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hands-on training 

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

The MC 740. 
Most studio condensers are 

impressive when you look at the 
specs. In practice, however, they 
often exhibit an icy, strident edge 
— the kind of unnatural sound 
that doesn’t show up on response 
curves or polar patterns. 

Intimate, not just accurate. The 
MC 740 is different. It not only 
offers startling accuracy and detail, 
but a natural warmth and musical¬ 
ity that most other condensers 
lack. It’s no wonder the MC 740 
is becoming the microphone of 
choice among more and more of 
the world’s top recording engineers. 
The MC 740’s innovative design 

begins with its unique Hostaphan 
R diaphragm. A highly sensitive 
element specially developed by 

Beyer for its 
natural, transparent 
response characteristics. Its break-
through electronics design achieves 
incredibly low noise and distortion, 
lower than even the most widely 
acknowledged studio condenser. 
And its sound is uniform in all five 
of its polar patterns, making it 
extremely versatile as well as 
responsive. 

Sample greatness. The MC 
740’s superbly detailed response 
and purity of electronics make it 
the ultimate sampling microphone. 
A microphone capable of bringing 
out the full frequency response 
and dynamic range of any instru¬ 

ment. Without adding an edginess 
or color of its own. 

The StudioGroup family. A 
musical tradition. The MC 740 is 
just one example of the dedication 
to music that goes into every Stu¬ 
dioGroup mic. Ask to audition the 
MC 740 or any other StudioGroup 
mic at your local Beyer dealer. 

Because at Beyer, we’re always 
putting the theory of great sound¬ 
ing microphones into practice. 

to sound natural on the job 
Not just on paper. 

StudioGroup" beyerdynamic)))) 

325 Clement Street, west I LASALLE, Québec I H8R 4B4 
Tel.(514)364 2118 I Facsimile (514) 364 0791 
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Perfect Pitch method verified at Ohio State University! 

They laughed at me 
and doubted me.... 
until I showed them the 
secret to Perfect Pitch! 
A true story by David L. Burge 

We were in ninth grade when I first heard 
that Linda had "Perfect Pitch." 

Supposedly, she could name any pitch by ear! 
I was told she could even play any song after hear¬ 
ing it on the radio! 

I doubted it. How could she know F# or Eb just 
by hearing it? An ear like that would open up 
unlimited possibilities for any musician. 

It bothered me. Did she really have Perfect Pitch? 
"Yes," she told me casually. 
Perfect Pitch was too good to be true. I rudely 

asked, "Can I test you sometime?" 
"OK," she said cheerfully. 

Now I was going to make her 
eat her words... 

I carefully picked a time when Linda had not 
been listening to music. Then I challenged her to 
name tones for me—by ear. 

I made her stand so she could not see the piano 
keyboard. I made sure other classmates could not 
help her. Everything was set just right so I could 
expose this ridiculous joke. 

Nervously, I plotted my testing strategy. Linda 
appeared serene. With silent apprehension I 
played a tone: F#. (She'll never guess F#!) 

I barely touched the tone. Instantly she said, 
"F#"! 

1 was astonished. 
I quickly played another tone. She didn't stop to 

think. Immediately she announced the correct 
pitch. I played more and more tones here and there 
on the keyboard, and each time she knew the 
answer—without effort. She was SO amazing— 
she could identify pitches as easily as colors! 

"Sing an Eb" I demanded, determined to mess 
her up. Quickly she sang the proper pitch. I asked 
for more tones (trying hard to make them increas¬ 
ingly difficult), but she sang every one perfectly on 
pitch. 

I was totally boggled. "How in the world do you 
do it!" I blurted. 

"I don't know," she replied. And that was as much 
as I could get out of her! 

The reality of Perfect Pitch hit me hard. My head 
was dizzy with disbelief, yet I now knew that 
Perfect Pitch was real. 

I couldn't figure it out... 
“How does she do it!" I kept aski ng myself. On 

the other hand, why can't everyone identify tones 
by ear? 

It dawned on me that most musicians go their 
entire lives without knowing C from C#, or G 
major from F major. That's like an artist who paints 
picture after picture without knowing green from 
orange. It seemed odd and contradictory. 

I found myself even more mystified than before 
I had tested her. 

Humiliated and puzzled, I went home to work 
on this problem. At age 14, this was a hard nut to 
crack. 

You can be sure I tried it myself. I would sweet¬ 
talk my brothers and sisters into playing tones for 
me, then try to determine each pitch. Almost every 
attempt failed miserably. 

I tried day after day to learn the tones. I tried to 
visualize the location of each pitch. I tried playing 
them over and over in order to memorize them. But 

nothing worked. I simply could not recognize the 
tones by ear. It was hopeless. 

After weeks in vain, I finally gave up. Linda's gift 
was extraordinary. But for me, it was out of reach. 

Then came the realization... 
It was like a miracle. And it happened all 

because I had stopped trying so hard. I had 
stopped straining my ear and started to listen 
NATURALLY. Then the incredible secret to Perfect 
Pitch jumped right into my lap. 

I began to notice faint "colors" within the tones. 
Not visual colors—but colors of pitch. They had 
always been there. But this was the first time11 had 
ever really "let go" enough to hear these pitch 
colors which reside in every tone. 

Now I could name pitches by ear! It was simple. 
An F# sounded one way—a Bb had a distinctly 
different sound. It was as easy as naming red or 
blue. 
The realization struck me: THIS IS PERFECT 

PITCH! This is how Bach, Beethoven and Mozart 
could mentally hear music on a page—and 
identify tones, chords, and keys at will—by listen¬ 
ing to these pitch colors. It's that simple! 

I became convinced that any musician could 
have Perfect Pitch by just knowing this secret of 
"color hearing." 
When I first told my close friend Ann, she 

laughed. "Oh, I could never have Perfect Pitch," she 
asserted. "You can develop a good Relative Pitch 
[the ability to compare one tone with another], 
but you have to be born with Perfect Pitch." 
"That's because you don't understand what 

Perfect Pitch is" I said. "It's easy!" 
I showed her the secret and she heard it im¬ 

mediately. Soon she too could name any tone 
and sing any pitch requested. We became instant 
celebrities. Everyone was amazed. 

As a keyboardist, Perfect Pitch allowed me to 
progress faster than I ever thought possible. I com¬ 
pletely skipped over required college courses. 
Perfect Pitch made everything easier—performing, 
composing, arranging, transposing, improvising— 
and it skyrocketed my enjoyment as well. Music 
is definitely a hearing art. 

Of course, music professors were highly skep¬ 
tical when I started teaching Perfect Pitch years 
later. Most would laugh at the mere suggestion 
that anyone could have Perfect Pitch. But when I 
showed them how to hear the pitch colors them¬ 
selves, they changed their tune! 

Now there's more proof-
Research at Ohio State University has now 

independently verified my Perfect Pitc h method 
(March '891. Their findings? It works, according to 
OSU researcher Dr. Mark Rush in an interview 
with The Hartford CouranUcaW our studio below 
for more info). I was pleased. They're just now 
finding out what thousands of musicians I’ve 
taught already know: that you really CAN have 
Perfect Pite h if you know how to listen! 
YOU can have Perfect Pitch too, but you 

have to discover it. All you need area few basic in¬ 
structions. I've put everything I know into my 
Perfect Pitch SuperCourse,1" available on audio 
cassettes with handbook. The' Color Hearing 
Technique I I teach you is totally guaranteed to 
work for you, regardless of your style', instrument, 
or current ability level. It's easy—you don't even 
have to read music! 

Like most music ians, you will immediately hear 
the beginning Perfect Pitch colors—or you can 
return the Course fora full refund. You've got my 
word on it. 

Or you can c hec k out your progress for 40 lull 
days (use the handbook and first two tapes). It you 
don't experience a distinc tly sharper, more music al 
ear by that time, just return the Course and I'll make 
sure you sp// get your full refund—no questions 
asked! I'm eager to prove that you can have Perfect 
Pitch, too! 

If you'll try the Course right now, we'll also 
include my 90-minute companion cassette on 
Relative Pitch, which you c.in keep FREE even it 
you return your Perfect Pitch course! 

Imagine your friends' disbelief when YOU c an 
name tone's and chords with laser-like prec ision! 
Don't laugh! At least not until you've heard the 
sec ret for vourselt! 

Hear the simple secret to Perfect 
Pitch! Order your tapes NOW! 
Call 24 Hours and charge your Visa/MasterCard: 

(515) 472-_3100_ 
I'll try it! Send me David L. Burge's PERFECT 

PITCH SUPERCOURSE ,M with the 40-Day Money-
IBack Guarantee that he describes above. Enc losed 

is my check or money order tor $85 plus $4 shipping. 
{NEW: Course now includes handbook plus six audio 
cassettes, including NEW Perfect Pitch Solo Tape 

I and 90-minute bonus tape on Relative Pitch!) 

NAME 

ADDRESS 

CITY STATE ZIP 

Please «ilk Av 1-5 weeks tor delivery. For I week delivery from 
our studio, add $2 and write "RUSH!" on your envelope. 
Canadians may remit bank or postal money order in U.S. 
dollars. Foreign orders e\( ept Canada send $19 shipping lor 
air service. Iowa residents add 4% lax. 

I'd prefer to c harge my Visa/MasterCard 

card » 

EXP. DATE SIGNATURE 

Send to: K American Educational Music, Inc. 
J' Music Resources Building, Dept. C11 
1106 E. Burlington, Fairfield, IA 52556 

Perfec t Pile h * is now a registered trademark «iwarded to D.ivid 
I. Burge by the U.S. Patent and Trademark Office which 
identities his exclusive Perfect Pilch ear-training method 

1989 American Educational Music, Inc. 



The Acoustic Piano 
That’s Something Else 

Dimensions (H x w x d): 126x 150x61 cm (49 3/4-x59-x24 ) Weight: 232 kg (511 lbs.) 

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

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

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

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

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

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

The Disklavier piano also lets you record 

FREE DISKLAVIER VIDEO TAPE 
FOR MORE INFORMATION AND A 

DEMONSTRATION TAPE 
WRITE TO: 

Disklavier Video Tape 

YAMAHA CANADA MUSIQUEHÉE. 
135 Milner Avenue 
Scarborough, Ontario M1S 3R1 

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

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

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

YAMAHA 

disklavier 



Take A Closer Look 
About once every week or two I get a 

letter that generally reads something 
like this: 

Dear CM: Please cancel my subscription. 
There is nothing in your magazine about-
_(fill in the blank with one 
of the following: jazz; country; folk; classical; 
Armenian whaling songs). You should call 
yourself Canadian ROCK Musician ! 

Personally. I’m a little miffed. Granted, 
there is a predominance of rock and pop mu¬ 
sic in Canadian Musician. That’s no accident, 
nor a purely arbitrary decision. Rock is the 
dominant form of music in this country, as it 
as in many others. A magazine that calls itself 
Canadian Musician should reflect that. But 
not, however, at the exclusion of Canadian 
jazz, or country or whatever. 

