam; it can be a heavier level in
terms of providing people with an environ-
ment within which they can re-experience
something; it can be in a political venue,
calling for social change. The point is that
music is a service. Attention has to be paid
to the listener.”

Learning a Lesson

about Yourself

Demers’ foray into school life was a success
partly because he went in with an open
mind. This is not always the case with older
musicians. Mike Harris says that ex-
perienced players do not always make the
best students.

“It's an interesting group of people as
students because in a lot of cases they come
in with fairly rigid, pre-conceived ideas of
what the music industry is from their ex-
perience. Often, it’s difficult to get them to
see beyond that. They can be the most
difficult students to work with. In some
cases, it’s a mind frame [ can’t overcome.
Often, they've got blinders on, but that’s the
rarity. But in most cases, it just takes them
longer before they get beyond the idea that
they already know it.”

Harris says this apprehension is under-
standable. “These musicians have got such
a large investment in the fact they’ve been
in the music business for eight or ten years
or whatever that they figure they must
have learned something. The reality is that
most of what they learned is incorrect. It's
got big holes in it, and they've never had an
overview of how the whole thing works. But
they figure that they've put so much time
into it that they must know something.”

Robert Rosen identifies with Harris’ ex-
perience. Rosen is Assistant Artistic Direc-
tor, Music Programs, at the Banff Centre
For The Arts. He says that a lot of
musicians seem apprehensive when they
first come to the Centre, and it’s important
that they are made to feel comfortable.

“It's a place where musicians can come
where they are in an environment that
people really, truly believe that what
they're doing is valuable. And we do every-
thing we can to support them and help
make it happen.”
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Rosen views the Banff Centre as more an
artists’ community than a conventional
school. Regardless of the name, he believes
an experience like Banff can help revitalize
a musician’s career and focus.

“My sense is that most musicians are
optimistic, but when they get here, they
realize that they've forgotten about their
optimism. They've been in a situation
where they've been doing the same thing
for, say, five or six years. It's tough on
anyone when they’ve been in any sort of job

Choosing your PA equipment
is an important decision.
Purchasing it is a major
investment. How it sounds
could make cr break you.
You need the biggest, clean-
est sound you can afford, but
not too big since you don't
have a semi to haul it around.
The kind of PA that will
grow with you when your
hard work begins to pay off.

Enter YORKVILLE. We've got
exactly what you're looking
for. Solid, dependable, top
quality sound reinforcement
products with an iron-clad
2 year transferable “EVEN IF
YOU BREAK IT” warranty.

orinoneplaceforalength oftime. You start
to wonder where you are going. But you are
still a musician at heart, you love what
you're doing, and that’s why you got into it
in the first place. A lot of what we do is help
them rekindle the spark, help them recog-
nize their own optimism and just broaden
their perspective, so they can goback where
they came from with a renewed energy.”
Does Rosen see a common thread in the
outlook of the musicians who make their
way to the Banff Centre? i

Take the YORKVILLE
MICROMIX MP-8. It has
two internal 150 watt power
amps so you can drive

both mains and monitors
cleanly from a single,
compact, 8-channel mixer.
YORKVILLE'S PULSE
speaker systems feature
wedge-shaped cahinets
with advanced cross-over
desigrs, current-to-light
conversion driver protection,
fluid-cooled compression
drivers and M-roll surround
woolers.

It's your decision. Let your
YORKVILLE dealer make: it
a little easier.
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SICIAN

A QUICK REFERENCE GUIDE TO MUSIC EDUCATION

Universities and Colleges

Alberta: Alberta College, Athabasca University,
Grande Prairie Regional Coliege, Grant MacEwan
Community College, The King's College, Medicine
Hat College, Mount Royal College, Northern Alberta
Institute of Technology, Prairie Bible College, Red
Deer College, Southern Alberta Institute of Technol-
ogy, University of Alberta, University of Calgary,
University of Lethbridge, Western Board of Music
Examining Institute.

BC: BC Institute of Technology, Capilano College.
Douglas College, Selkirk College, Simon Fraser
University, Trinity Western University, University of
BC, University of Victoria, Vancouver Community Col-
lege.

Manitoba: Brandon University School of Music,
University of Manitoba.

New Brunswick: Mount Allison University, University
de Moncton, University of New Brunswick.
Newfoundland: Memorial University of New-
foundland.

Nova Scotia: Acadia University, Dalhousie University,
St. Francis Xavier University.

Ontario: Brock University, Cambrian College of Ap-
plied Arts and Technology, Carleton University, Cen-
tennial College, Confederation College, Durham Col-
lege, Fanshawe College of Applied Arts and Technol-
ogy. Humber College of Applied Arts and Technology,
Huntington Coliege (Laurentian University).
Lakehead University, McMaster University, Mohawk
College, Ontario Bible College, Queen's University,

Ryerson Polytechnical Institute, Sheridan College, Sir
Sandford Fleming College, University of Guelph,
University of Ottawa, University of Toronto, University
of Waterloo, University of Western Ontario, University
of Windsor, Wilfred Laurier University, York University.
Quebec: Bishop's University, Concordia University,
College de Jonquiere, Marianopolis Coflege, McGill
University, Musitechnic Educational Services,
CEGEP de Trois-Rivieres, Universite Laval, Univer-
site de Montreal, Universite du Q