I’m sitting here leafing through the five is¬ 
sues (including this one) that I've edited 
since I started here at the beginning of '89. In 
the feature stories I’ve covered progressive 
rock (Rush), blues (Colin James, Jeff Healey), 
country/rock (Blue Rodeo) and country/pop 
(Michelle Wright). 

Looking back over the ten previous years 
that we’ve been around, a quick glance at a 
few cover stories reveals such diverse talents 
as Oscar Peterson, Liona Boyd, Tommy Hun¬ 
ter, k.d. lang, Sylvia Tyson, Bruce Cockburn, 
Dan Hill. Diane Tell. Joni Mitchell and Luba. 

Then there are the recent non-artist fea¬ 
tures: Music Education; The Maturing of 
The Canadian Music Business; How To Get 
A Record Deal; Home Recording; Making 
music with MIDI... 

Finally, there are the columns. If there is a 
type of music that's been neglected here. I 
would like to know about it! ( Okay. New Age 
Music. Expect something in future issues.) 

Before I get carried away, and risk sound¬ 
ing smug and self-satisfied. 1 want you to 
know one very important fact: we, and 1 
speak for the entire highly motivated staff 
here at CM, believe that we can even do bet¬ 
ter. And we want to. 

I read thoroughly every letter that we receive 
regarding editorial policy. I keep on file every 
questionnaire that is returned by subscribers. 
Every musician I meet, I ask the same 
questions: What do you think of the maga¬ 
zine? What would you like to see in CM? 

The predominant feeling in the offices of 
this magazine is pride. Beyond a sense of re¬ 
sponsibility to provide the absolute best serv¬ 
ice possible to Canadian musicians, and a 
sense of honour and privilege to be in a posi¬ 
tion to do that, there exists a very strong 
sense of pride in the product that we deliver 
to newsstands, music stores and mailboxes 

every two months. The routine is exactly the 
same each time. We put our hearts and souls 
into assembling the best issue we can. Proud¬ 
ly, we deliver it to you. the reader. Then we 
ask ourselves: Can we do better? 

So please, take a closer look. And, if you 
don’t see what your looking for, let us know. 

We’re listening. 

HOSER HEAVEN 
It is tempting to misinterpret Kim Mitchell’s 
quiet reserve and apparent aloofness as 
rockstar ego-fed arrogance. Granted, he is 
difficult to get to know. I've met him three or 
four times, and 1 have to admit that we’re a 
long way from a back-slapping, up-the-rebels 
fellowship. I do sense a shyness, a cool on the 
outside, vulnerable beneath the surface per¬ 
sona that, combined with a very low tolerance 
for bull, could easily be misconstrued as 
smugness. Howard Druckman has captured 
in print the most fascinating side of this 
Canadian hero: Kim Mitchell, struggling mu¬ 
sician. 

WHAT’S IN A NAME? 
The first time I saw the Tragically Hip per¬ 
form a short showcase set at Toronto's Dia¬ 
mond Club, with their stripped-down back-
to-basics guitar-amps-drums-lead singer 
traditional rock’n'roll approach,I was 
entranced. They were so...real. By the time 
you read Tim Powis’ account of the Memphis 

sessions for their album Up To Here, on 
MCA. it should be on display at your local 
record store, and a Canadian tour underway. 

COUNTRY ANGEL 
I dispatched Glenn Reid to interview 
Michelle Wright, one of the brightest prom¬ 
ises in the Canadian Country’ Music field. As 
we were putting this issue of CM to bed, I re¬ 
ceived a phone call from her manager, Brian 
Ferriman, to inform me that she had just 
been signed to Arista Records in a worldwide 
deal. Congratulations, Michelle ! 

BAND POLITICS 
Whether you’ve just mastered the chords to 
“Takin Care Of Business”, or you are about 
to join or form your umpteenth band, Bill 
Reynold’s dissertation on How To Put (And 
Keep) A Band Together will hopefully en¬ 
lighten, inform and inspire you. 

HOW MANY GUITAR PLAYERS... 
does it take to screw in a lightbulb? Two. One 
to screw it in, and one to stand there and go: I 
can do that! Guitar freaks are in for a treat 
this issue, as we present The Guitar is King 
Again. 
Have fun! 

David Henman 
Editor 
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THE 

The Sound of Wood. 

ÆM7A PERRAS 

ass-Guitars^ 

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

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

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

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

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

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

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

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

9 8790 120th St. Surrey. B.C. (604) 594-9421 

10. 1505-17 Ave S.W. Calgary, Alta. (403) 244-5555 

11. 2424 Dewdney Ave. Regina. Sask. (306) 569-8501 

12. 814 Broadway Ave. Saskatoon, Sask (306) 664-1966 

13. 1744 Midland Ave , Scarborough. Ont. (416) 751-9709 

STREAMER BASS 
Stage I 

The Streamer Bass is 

a masterpiece of 

German craftsman¬ 

ship. Its stylish body 

is contoured to fit you 

like no other. Its slim 

neck plays like a 

dream. It has the 

sound you’ve been 

waiting for. 

Endorsed by: John Entwistle, 
Jack Bruce, Jimmy Earl, 
Scott Thunes, Cass Lewis, 
Francis Buchholz 
and many more 

Coincidentally, I listened to Anita's album for 
the first time about an hour before I read 
your letter. I have to agree with your assess-
ment—her voice and her delivery gives me 
shivers! Look for something of Anita in an 
upcoming issue. Incidentally, we do write 
about Canadian country singers—witness the 
feature on Michelle Wright in this issue. — 
Ed. 

know you don't usually write about coun¬ 
try singers in your magazine, but 
couldn't you make just one exception and 

include something about (Canadian country 
singer) Anita Perras? Anita is one of the best 
things—if not THE best thing that has ever 
happened to Canadian country music! Not 
only has she been voted Female Vocalist of 
the Year two years in a row by the Canadian 
Country Music Association, but her last sin¬ 
gle, "One Smokey Rose”, won her the CCMA 
Award for Single of the Year last year. Quite 
an accomplishment, huh? 

1 was lucky enough to be able to meet Anita 
when she was in Edmonton recently, and I 
found that not only is she a GREAT SINGER, 
but a very nice lady! She’s going to be a big 
star someday. So, don’t you think she de¬ 
serves a little bit of space in your magazine? 
Please write something on her real soon. 
PLEASE!!! 
Debby Swenson 
Edmonton, AB 

hank you for Ron Proulx’s review of 
the KORG M-l, winner of Product of 
the Year. Keyboard of the Year and 

Technical Innovation of the Year: the most 
popular keyboard of the past twelve months 
and still number one according to June’s Mu¬ 
sic Retailer in the States! 

In view of that I would ask your patience to 
expand on a few details and direct them to 
Ron: 
1. The Owner’s Manual: Like all computers, 
the M-l’s owner’s manual is merely an intro¬ 
duction to the instrument. It’s not until musi¬ 
cians have had the M-l for a few months that 
the manufacturer realizes the power and the 
many applications. This is when the third 
party developers come out with “User’s 
Guides", such as the five volume (and grow¬ 
ing) set for the M-l from Alexander Publish¬ 
ing. 
2. Sequencer: The sequencer on the 
M-l was never intended to replace fully in¬ 
dependent, disk-based sequencers! It is a 
sketch pad and, as that, functions very well. 
3. Cassette dump? RAM cards are the fastest 
possible loading method available—you pay 
for speed! 
4. Disk drive: All it takes is money, honey. 
Korg put their money where their audio outs 
were. 
5. If total “Music Power” is what you’re into, 
check out Korg's new T-Series keyboards! 

By the way, Ron, what about those forty 
odd built-in digital effects?! After all. musi¬ 
cians all over the world are choosing the M-l 
for one reason: THE 
SOUND IS UNBEATABLE! 
Steve McKay 
General Manager. 
Korg Canada 

Manufacturer’s 
Response 

Great Singer, 
Nice Lady 

A Call For Help 

I am a third year undergraduate studying electrical and electronic engineering. I will 
be working on a project to produce an 

interface between a saxophone and MIDI 
system. I would be very grateful if you could 
send me any relevant information or perti¬ 
nent contacts with which to further my re¬ 
search. 
Simon Shaw 
10 Cavendish Rd. 
Salford 7. M7 0WW England 
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If Michelangelo had a QUADRAVERB, 
he might have mixed music instead of paint. 

PROGRAM 99 
" ÛUfiDRAUERB 

Michelangelo would agree. 
QUADRAVERB is a masterpiece. 

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

With very little cash, and even less effort, you can use 
QUADRAVERB on your next mix... plug it into your 
instrument rig... perfect your sound. 

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

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

r Inside. QUADRAVERB is alive with colors. Chorus, flange, 
phase shift, pitch detune and delay... all in stereo, to give 

_ your music depth and space. For absolute tonal control 
B there are 5 bands of parametric and 11 bands of graphic F 
J e.q. And. of course, there's the unmistakable clarity 

and drama of the award-winning Alesis digital reverb 
programs. 

With full programmability. 100 memory slots, and 90 factory 
programs created by the best ears in the business, 
QUADRAVERB gives you total artistic freedom. Plus, in 
QuadModeTfour of these flawless 20kHz bandwidth 
effects occur simultaneously. Like crunching thousands 
of dollars worth of studio gear into one rack space. 

_ STUDIO ELECTRONICS 

Canadian Distributor: 
P.O. Box 279, Port 
Coquitlam, B.C. V3C 3V7 
Phone (604) 464-1341 
Fax (604) 11464-9275 
Toronto: 
Phone (416) 881-7555 



Humber Appointments 
The Humber College Music Depart¬ 

ment is pleased to announce the ap¬ 
pointment of two renowned jazz mu¬ 

sicians to the full time music faculty. 
Pat LaBarbera (saxophone) has toured and 

recorded with the Buddy Rich Big Band and 
has performed with Frank Sinatra, Tony 
Bennett. Dizzy Gillespie. Ella Fitzgerald and 
Chick Corea among others. 

Armas (Art) Maiste (piano) has outstand¬ 
ing credentials in both the classical and jazz 
idioms. He was the contracted keyboardist 
with the Montreal Symphony; he led the All 
Star Jazz Sextet at the Hague and at 
Montreux: and he was the Canadian repre¬ 
sentative in the European Radio Jazz Festival 
in Oslo, Norway. From 1980 to 1984, Art was 
chairman of Jazz Studies at McGill University 
in Montreal. 

Both appointments are effective Septem¬ 
ber 1989. 

For more information, contact: Paul Read. 
(416)675-3111 ext. 4429 PAT LABARBERA 

Rookies 
Network 
Goes To Air 

Swinging On A Radio Show 
Showcase for Singer/Songwriters 

Standard Broadcasting and Westcom 
Radio Group are pleased to announce 
the joint development of their ground¬ 

breaking syndicated show Rock Rookies. 
Rock Rookies is a weekly, one hour prog¬ 

ram that showcases the nation’s best 
unreleased acts in a fast paced, dynamic for¬ 
mat. 
Rock Rookies establishes its affiliates as 

the market leaders in exposing new talent. 
Not only does each station air over 300 demo 
tapes during the course of a year, they help to 
create the show by submitting air ready seg¬ 
ments containing their own local unsigned 
talent. 
Jean-Marie Heimrath. executive producer 

of Rock Rookies, states: "We would like to 
pull in stations from all markets, especially 
Quebec; it would be great to add some 
French music to the mix.” 
Hosted by Q107’s award winning John 

Derringer and Steve Warden, Rock Rookies 
can be heard on CFOX-FM, CKIK-FM, CIRK-
FM, CIZL-FM, CFMC-FM, CIT1-FM, Q107-
FM, CHEZ-FM, CJMO-FM, VOCM-FM. 
Rock Rookies is written and produced by 

Steve Warden. 
For more information, contact: Lesley 

Soldat, (416) 922-1290. 

Murray McLauchlan plays, sings and 
introduces an eclectic assortment 
of fellow songwriters in a new CBC 

Radio series. 
Swinging On A Star launches Saturday, 

Sept. 2,11:05 a.m.-noon on CBC Stereo; 4:08-
5 p.m. on CBC Radio. 

“This series is a real labor of love for me." 
says McLauchlan. “It’s something I really 
wanted to do, and 1 think it’s important. This 
will be a showcase for Canada’s established 
songwriters, as well as a launching for a lot of 

talent that deserves to be well-known.” 
Swinging On A Star is a show about songs 

and the people who write and perform them. 
Canada’s greatest singer/songwriters as well 
as up-and-comers team up with McLauchlan. 
They perform some of their favourites and 
new material before a small audience in an 
informal studio session. 

Interested singer-songwriters should send 
tapes and information to: John Dalton, CBC 
Radio Variety, P.O. Box 3000, Halifax, NS B3J 
3E9. 

The El Mocambo 
The Tradition Continues 
Toronto’s legendary rock emporium. 

The El Mocambo, has re-opened un¬ 
der new management. The upstairs 

bar (capacity 500) will initially be open from 
Thursday to Saturday with performances 
from both new and established international/ 
national and local recording acts. Downstairs 
will continue to promote and showcase new 

and upcoming talent—particularly r&b and 
light rock acts—six evenings a week. 

All bookings for the club, both upstairs and 
downstairs, will now be handled directly 
through the El Mocambo. Interested artists 
should contact either Al LaFrance and/or 
John Paolucci at (416) 925-4830. 
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New Art Director 
For Norris-Whitney 
Communications 
Jim Norris, president of Norris-Whitney 

Communications Inc., has appointed 
Christopher Offen Art Director of Whit¬ 

ney Graphics and all Norris Publications’ pe¬ 
riodicals, most notably Canadian Musician 
and Canadian Music Trade magazines. 

Offen graduated from Centennial College’s 
Book and Magazine Publishing course in the 
spring of 1988, and in one short year exhib¬ 
ited such tremendous design and production 
skills that Offen was the natural choice for 
Art Director. 

The Whitney Graphics team, in particular, 
is confident that Offen will quarterback their 
design and production plays to a dynamic fu¬ 
ture with his winning formulas. 

CARAS Honours 
Pierre Juneau 
Wednesday, 
November 15th 

On Wednesday, November 15 in To¬ 
ronto, the Canadian Academy of Re¬ 
cording Arts and Sciences will be 

honouring Pierre Juneau in the form of a 
fund-raising Tribute Dinner. 
Juneau has had a close personal and pro¬ 

fessional relationship with the Canadian 
music and recording industries for almost 
two decades. 

In 1970 the CRTC’s decisions, under his 
chairmanship on Canadian content, effective¬ 
ly created the foundation of the recording in¬ 
dustry in Canada. His foresight and commit¬ 
ment has influenced the careers of thousands 
of Canada’s songwriters, recording artists, 
musicians, producers, music publishers and 
record company personnel. 

CARAS is hosting the Tribute in the year 
that he retires as President of the CBC. 
For more information, contact: CARAS 

(416) 485-3135. 



Duke Street’s 5th CBC’s 24-Track Studio 
Brave New Waves, CBC Stereo’s new 

music program, has lined up a series 
patterned after the BBC’s Peel Ses¬ 

sions. Since last year, nineteen groups, in¬ 
cluding The Nils, Moev, Jr. Gone Wild, Three 
O’Clock Train and, most recently, Sarah 
McLachlan, have been sent into the Mother 
Corp’s 24-track studio in Montreal to lay 
down tracks. The tapes are available to CBC 
radio stations only, unless the works are li¬ 
censed from CBC Enterprises, as was the 
case when Polygram purchased Brave New 

Waves’ recording of The Jazz Butcher and re¬ 
leased on it the B-side of “Spooky.” For shop¬ 
ping purposes, though, these tapes are just 
the ticket. 

Producer Kevin Kamota says the Brave 
New Waves staff is justly selective in its 
choice of acts to record; usually they’ve seen 
the band play live and have appreciated past 
recordings. Interested bands should send a 
demo, press kit and letter of intent to Brave 
New Waves. PO Box 6000, Room C-27, Mon¬ 
treal. PQ H3C 3A8. 

New Home For CM 

As Duke Street Records celebrates its 
fifth year in the music industry, the 
company has come a long way from 

its days as a “mutant” of Manta Sounds Stu¬ 
dios. 

With the adventurous signings of such ar¬ 
tists as Jane Siberry, Scott Merritt, and Chalk 
Circle, Duke Street signaled a radical depar¬ 
ture from standard rock and roll doctrines, 
and has allowed the company to forge new 
avenues on a uniquely Canadian level. Now 
after five years, the label, still emphasizing 
quality over quantity, has major worldwide 
commitments, such as Warner Brothers Rec¬ 
ords with Jane Siberry and I.R.S. Records 
with Scott Merritt. 

Within Canada, the label has received nu¬ 
merous awards for both marketing and pro¬ 
motion, and Canadian Label of The Year. On 
a more specialized label, Duke Street Rec¬ 
ords has taken great time in developing a 
true instrumental roster under its banner 
“Music Of Distinction”. These artists include 
Manteca, Moe Koffman, Hugh Marsh, and 
Don Ross. 
For more information, contact: Duke 

Street Records, 185 Frederick St., #104, To¬ 
ronto, ON M5A 4L4 (416) 863-6994. 

Norris Publications, publishers of Ca¬ 
nadian Musician and Canadian Mu¬ 
sic Trade, recently experienced ‘the 

joy of moving’. Relocating to a spot on Yonge 
Street a little further north than the previous 
office, the company has retained the same 

phone and FAX numbers. 
All inquiries, comments and interior deco¬ 

rating suggestions may now be directed to: 
Canadian Musician, 3284 Yonge St., Toronto, 
ON M4N 3M7 (416) 485-8284, FAX (416) 485-
8924. 

PHIL AND SABIAN. 
HEAR THE DIFFERENCE 

f hat’s Phil Collins, of course. 

Singer. Actor Composer. Drummer. 

Exceptional talent. A face that is instantly 

recognized. 
Like Sabían cymbals Phil's choice. 

Flawless cast bronze. Traditional 

craftsmanship. 

Phil and Sabian.Jogether. 

Two of the world's best 

You can hear the difference. 

' HEARTH! db 
DIFFERENCE 

Sabían Lid, Meductic, New Brunswick, Canada EDH 1L0 
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1 SAMICK 

Call us. Well tell 
you all about this 
gorgeous little 
music machine. 
Comes in white and 
walnut, too. 

88 note keyboard digital piano. 
MIDI in, out and thru. 

Head phone jack, 
full octave range transposer. 

Practically plays itself. 

R.R. Loewen Distributors Ltd. 
1-1555 DUBLIN AVENUE 

WINNIPEG, MANITOBA R3E 3M8 ♦ (204) 783-7123 
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That’s just a sample of the talent covered by Canadian Musician in the last year. 

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

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

SUBSCRIBE TO CANADIAN MUSICIAN TODAY! 

Name _____ 

Ad d ress_____ 

City ___—-

Prov. / State ___Code-

(Please check one) 
Inside Canada 
□ 1 yr. $15.00 □ 2 yrs. $26.00 □ 3 yrs. $35.00 □ 5 yrs. $51.00 
Outside Canada 
□ 1 yr. $19.00 □ 2 yrs. $34.00 □ 3 yrs. $47.00 □ 5 yrs. $71.00 

Enclosed is my cheque or M.O. for___ 

Charge to my Master Card □ Visa □ American Express □ or Bill Me □ (please check one) 

Card No. _Expiry Date _ 

Signature _ 
Complete and mail today to: 
3284 Yonge St., 
Toronto, ON M4N 3M7 

□ Professional Musician 
□ Amateur Musician 
□ Music Educator 
□ Renewal 

□ Music Dealer 
□ Recording Studio 
□ Other _ 
□ New Subscription 

All credit card holders, call today (416) 485-8284. 



BBE 401 
Sonic Maximizer 

I» David Henman 

Digitech Multi-effect Processors 
by David ll<Ninian 

the presets quite quickly, and programming 
the parameters is a breeze. These are high 
quality effects, and the factory presets are 
well worth exploring before you get down to 
the business of ‘rolling your own'. I found the 
chorus a little too ‘subtle’ for my own tastes, 
but the multi-tap delays are quite fascinating. 

The DSP-128 Plus is a versatile unit, al¬ 
though I feel that multi-effect processors are 
more appropriate for individual instruments 
than in a PA rack. I would also recommend 
that guitarists who already have a sound that 
they are satisfied with and are ready to add 
some high quality ambient effects give this 
device a test drive. The graphic and 
parametric equalization should prove useful 
as well. 

enhancement - it preconditions the audio sig¬ 
nal to compensate or offset for the short com¬ 
ings of the loudspeaker and microphone by 
splitting the incoming audio signal into three 
sub-bands and then supplying different phase 
corrections to each band. 

In plain English, the BBE Process cleans up 
your signal and gives it a remarkable clarity 
and presence, without adding any shrillness 
or brittleness, (even in conjunction with my 
Rockman Sustainer and single-coil Lace 
Sensor pick-ups, both of which have tots of 
high end.) 

It’s a subtle but effective difference. 1 hon¬ 
estly can't find anything about which to gripe 
in the BBE 401, except to say that once 
you’ve used one. you won’t want to play 
without it. 

GSP-5 
For quitarists looking for an all inclusive ef¬ 
fects device, the Digitech GSP-5 Digital Gui¬ 
tar Processor/Pre amp can perform up to five 

DSP-128 Plus 
The DSP-128 was an innovative and award 
winning product that has been upgraded and 
renamed the DSP-128 Plus. Capable of prod¬ 
ucing up to four digital effects at once, includ¬ 
ing reverb effects, chorusing, flanging, delay, 
multi-tap delay and graphic and parametric 
equalization, the unit operates via the front 
panel controls as well as a three-button 
footswitch that is included, along with the 
necessary patch cable, with the purchase of 
the device. There are 128 memory locations, 
all of which have been preset at the factory 
and can be re-programmed by the user. 

In addition, the DSP-128 Plus offers MIDI 
continuous control, a remarkable 20 Hz to 20 
kHz bandwidth (+0.-.3 dB with a total har¬ 
monic distortion of less than 0.08% at 1 kHz) 
and a one year limited warranty. 

This device is wonderfully simple to use. 
By using the footswitch or the front panel 
controls you can scroll up or down through 

digital effects at once, including digital tube 
distortion. Like the DSP-128 Plus, it has 
MIDI continuous control as well as six reverb 
effects, chorusing, flanging, delays up to 1.5 
seconds, multi-tap delays, infinite repeat and 
graphic and parametric EQ. The memory and 
foot control are also similar to the DSP-128 
Plus. 
The Digital Tube Distortion ('") and oth¬ 

er distortion circuits in this unit are quite re¬ 
markable, frighteningly accurate simulations 
of popular amplifier and Rockman sounds. At 
full guitar volume the sounds are powerful, 
smooth and rich, and infinitely variable. I 
found that reducing the guitar volume 
seemed to render the distortion a little 
unpredictable with a tendency to 'bark', but 
most players who use a distorted sound play 
at full throttle anyway. All in all. this is a pow¬ 
erful, versatile and easy to use guitar proces¬ 
sor and, as you’ll discover when you try one 
out, very cost-effective. 

here is a quote in an ad for one of 
these devices that goes something 
like: 'when the BBE is off, I know 

something is wrong.' I've been using the BBE 
Unimax Sonic Maximizer, Model 401 in both 
my live and studio guitar setups for a few 
months. I’m not a technical wizard and, in any 
case, it is difficult to describe sonically what it 
is that this little marvel does to my guitar 
sound. However, in a recent performance, the 
unit was off during the last three or four songs 
of a set; I knew something was wrong... 

I’ve only tested the 401, a monaural unit, 
on my guitar, so I can’t attest to its effect on 
vocals or on the overall house mix (we do 
plan to get one for the PA rack), however the 
model 422 (2 channel version) was reviewed 
in the June issue of Canadian Musician. 
The BBE (,M) Process is a form of sound 

ou’re sitting down at your 
Portastudio. You’ve recorded a basic 
rhythm section with a bass guitar, 

keyboards and a drum machine, and you’re 
ready to go for some killer guitar tracks. You 
plug into your favourite guitar amp and dis¬ 
cover that in order to get that Marshall stack 
sound you're going to risk an eviction notice 
or a visit from the four hundred pound night 
club bouncer who lives in the apartment 
above you and sleeps during the day. The an¬ 
swer to your problem may be the Tascam GS-
30D Guitar Amp Simulator, a compact and 
economical device that eliminates the need 
for a guitar amp. 

Powered by either a 9 volt battery or an AC 
adaptor, the GS-30D features high, mid and 
low equalizer controls, pregain and drive lev¬ 
els, and on/off switches for pregain up (gain 
boost), presence and drive (distortion/over-
drive). 

I’m not easily impressed by distortion de¬ 
vices, but I found this usable and easy to 
work with. I'm a little surprised that there is 
no headphone jack, as this would give the 
product an additional function as a 
headphone amp. The GS-30D does what it 
purports to do really well, at a price that 
won’t frighten the budget-conscious. 

Tascam 
GS-30D 
I» David Henman 
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Finding Your Own Voice 
by Eddy Patterson 

What does it take to be a good guitar 
player? Well, first of all, you must 
get it out of its case a lot—as often 

as possible. Wear it around the house, maybe. 
But don't wear it out. I do think that it is 
possible to practice or rehearse too much! 
Did you know that playing “mentally” can be 
a very progressive method of practicing? 
Enjoyment Is The Key 
There are many reasons to play the guitar: 
enjoyment, learning, teaching, writing and... 
money! I think that the first reason will make 
a good guitar player a great guitar player. 
Even if you play a wrong note or chord it’s not 
so bad if you can enjoy the search for the 
right one. Not that musicians have that much 
of a margin for error; but there are ways of 
finding your way through an unknown maze 
of musical terrain without causing too serious 
a train wreck. If you aren't sure where you’re 

going, or you’re unsure of the progression or 
key, then simply trust your ears. 
A Few Tips: 
• Find a harmonious note or phrase. Quite of¬ 
ten there will be a common note that can be 
used throughout the song. 
• Be percussive. Use a sound in conjunction 
with the drums. Or, become the drums. A 
good example is reggae—play backbeats. 
• Lay out. Remember, less is more. Let the 
music breathe, and have “air”. 
• Ghost your notes. You can train your ear—if 
you listen hard enough—to hear and discern 
and then play the right note. If you don’t 
know the changes, listen to the bass and go 
for that note a split second later. 

These suggestions apply to a jam situation 
where you might be sitting in and perhaps 
not know the tune. Like they say, play it by 
ear. 

Winner of Guitar Warz ’89, sponsored by Fender and Coca Cola. Eddy Patterson has performed with 
Detroit's Motown Band, as well as with Jimi Hendrix and with Shari Ulrich's Hometown Band. Cur¬ 
rently he performs with the Big Miller Blues Band and The Eddy Patterson Project in Edmonton. 

Musical Integrity 
The most obvious elements that make up a 
good guitar player are: knowledge about mu¬ 
sic and the guitar, technique, originality and 
tone; plus, another very important factor-
feel and dynamics. How to develop these at¬ 
tributes is the big question. It all comes un¬ 
der the heading of musical integrity. To me 
this simply means to what degree the musi¬ 
cian is into the music. You got to mean what 
you say (play)! 

It’s about having an emotional relationship 
with your muse. Hopefully it’s a joyous expe¬ 
rience, but it can also be a painful one if you 
can’t find the right notes or sound. Again, it’s 
the process, the soul. Try to relax and let the 
music come to, or through you. Sometimes, 
instead of searching for the music, it is neces¬ 
sary to let the music find you. Remember 
what I said earlier about laying back or laying 
out. Understatement. It’s called dynamics, 
and it works. Silence is the canvas that music 
is painted upon. 

Improvisation Opens All The Doors 
Extemporization on a given set of basic for¬ 
mats—melodies. rhythms, chords and 
sounds—makes for interesting and exciting 
guitar playing. 

A Few More Tips: 
• Try to find new and different voicings for 
chords. 
• Work with all kinds of chord progressions 
on your tape recorder, and learn to solo over 
them. 
• Get to know every note on your fretboard. 
• Make each note count. Get a feel for the 
gravity of each note in relationship to the 
chord or bass note being played under it. 
• Practice with a definite groove and tempo in 
mind. 
• Use levels and slurs creatively. Don’t just 
slur or slide to a note out of habit. Do it con¬ 
sciously, deliberately. 

Enjoy the process of finding your own 
voice in a given piece of music. After all, you 
are dealing with two powerful elements: 
sound and emotion. 

Quincy Jones once said, “You can’t hold 
music.” It is the most illusive element of all 
because it’s like the wind... it’s here and then 
it’s gone. We musicians are sound architects 
and our job is to manipulate sound. 

Sometimes you won’t like what you play, 
but that is where the process of being in love 
with discovering what you are supposed to 
play is the key to being a good, or great, musi¬ 
cian. 

Play a note for me. 
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the Super 60 has the sounds you want Eminence speaker. 

So sec vour 

and find out 
which one suits 
your sty le. 

No two musicians are alike. W’hich 
is w hy we make more than one Super 
60 amplifier. 

Take our Super 60 Combo. It’s 
a compact, powerful, fully-integrated 

watts of the hottest tube sound you'll 
ever hear — from “Fender” clean to 
downright nasty. 

mate for our Fender cabinets (available 
with 4-10"s, 1-12”, 2-12"s, and 4-12"s). 

And our Super 60 Rack allows you 
to put the inimitable Fender tube 
sound right in the heart of the most 
For more information. send $2 to eowr postage and handling to Fender. 1130 ( xJumbia St.. Brea ( A 92621 In ( ainada, write to 
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Rock and Roll Piano 

Mean Steve Piano lives in Toronto. He has his own band and performs on the latest Razor-
backs LP. Live It Up. and the wonderful Handsome Ned LP, The Ballad of... 

by Mean Sieve Piano 
Beat Me, Daddy, Eight To The Bar. 
First, there’s the pain? 1 don’t mean the end¬ 
less agonizing over whether the sharp 
eleventh augmented chord in the third meas¬ 
ure of the coda amply reflects your emotional 
response to man’s inhumanity to man (or for 
that matter, Becky Sue’s inhumanity to you). 
No, I refer to the actual physical assault on 
your precious fingers. Your digits will be so 
pummelled, smashed, bashed, and slashed, 
it’ll make “Rocky’s” fight to the finish in the 
eponymous movie look like your grandpar¬ 
ents dancing the anniversary waltz. Never 
again will you appreciate the difference be¬ 
tween fine silk and whatever it is that shirt 
your aunt gave you for Xmas was made of. 

But you don't care. Whether you are seized 
with a burning passion to express yourself, 
with all the metamorphosing vicissitudes of 
your personality, or you just think Bruce 
Hornsby is cute and you wanna be just like 
him, you’ve got the fever. You must ROCK! 
Okay, it’s your funeral. 
And so to: THE INSTRUMENT 
Unlike many of my illustrious compatriots, 

I have no objection to synthesizers, samplers 
and the like. The Cars are one of my favorite 
bands. My personal experience (is there any 
other kind?) has been that it just isn’t 
possible physically to do the rock ’n’ roll thing 
on an electronic device that has the response 
of a stenographer’s typewriter. I really like to 
play the piano-forte. This cumbersome, 
extremely heavy and impractical 
anachronism, which evolved from the 
Baroque clavier and harpsichord, full of 
strings, hammers, wood, metal and other 
accoutrements is, truly, an artifact from 
another era. Just bumping into the damned 
thing is enough to prompt yet another 
dreaded call to a piano technician for tuning 
and repairs that rival the renovation of the 
Sistine Chapel for skill and expense. I know 
there are some instruments that have arrived 
the past few years that claim to be weighted 
for that authentic ’feel’, but, for me, 
hunkering down on a big heavy thing that can 
take your entire body weight even if you 
jump on it (more about that later) is the most 
fun I can think of while still keeping one’s 
pants on. 

I have a Yamaha CP80 which has a full 88 
keys, and is shaped like a baby grand because 
it is one. These are no longer manufactured, 
but are still available from former piano play¬ 
ers who got tired of hauling the thing around, 
particularly upstairs. I’ve had this baby for 
seven years now and it has tolerated some of 
the most relentless abuse that any man-made 

marvel has heretofore suffered at the hands 
of mere mortals. Plenty of room for beer on 
top, too (see photo). 

I like to play standing up (see photo, again) 
which makes it even more imperative to have 
that extra fortitude in the piano. Standing is 
more fun; it facilitates a better chance to 
show off your fancy threads, and gives you 
extra leverage to fend off those pesky auto¬ 
graph hounds while you're performing. I also 
like to give the keys a kick or two with my 
feet, when the spirit moves, so work on those 
hamstrings! 

The only technical advice I can offer, not 
being trained formally, and not being familiar 
with theory or harmony, (or anything), is: 
PLAY! PLÁY! PLAY! I taught myself rock ’n’ 

roll and blues from listening to and playing 
along with records. The old Chuck Berry 
greats with Johnny Johnson and the Muddy 
Waters classics with the inimitable Otis 
Spann are the best places I can think of to 
start. Then, find like-minded loonies like 
yourself, start a band and play for anyone 
who’ll put up with it (or even if they won’t). 
Keep up a sustained effort, don’t let the 
bastards get you down (they’ll all end up 
chartered accountants anyway, and revenge 
is sweet) and you’re on the road to 
degradation and poverty, like your humble 
narrator. It’s all worth it, even if I can’t ex¬ 
plain exactly why... 

So, good luck, good rockin’ and don’t say I 
didn’t warn you. 
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ABOUT 

BUSINESS 
$19.95/207 pages 

MONA SAYS... "The music business is like no 
other. 
You're dealing with an intangi¬ 
ble — something you can't 
touch, smell or see. 
You’re dealing with melody, 
with harmony, with rhythm. 
You're dealing with sound. 
You're dealing with emotions, 
textures, colors. 
You're dealing with changing 
times and changing tastes. 
You're dealing with technology 
which has already replaced 
musicians in some cases. 

Wanting to be a musician is 
only the beginning. Success 
depends on both mental and 
musical preparation and a 
great deal of hard work." 

A bestseller in Canada, and 
now in its second printing, 
Some Straight Talk About The 
Music Business sets the pace 
for any musician about to em¬ 
bark on a long and rewarding 
performance career. Mona 
Coxson — music career con¬ 
sultant — discusses the need 
for a working knowledge of 
contracts, managers, agents, 
unions, keeping books, filing 
income tax returns and promo¬ 
tion and publicity. Not to men¬ 
tion dealing with last-minute 
cancellations of work, trans¬ 
portation hassles and stolen 
equipment. 

Some Straight Talk...is 
recommended and required 
reading in most college and 
university music programs 
across Canada. It's the essen¬ 
tial handbook for the perform¬ 
ing musician looking to estab¬ 
lish longevity in the business. 

MON COXSON 

Send me_copies of Some Straight Talk 
About The Music Business at $19.95 each. 
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CITY _ 

PROV/STATE _CODE _ 

COMPLETE AND MAIL TO: 
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ADD $2.00 FOR SHIPPING/HANDLING FOR EACH 
BOOK. 
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The Chapman Stick 
An Interview With Fergus Marsh 
by Dale LaDouceur 

The Chapman Stick, invented in 1970 
by Emmett Chapman of Los Angeles 
has steadily gained acceptance in 

every facet of popular music. There are few 
Stick heroes, however those who are well 
known—Tony Levin (King Crimson, Peter 
Gabriel), Fergus Marsh (Bruce Cockburn, 
Dalbello), Try Gun (Robert Fripp)—approach 
the instrument in completely individualistic 
ways. 
When Bruce Cockburn arrived in Edmon¬ 

ton, on his Big Circumstance tour, I was for¬ 
tunate enough to interview his Stick player, 
Fergus Marsh. 

Are you playing your Brazilian ironwood 
Stick at all on this tour or is it just your MIDI 
Stick? 

Just the five string MIDI. 1 also have a 
polycarbonate Stick that isn’t MIDI. It’s really 
bright, which I really love on the bass end. 
The frets are these huge stainless steel 
things which really add to the brightness. It’s 
a fairly smooth feeling actually, but I like the 
wood one too. Even on Big Circumstance 
(Cockburn’s latest) most of it is the wood 
Stick. I had just received the MIDI Stick in 
the middle of our sessions for Big Circum¬ 

stance so I didn’t use it. Actually there’s no 
synth at all on the album: it’s either organ, 
piano, or electric piano (CP7). 

Would you explain the different between 
the regular and the MIDI Sticks? 

Well, my particular model is the ‘5-string’ 
so it’s just MIDI on the top five strings. You 
can alter the tuning but 1 don’t experiment 
that way; I leave it at the basic tuning (4ths 
descending, 5ths ascending). MIDI basically 
allows me to interface with the synths that 1 
have and play the same notes that I'm playing 
on the right hand. 

So it’s Stick—MIDI module—Synths? 
Yeah; the only difference that you see in 

the Stick is a little extra pickup and a cord 
coming out of the back, and that goes into the 
rack which in turns goes into the keyboards. 

Can you change the intervals? 
I can, but I really haven’t. I'm using it like 

a regular Stick and adding textures, which is 
the way I have found most valuable in my sit¬ 
uation right now. There’s all sorts of wonder¬ 
ful things you can do if you want. You can 
tune the synths different from the strings, or 
if you just use triggers you can retune the 
whole thing, have any tuning you wish. 

Dale La Douceur is a freelance writer and TV personality who has become fascinated with 
mastering Emmett Chapman's "Stick". She demos the instrument at local music stores as well 
as doing some gigs around Edmonton. 

One thing I do in terms of tuning is change 
the octave when I’m playing something. The 
synths will be playing a different octave from 
the strings. 

What about amplification? 
My bottom end is the Gallien-Krueger 

800RB and a DBX163 compressor. I use two 
of those, one for each side, although I don’t 
use much compression. 

For amplification on the top end I use a 
Yamaha power amp and IVP preamp and 
SDD3000 Roland delay. The top end cabinet 
is a JBL210 with a horn, which I find really 
nice to exploit the pristine qualities of the top 
end. I was using a Krughl cabinet and a 15“ 
Gauss speaker but it got mangled on a drive. 
Now I have an Electro-Voice 15" speaker and 
it has a good warm sound. 

To what degree do you rely on sound pro¬ 
cessing devices? 

I almost always have something on the top 
end of the Stick in the way of a delay, but I 
don’t move it around much (laughs). I sort of 
set it on one little chorus sound that I like— 
especially on this tour because I’ve got all the 
keyboards to deal with; too many buttons and 
switches, so I tend to leave the top end sound 
alone. There’s a couple of tunes that I don’t 
have it on at all. The bottom end is just a 
compressor and I have the “Patch of Shades” 
(tm Stick Enterprises) that I use for one 
tune. I like that effect but it’s not for every 
tune. 

Compared to the Stick, do you feel some¬ 
what limited creatively on the bass? 

Oh yes, definitely, it opened up so many 
things for me. I guess one of my big desires 
was to write music more, which now I do all 
the time. It’s something I really enjoy doing. 

With the Stick there’s so much you can do. 
You have all these textures available to you; 
suddenly you’ve got all this added range and 
you’ve got both hands free. You have essen¬ 
tially ten digits to do things with and six more 
strings. Don’t get me wrong, I still love to play 
the bass. 

Since you’ve played both the regular Stick 
and the MIDI can you give me pros and cons 
of both? 

The only difference for me is that the 
MIDI Stick has a wider choice of sounds. You 
can put any effect you want on the regular 
Stick and it works well, but you can access 
any synth sound available today through the 
MIDI Stick. 

1 don't think of it in terms of pros and cons. 
The MIDI is the Stick, plus more, in my opin¬ 
ion. 
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BRYSTON POWER AMPLIFIERS 
CONTINUE TO DEFINE THE STATE-OF-THE-ART 
IN MUSICAL ACCURACY, LONG TERM RELIABILITY 

AND PRODUCT INTEGRITY. 

B
ryston design philosophy 
incorporates three 
general concepts. 
1. Musical accuracy 

2. Long term reliability 
3. Product integrity 

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

In the United States: 
□'{ it - : t i VERMONT 
RED *4. Berlin. Monpeher. Vermont 05602 

(802)223-6159 

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

STANDARDS OF RELIABILITY 

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

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

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

_ INTEGRITY_ 

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

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

In Canada: 
MARKETING LTD. 

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

(416) 746-0300 



The Drums Are Your Woman 
The Art of French Kissing 
by Graeme Kirkland 

Fortunately, I work ninety percent of 
my time in modern jazz. Here, the 
musical boundaries are so broad that 

a drummer can find himself playing anything 
from a drum set to a snow-scoop or a cookie 
sheet, just to realize the composer’s vision. 
The possibilities of equipment used are end¬ 
less. and continually make the music seem 
more wonderful and surprising as each new 
sound is discovered. 
I generally play a four-piece Cameo 

drumset — a small set of drums by today’s 
standards; but the wealth of sounds I find in 
this small set is amazing. All of the shells, 
rims, top and bottom heads, and stands are 
instruments unto themsleves. Every part of 
each drum has its own unique and distinct 
sound. 

Because I use coated heads, 1 can use 
brushes in multifarious ways. It’s a common 
practice to sweep the brushes (in a very cen¬ 
tralized way) on the snare drum. Sliding 
brushes on the toms creates a tonally differ¬ 
ent effect from conventional snare drum 
brush work. A good example of this is on 
Mary Margaret O’Hara’s album. Miss Ameri¬ 
ca. Listen to Mike Sloski’s brush work on 
“When You Know Why You’re Happy.” 
Of course, each point of the drum head 

holds varying tones and depths; this same 
principle applies to the drum shell and rims. 

But there is a trend among some New York 
drummers to play the drums with their 
mouth. This technique is accomplished by 
treating the drum head as a woman, and 
blowing into it like a strange form of ‘French 
Kissing.’ Generally this sounds like a deep 
primal howl; but staccato ‘Lip-Plucking’ 
sounds are possible too. This French kissing 
technique is particularly effective when per¬ 
formed on the snare drum because of the 
added sensitivity of the vibrating snares. 

Mind you. French kissing is more of an 
avant-garde trend in jazz, although why not 
try it in be-bop or even Dixieland? If a tech¬ 
nique such as French kissing was to come 
from an honest adventuresome spirit, these 
dying antiquated jazz forms could possibly be 
resuscitated. 

Beautiful music can be made by bowing to 
a composer’s unorthodox requests. I play in a 
contemporary ensemble called Hemispheres. 
My good friend big, bad Victor Bateman of 
course requested I play a snow-scoop on his 
piece, “Rude.” Unable to obtain one, 1 man¬ 
aged to find a similarily sounding cookie 
sheet for the part. It worked great — sound¬ 
ing just like a well-oiled tank charging down 
the battlefield. Victor was very happy, and I 

Graeme Kirkland is a drummer, composer and recording artist, and performs with his band. 
The Wolves. 

HUMAN MACHINE PARTS! 
© 1983 Graeme Kirkland Music 

had a howl! 
More and more jazz composers today hear 

electronic drums. It’s foolish of jazz purists to 
abhor electronic drums. Former jazz tradi¬ 
tion-maker Ornette Coleman made a beauti¬ 
ful album with Pat Metheny called SongX-. on 
this, Jack DeJohnette howls on acoustic 

drums, while Denardo Coleman howls on el¬ 
ectronic drums — both at the same time. 
The results are beautiful and fresh sounding. 

Aside from my interest in the drummer's 
world of sounds, I love grooving on patterns 
that feel good to my body. Here’s a couple of 
interesting ones: see example. 
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Developing Your Own Sound 
by Larry Cramer 

Sound. That word means different 
things to different people. Who has a 
better sound? Miles Davis, or Doc 

Severinsen? Wynton Marsalis, or Chet 
Baker? Maurice Andre, or Clifford Brown? 
I'm sure all of you have strong opinions on all 
of these slightly absurd comparisons. 

The one uniting factor that ties these brass 
players together is that they each have a dis¬ 
tinct, personal sound. 

How were these great sounds developed? 
Usually with lots of focus and hard work. 
Sometimes it develops naturally, but still 
with focus. There are so many demands put 
on the modern brass player that true person¬ 
al sound is not a priority, as strange as it may 
seem. 
Remember, once you develop your own 

sound, it’s like a fingerprint; nobody can take 
it away from you; (well, except your dentist, 
or maybe an over anxious loan shark.) 

We all know the particular horn we use has 
a lot to do with our sound. More importantly, 
there is the crazy world of mouthpieces. I 
suggest you refer back to your June ’89 issue 
of Canadian Musician and read the excellent 
article by Stan Klebanoff entitled Searching 
For The Perfect Mouthpiece. In a future is¬ 
sue it would be fun to do a study of well-known 
musicians and their particular mouthpieces. 
(Great idea! - Ed.) 

Electronic enhancement is another useful 

device to consider when discussing sound. It 
is almost essential when performing many 
kinds of modern music, e.g. rock, pop, r&b, 
etc., especially during live performance. Be 
careful not to use it as a crutch to mask an un¬ 
developed sound. Remember what happened 
to the Wizard of Oz! A fine article by Michael 
White on electronic enhancement, including 
the Pitchrider, EVI, etc., can be found in yet 
another back issue of Canadian Musician 
(February ’89.) 

In my opinion the most important factor in 
developing a good and personal sound is 
through the discovery of role models. No 
matter where your area or areas of interest 
lie—be it r&b. jazz, classical, or big band lead 
playing—go out and find records and books 
on as many players as you can. You will even¬ 
tually find a particular sound or sounds in 
players that you feel have the depth and 
beauty you are looking for on your instru¬ 
ment. When you do, copy that sound, then 
copy another. Eventually you will find that 
you have your own sound, which may be 
quite different from the heroes that you copy. 

The results vary. Dizzy Gillespie used Roy 
Eldridge as a role model; Dizzy sounds total¬ 
ly original. John Faddis used Dizzy, but both 
sound great. 

The jazz trumpet has an incredibly rich 
heritage for such a short history of less than a 
century. It’s like studying royalty when you 

Larry Cramer has played with Eddie "Cleanhead" Vinson, Kenny Wheeler. Slim Gaillard. Don 
Pullest, Dewey Redman, and is co-leader of the Jane Bunnett Quintet. 

go back and look at the musical relationships 
of the players. Who influenced who? What 
style led to this? 
King Oliver > Louis Armstrong > Roy 

Eldridge = Dizzy Gillespie 
Fats Navaro > Clifford Brown > Booker 

Little = Freddie Hubbard and Woody Shaw 
Miles Davis > Chet Baker > Don Cherry 

= etc. 
This is very simplified, but 1 think it shows 

the excitement and fun you can have when 
you go back and study the “family tree”. As a 
Canadian example that comes to mind, the in¬ 
fluences of Canadians Kenny Wheeler and 
Guido Basso can be found in Canadian trum¬ 
peter John MacLeod. 

The obvious method for sound develop¬ 
ment is to play long tones. I also suggest bal¬ 
lads in tempo and rubato. It doesn’t hurt to 
learn the lyrics of the song at some point dur¬ 
ing your studies. 

Practicing in different sound environments is 
also challenging, and adds depth to your 
sound. I clearly remember in grade nine how 
uplifting it was to practice Dixieland 
arrangements with a fellow brass player in a 
concrete high school washroom after a trying 
week of long tones in my carpeted basement 
closet. (My father’s customary greeting, after 
a hard day at work, was "Put the mute in!" It 
made that ‘reverb chamber’ seem all the 
more inviting.) Unfortunately, you can’t 
spend your life in a washroom. 

Before closing, I would like to mention 
something about the great brass teacher, Car¬ 
mine Caruso, who passed away two years ago 
well into his eighties. He was known to many 
Canadians, who studied with him when he 
used to come to Toronto from time to time 
with the assistance of Humber College's Don 
Johnson. He was also known to many Cana¬ 
dians, like myself, who would make the trek 
down to New York as often as we could to 
have a few lessons with this warm, brilliant 
person. I have many fond memories of his 
46th Street and Broadway studio, with the 
large roof overlooking Times Square, where I 
would warm up waiting for my lesson. The 
building was ripped down shortly after he 
died. He had a very natural, physical ap¬ 
proach to teaching, which helped hundreds of 
players, including many famous symphony 
and jazz stars. His eyes were always youthful 
and sparkling, and he always had a new, posi¬ 
tive insight that would constantly push your 
playing ahead. He never separated life from 
music. He will be missed by so many. Please 
check out his book, Musical Calisthenics For 
Brass, published by Almo Publications (Co¬ 
lumbia Pictures Publications). 
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Survival First 
by Michael Massaro 

Many musicians could be missing 
the point of what it really takes to 
survive in the business. Most of us 

at one time or other have read many articles 
concerning the technical and mechanical 
approaches to becoming a better player, and 
we all agree that there has to be a certain de¬ 
gree of proficiency. But it is also important to 
be able to map out a strategy so you know 
precisely where you want to go, and the 
things that will help you get there. Some horn 
players rely on fate and wishful thinking. 

It is crucial that woodwind musicians sur¬ 
vive before they can achieve their visions of 
success. It is important to be able to play as 
many different styles of music as possible: 
classical, straight ahead jazz, bebop, pop, fu¬ 
sion, Latin, country and yes, even polkas. The 
idea is to first make your living from your 
profession. 

Most of us are influenced by a particular 
kind of music and automatically specialize 
our approach and style in the direction of our 
influences. It is up to the individual to decide 
if one particular style of music is all they want 
to play. Realistically, most professionals 
cannot limit themselves to one style of music. 
The knowledge gained from different musical 
experiences is invaluable both for live and 
studio work, and also from the point of view 
that many reed players eventually branch out 
into composing, arranging and producing. 
Branching out is definitely one of the major 
career aspects which should be seriously 
considered by aspiring professionals. Many 
horn players find their niche and feel much 
more creative and expressive when their ca¬ 
reers are geared toward arranging, compos¬ 
ing and/or producing. 

It takes dedication, persistence and contin¬ 
uous work to reach the status of artists like 
David Sanborn, Phil Woods, Mike Brecker or 
Eddie Daniels. There are many different 
ways of getting where you want go. Having 
the knowledge, experience, and respect for 
all types of music will greatly benefit you, re¬ 
gardless of the path you decide to take. 

Once a certain degree of proficiency is 
established in various styles of music, the 
next step is to specialize in one or two styles. 
There are horn players who excel in many 
different areas - Mike Brecker for example. 
The best way to excel in a particular style of 
music is by listening and transcribing. I feel 
you can learn from excellent talents through 
“modelling”. Choose your favourite horn 
player and emulate what he does: his sound, 
his inflections, his phrasing. Begin with lifting 
easy and melodic solos and gradually move to 

faster and more intricate solos. Be patient. 
Nothing comes easy. You will soon reap the 
benefits of your hard work. 
One of the most important factors for 

survival is to make sure that your horns are 
in good working condition at all times. Most 
professionals get proper maintenance for 
their horns once every three months. This 
will almost always guarantee no mechanical 
problems. In the long run, it will also save 
hundreds of dollars in repair bills. When you 
get called for a gig or a studio session, you 
better make sure the horn is on your side or 
you will be on the outside. 

An embarrassing situation happened to me 
not long ago. I was called on a session to play 
soprano sax. Not having my own, I borrowed 
one, and arrived at the studio all geared up. 
Two of the pads were not properly covering 
the middle tone holes (the G and G# keys). 

After about half an hour, I managed to play a 
particular line, which the producer was able 
to salvage between problems. A sampled line 
was placed in the appropriate bars within the 
song. I’m still not sure what embarrassed me 
the most - the horn not functioning or being 
saved by a sampler. 

Studio time is expensive, and the pressure is 
on even when everything is going right. If 
your horn is not working properly, it could 
mean the loss of a great deal of work in the 
future. 
Assuming you are surviving in the music 

business, what is success? I think that if one 
can earn a living doing what he or she loves 
and enjoys doing, that person is successful. 
That is why it is most important to have a 
clear and solid foundation which enables you 
to achieve positive results. I wish you great 
success. 

A busy session musician. Michael Massaro has performed with Little Anthony, Percy Sledge, 
Eria Fachin, Frozen Ghost and Erroll Starr. An album, Flyin’ Easy, will soon be released on 
RBI Records/Electric Distribution. 
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Is It Real or Is It MIDI? 
MIDI...Musical Leggos, 
by Jim LaMarche 

We’re back with more MIDI fun! 
This issue we’re going to assemble 
some MIDI systems. I’ve been 

researching the latest gear over the past 
couple of weeks with great pleasure, and I 
can safely say that this is a truly exciting time 
for the MIDI enthusiast! High-tech musical 
recordings can now be created in small 
rooms for a small fraction of what they would 
have cost just a few short years ago; and not 
only is this new gear easier to use, but most 
of it offers remarkable fidelity. 

Roland is number one with a bullet on the 
charts right now, with a line of superb “multi-
timbral” MIDI keyboards (which means you 
can access a number of sounds at once). 
Their latest is the brand new U-20, and I'm 
predicting that this PCM (Pulse Code Modu¬ 
lation) keyboard will take the market by a 
storm. It is bound to be much more than just 
another “flavour of the month” MIDI key¬ 
board. 

Before spending our hard earned money, 
let’s simply describe some basic MIDI gear: 
• Sequencer: essentially records MIDI info/ 
events, similar to a digital multi-track, as long 
as your sounds are in the MIDI domain. Soft¬ 
ware versions for Macintosh, Opcode's "Vi¬ 
sion” - for Atari C-Lab/Notator; an example 
of a "hardware" based sequencer would be 
Roland’s MC500 (used extensively on Pink 
Floyd's last concert tour). 
• Sampler: a “sonic camera”, which takes 
digital snapshots of any sound/instrument; 
loops (if necessary) and stores them internal¬ 
ly (or on floppy disk). Common “rack-mount” 
samplers include Roland’s S550, S330 (R.I.P.) 
and Akai’s S900. 950. 1000. 
• Interface: a MIDI junction box (standard 
feature on Atari computers) which sends and 
receives MIDI signals to and from any MIDI 
instrument and/or computer. “Smart" 
interfaces (ie. Opcode’s “Studio 3) are more 
expensive, but can perform more complicated 
MIDI functions via short commands from 
your computer, e.g. MIDI & SMPTE time 
code capabilities for locking with video and 
audio tape recorders (and live ODs). 

There are two basic types of MIDI systems 
currently available. The integrated system 
usually has the above MIDI functions built in 
and has a keyboard, all in one nice neat 
package. High-end systems, e.g. the 
Synclavier or (the now defunct) Fairlight, can 
cost hundreds of thousands of dollars. Newer 
generation “workstations" (i.e. Korg’s Ml or 
Roland’s W30) are excellent alternatives, 
both having onboard signal processing, and 
are available for around $3000. 

Let’s Build! 

synth module) for more sounds. 
- Oberheim "Matrix 1000" (a six voice, synth 
module) for unique "analog" sounds. 
- Macintosh Plus/MacCrate 60 hard drive for 
data storage, (and some great desk-top pub¬ 
lishing). 
- Opcode “Vision", for sequencing. 
- Opcode "Studio 3" interface, for SMPTE in¬ 
terlock to audio/video recorders. 
- Alesis "Quadraverb" for high fidelity signal 
processing. 
This intermediate system has sampling 

and audio-video interlock capabilities, not to 
mention the enormous selection of sounds 
and more storage. With such a system, com¬ 
petitive film, television, corporate and com¬ 
mercial soundtracks could be produced, not 
to mention some great song demos. 
• The $20,000 MIDI System! 
- Kurzweil K1000 (multi-timbral, weighted 
keys) as master keyboard. 
- Roland U20 (as described above) for second 
keyboard (stacked) and more great PCM 
sounds. 
- Roland S550 for sampling/sampled sounds. 
- Oberheim "Matrix 1000" for unique 
"analog” sounds. 
- Macintosh SE30/MacCrate 60 hard drive 
for data storage (and colour monitor 
capabilities). 
- Opcode "Vision”, for sequencing. 
- Opcode "Studio 3" interface, for SMPTE in¬ 
terlock to audio/video recorders. 
- Roland Octapad II "Pad 80" for live percus¬ 
sion performance capability/MIDI sound ac¬ 
cess. 
- Alesis "Quadraverb” for high fidelity signal 
processing. 

This advanced system has everything the 
10K system has plus a weighted master key¬ 
board, an awesome sounding second 
keyboard with built in signal processing, a 
more powerful sampler, hands-on percussion 
pads, not to mention a future for system 
expandibility, i.e. colour monitor and 44.1kHz 
stereo direct to disk digital recording/editing 
via Digidesign’s "Sound Tools" for the Mac. 

This wraps up my series on MIDI... it’s 
been a gas! You should ultimately do your 
own research and make your own choices; 
these are just ideas. On a final note. I might 
add that you can have the best stuff and still 
make crappy music. It’s how you use what 
you have that will ultimately determine your 
success as a music maker. A lot of great 
recordings have been made with very little 
technology. I feel that it's the creative ideas, 
and one’s ability to communicate them, that 
counts. 

Jim LaMarche is creative director of Spiral 
Sky Music and an active MIDI synthesist. 

We’ll be assembling some modular sys¬ 
tems. where most of the elements are physi¬ 
cally separated, but allow more flexibility 
when it comes time to upgrade. I’m assuming 
that you already have a sound system and 
some sort of simple mixing board; chances 
are. your existing stereo will do just fine for 
starters. Here are some suggested set-ups. 
and estimates of their costs: 
• The $5000 MIDI System! (or therea¬ 
bouts) 
- Roland D5 (multi-timbral, essentially a DIO 
without signal processing) as master key¬ 
board. 
- Roland 1'110 (multi-timbral. PCM based 
rack mount synth module) for more great 
MIDI sounds. 
- Atari ST computer with C-Lab “Notator" 
(with built in interface) for sequencing. 
- Alesis “Quadraverb" for high fidelity signal 
processing (digital reverb, delays, chorus 
etc.). 

This is a "state of the art" system that 
boasts incredible flexibility. The Atari-
Notator combination is considered the 
hottest sequencing package available by 
some, and both can now be bought for less 
than $2000! Note that the sequencer has no¬ 
tation capabilities and the D5 is a “sampler¬ 
player" only, and that will take 1)10 cards for 
additional sounds, but is incapable of making/ 
creating samples. 
• The $10,000 MIDI System! 
- Roland W30 “Workstation" (with S330 sam¬ 
pler built in) as master keyboard. 
- Roland D110 (multi-timbral 16 voice. LA 
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Energy and Visualization 
by Vivienne Williams 

An entertainer should strive to be as 
good, if not better, than the night be¬ 
fore—the audience expects it and de¬ 

serves it. In this business you’re only as good 
as your last performance. If you want to 
achieve a consistent world class performance 
level, each song, each show, every night must 
be excellent. 

Energy 
I used to watch some of the great performers 
with awe, and wondered how they kept up 
their intensity night after night. It’s very diffi¬ 
cult to keep up the energy if you’re working 
52 weeks of the year. But I knew it was possi¬ 
ble, because so many performers were doing 
it. After working for months on end I found 
myself very tired and was tempted to just go 
through the motions of performing. 

Over the last year I discovered a method 
that helps me achieve a more consistent, high 
level of performance. The most important 
part of the equation, next to technique, is en¬ 
ergy. It helps me focus my intensity, keeps 
me aware of everything and everyone around 
me, and makes me feel more in control. It 
also prevents me from falling into automatic 
pilot during a performance. 

You are probably asking yourself, "How do 
I get this energy? I don't have the time or the 
strength to learn any fancy techniques - I’m 
too tired to do any energy reaping activities 
before going on stage. I just want to RE¬ 
LAX!!!” 

Well, believe it or not, you’ve just hit the 
nail on the head—this is the key! 

I just sit down before my performance, 
before leaving home if possible, and relax. I 
visualize the upcoming show, and think about 
how well I want it to go. Then I sit, or stand, 
whichever is most comfortable, and do my 
diaphragmatic breathing. Slow and gentle 
stretches help loosen up the muscles (most 
exercise books have a chapter on stretching -
find a short routine that works for you). I re¬ 
peat the same routine once I get to work. This 
time, when breathing, I imagine that I’m ab¬ 
sorbing all of the energy in the area. 

When I get on stage that energy is re¬ 
leased, and then reclaimed between shows by 
repeating the previous steps. It only takes 
about five to ten minutes. 

This energy allows me to use my whole body 
as an instrument, decreasing the amount of 
tension or strain that can be experienced 
when performing. I find that my voice has 
more intensity, my performances have a lot 
more focus, and I’m not as drained at the end 
of the night. As a matter of fact, I have to re-

As a member of the group Sway, Vivienne Williams was nominated for an '89 Juno Award in 
the category of "Single of the Year." 

lease energy at the end of the night so I can 
rest. The same breathing exercises and 
stretches are used to cool down, and a slow 
head roll is added (turning the head from 
side to side, chin over each shoulder) to re¬ 
lease any excess energy from the body. 

Visualization 
Visualization is such an important technique 
that I would like to give you an example of 
how it can be used. My very first track date 
was a bit hectic (I was asked to sing live to a 
pre-recorded music track). The sound man 
was having a few technical difficulties, and 
we weren’t able to have a soundcheck as orig¬ 
inally planned. Normally I would have been 
frazzled by this unfortunate turn of events; 
but I had already done my exercises, so I was 
focused long before getting to the club. Once 

I was in my dressing room I visualized myself 
on stage. I actually closed my eyes and saw 
everything as if I was watching a 3-D video of 
myself. 

I saw the positive interaction between my¬ 
self and the audience, heard the comfortable 
rapport that I had with them, heard my voice 
blending perfectly with the music tracks. I 
saw myself using the whole stage, filling up 
all of the space with my energy, and being 
completely at home on the stage—completely 
in control—believing it as if it had already oc¬ 
curred. Once I got on stage all of these things 
happened, and it ended up being a very suc¬ 
cessful night. 

If you take the time to practice this tech¬ 
nique over a period of time, you’ll find your 
performance will greatly improve. 

34 CANADIAN MUSICIAN 



ANYWHERE, ANYPLACE, 
EVERY TIME. 

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

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

for optimal transmission quality. 
We also included an exclusive 

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

But the real benefit of Broadcast 
STD truly becomes apparent once 

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

bines these leading edge features 
so you know you're getting match¬ 
less performance. Anywhere, 
anyplace and every time. 
Broadcast STD Series available in Hond-Held, 
lavalier & Instrument Systems. 

omnim«dia ■ ■ ■ ■ 
9653 Cote de Liesse, Dorval, Quebec H9P 1A3 (514) 636-9971 

FAX (514) 636-5347 
* dbx is o registered trademark of BSR North America Ltd. 
© 1987 Samson Technologies Corp 
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continued for a guitar sound. 

im Mitchell is a dude with a legacy. 

Anyone who came of age in Toronto in the ’70s 
has a soft spot for Kim and his old band, Max 
Webster. Max surpassed even Led Zep as the

teen suburban band of the day, saving us from dreary 
druid nonsense and making metallic rock ’n’ roll fun 
again. Every New Year’s Eve at the Gardens, 16,000 
kids would rock with Toronto’s ultimate party band, to 
songs about Wasaga Beach, basement parties, and unre¬ 
quited love—each a portion of Max’s ‘juvenile universe.’ 
They articulated the unspoken feelings of those teens 
forever, and Kim was the spindly deity of every rec 
room party in T.O. suburbia. They extended the party 
across Canada and into the U.S., too. 

These days, Kim and Pye (Dubois, Kim’s lyricist) still 
maintain the ‘universal juvenile’ legacy despite Kim’s 
family (wife Sandy, and sons Josh and Jesse) and the en¬ 
croaching years (he’s 36). Pye’s words still speak for the 
adolescent in us all, as do Kim's high-strung guitars. 
The songs on Kim’s new album Rockland are still large¬ 
ly, wonderfully young. “Rockland Wonderland” and es¬ 
pecially “Rock ’n’ Roll Duty” are teen anthems, the lat¬ 
ter of which could potentially become the “Takin’ Care 
of Business” of the ’90s. 

But ask Kim about being in touch with that stuff and 
he’ll just smile, as befits the persistent modesty of an 
axemaster who’s often said he should take out a want ad 
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“I don’t think playing loud guitar or being creative has anything to 

do with age," he says, on a balcony overlooking downtown Toronto. 
“There's the making-music side of music, and there’s the business 
side of it. The business side is very uptight, concerned with age, im¬ 
age, and marketing—which makes me glad I’m a musician.” 

But “Moodstreet” and “This Dream" both refer to escaping from the 
world in your room, and the guitars elsewhere rock with the passion of 
youth. How can he and Pye still feel that? “Beats me,” says Kim. "It's easy 
for me to like that stuff and relate to it. I still see myself in my bedroom do¬ 
ing that. Being a musician, I think one lives with those kinds of things, 
and is a little more sensitive to them than the banker over on Bay 
Street.” Ask Kim about the preponderance of monstro’ guitars on 
Rockland—the slam-bang power chords in “Duty" and “0 Mercy 
Louise,” for example—and he’ll explain that they’re equally uncontrived. 

“It wasn’t something conscious," 
he explains. “You just take a song to 
its natural conclusion, so when you 
write ‘Duty’ or ‘Louise,’ it’s a guitar 
tune. People go 'You’re playing more 
guitar this time,’ and I go ‘Yeah, 
there’s eleven songs, as opposed to 
ten’.” 

A down-to-earth guy, Kim Mitch¬ 
ell. Friendly. Unselfconscious. But he 
can be very aloof, too. He loves 
music, but his often-distanced atti¬ 
tude seems to have been shaped 
by getting burned in the music 
business. He understands its de¬ 
structive potential, and seems de¬ 
termined to avoid it. Nice guy he 
is, but Kim is a tough veteran and a 
seasoned player: he knows what 
he wants, in the business and the 
music. 

This time out, his usual month of pre-production turned into five 
months in four studios: One on One (L.A.), Southcombe (Burbank), 
Quest (Oshawa), and McClear Place (T.O.). The delay was mostly be¬ 
cause Kim was working with producer Paul DeVilliers in Los Angeles 
(who, because of prior commitments, had to leave Rockland mid-way. 
He insisted that he be credited only as an engineer. Kim commuted 
between LA. and Toronto so he could be with his family, but Quest is 
where all the vocals and most of the guitars were recorded. 

“I like (engineer) Paul Lachapelle at Quest," says Kim. “It’s like I 
can burp and he’ll know what I want. And nobody’s around, so we're 
just left alone to do our thing. I hate people hanging around in the stu¬ 
dio. You get into the fancy places and it’s ‘Listen, we got this beer com¬ 
pany coming in this afternoon, so we’ll try and fit you in from midnight 
until four.’ That’s not a great vibe for recording. 

“Unless you’re the Beatles, the studio can be half intimidating and 
half challenging. I welcome the challenge, and to hell with the intimi¬ 
dation. I just try and do as best 1 can.” 
NOT A ‘YO BABE’: Mitchell found LA. studioland inspiring, and 

got a kick out of the smooth session players that he refers to as ‘yo 
babes.' “We called them that because they come in and go ‘Yo, babe, 
let’s track,’ and they blast it off in 15 minutes. ‘It’ll cost you, that’s 
double scale.’ They come in, you go ‘Wowl’ Then they go ‘Great. See 
you later’.” 

No ‘yo babe’ himself, Kim tended to record an abundance of tracks 
with many different approaches. He wound up having to use a 32-track 
Mitsubishi with two 24-track slaves just to keep track (pardon the 
pun) of it all. 

“We rolled the tape and tried a lot of different things,” he says. 
"There’s a completely different set of tracks on ‘Duty’—a totally differ¬ 
ent approach on the guitar, with an arpeggiating run all the way 
through. We blasted a lot of stuff, and in the end we just put the faders 
up on some tracks and muted others. I was left with a lot of those deci¬ 
sions at the end.” 
THE WRITING TEAM: On Rockland. Pye’s lyrics seem especially 
geared to the “crossroads of fantasy and reality.” Many of the songs 
deal with dreaming, mind travel and escape. (“Moodstreet” “Expedi¬ 

tion Sailor” and “This Dream" are 
the most obvious.) 

“It wasn’t thought out," Kim ex¬ 
plains. “I think there’s themes that 
writers go through, like painters. 
One year a painter will really be 
into blues and soft lines. The next 
year, he might be doing real graph¬ 
ic, hard-line stuff. Lyrically, it’s a 
time and a place Pye was at. 

“He is, quote unquote, an artist, 
and I believe artists and musicians 
are just a little bit different from 
the rest of society. We think differ¬ 
ent, live different, look different. 
We sit back and see something, 
stick our nose into it, and get inspi¬ 
ration from that. We keep doing 
that, then it all builds up like a big 
fart and ‘Bam!’ It comes out in the 
form of lyrics, or guitar playing. 

“Pye likes to listen to how the words sound, as opposed to the pic¬ 
ture he’s trying to paint. Often he'll give me three or four lines—half¬ 
pictures. I have to put them together, and once I’m on to something I’ll 
finish all the music, hum the parts without lyrics, and give it back to 
him. 

“With 'Patio Lanterns,’ he said ‘This is a pretty corny lyric. I don’t 
like it too much.’ But I fell in love with it. I said ‘Geez, let me see what 
I can do with it.’ It was really touchy how I would do this and not make 
it corny. 

“Early in the Max Webster days, we lived together in a house with 
three babes and 20 people always hanging around. We’d shut a door, 
sit there, I’d play and he’d write. We’d write ‘Toronto Tontos’ and be 
rolling on the floor laughing.” 

Typically, Kim values inexpert opinions in production as much 
as the professional ones. “I can get feedback from my wife,” 
he explains. “Even though she likes Rod Stewart and the 
Top Ten, and knows nothing about the subtleties of a guitar solo, 
I can watch the way she pays attention or doesn’t. Same with 

You get into the fancy 
places and it's 'Listen, 

we got this beer 
commercial coming in this 
afternoon, so we'll try 
and fit you in from 
midnight until four.' 

That's not a great vibe 
for recording. 

GREG WELLS— 
Kim Mitchell's Youthful Keyboardist 
How did 19-year-old novice Greg Wells get to 
play keyboards on Rocldand? 

"I was fresh out of two years in (Toronto's) 
Humber College," says Wells. "Doing a Sunday 
afternoon jazz gig in Yorkville, I overheard a fel¬ 
low keyboard player say he'd auditioned for Kim 
Mitchell. I said 'Whaaat?!' 

"Though devious means, I got Kim's home num¬ 
ber. I had to actually be more persistent to get 
that than to get the gig! I called, left a message, 
and he called back. Half an hour later he was sit¬ 

ting in my bedroom, and I was shaking like a leaf, 
playing him my demo. He asked me to learn three 
tunes, and I went over to his place the next day to 
play them. But there were lots of guys up for the 
¡ob." 

"I phoned some of the Toronto 'yo babes'," says 
Kim. "And it was 'let me check my schedule, let me 
think about it. It'll cost you.' I hate that. When 
Greg called it was Tm a fan of yours, here's my 
background, phone these references.' With some¬ 
one that enthusiastic, I felt I had to give him a 

shot. And he just blew my lights out." 
A week or so later, the job was Greg's, and on 

nine of Rockland's tracks you can hear him 
playing McClear Place's Hammond B3 organ—an 
instrument he'd never touched before. 

Since then, Wells has played with Billy Newton 
Davis, done beer commercials and other jingles, 
worked on the CBC pilot for 9B, produced other 
people, and is working on his own material. He re¬ 
cently won a Canada Council grant to go down to 
LA. for a year and study privately. But he won't 
do that until next year, after the Rocklond tour 
ends. 

Lucky guy! 
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my manager, and with Pye. You have to be 
open to that stuff, as opposed to someone sit¬ 
ting there like DeVilliers the whole time, go¬ 
ing ‘No, I don’t like that. Change that.’” 

Most of the tunes come relatively easy, but 
the odd one or two demand a lot of work. 
“Crossroads,” to hear Kim tell it, was some¬ 
thing of an insane ordeal. 

“We called it ‘The Black Hole’ because it 
sucked the energy out of anybody who came 
into contact with it. We had arrangement 
problems, and it didn’t have a chorus. I must 
have spent two weeks sitting in a hotel room 
in LA. working on it. Many times, I just said 
‘Fuck it. It’s over. Making music should not 
be like this.’ 
“I’d get all these ideas, take ’em to 

DeVilliers, and he'd go ‘No, no. Go back.’ One 
day I just decided to replace the bass track, 
and suddenly it started to give me something 

Kim’s opinion of traditional music-biz ‘suc¬ 
cess’ is equally firm. "I wish musicians could 
just look at success in terms of ‘I like doing 
what I’m doing. 1 get paid a little bit of money 
for it. I have to have a day job.' Or. ‘This is my 
living.’ That’s success. It’s not like Bruce 
Allen going 'You’re not a success till you’ve 
sold 20 million records and have $35 million 
in the bank and your face on the cover of 
Time magazine.' That’s success to him, but to 
me it’s not. Reality is a human being, a musi¬ 
cian, an artist—is he happy with his life? 
That’s success. 

“I can tour in Canada. And when 1 can’t 
tour here. I'll have to go pump gas maybe, 
during the week. But on the weekends I’ll 
still be able to write music, maybe get songs 
placed, maybe produce albums; who knows 
what? 

“I can picture some reader going ‘Yeah, 
easy for him to say with ten gold albums on 
the wall.’ But 1 had to come to terms with all 
this after Max Webster. My goal became very 
clear; all I wanted to do was be happy with 
myself. I said 'If I get a manager, I want to 
like this person. I want to be around musi¬ 
cians I like, people 1 can eat Cheerios with in 
the morning, people who inspire me.”’ 

Kim came to that decision slowly. After 
breaking up Max Webster in Memphis, in the 
midst of a 1981 American tour opening for 
Rush, he spent two years in self-imposed 
exile. Tom Berry, who executive-produced 
Max at SRO/Anthem Records, became Kim’s 
manager and eventually co-founded Alert Re¬ 
cords (with Marc Durand). Alert was an indie 
label through which Kim could release his 

Continued 

MITCHELL 
AT METALWORKS 
According to mixing engineer Noel Golden, who 
handled five of Rockland's songs at Toronto's Met¬ 
alworks studio, Kim knew what he wanted 

"He did a lot of overdubs on his own," says 
Golden. "Kim would have two or three different 
'pictures' of each song, and he'd pick and choose 
among them. But he knew exactly where every¬ 
thing was. There might have been four different 
rhythm guitars for any particular song, and one 
would just click. 

"On 'Moodstreet,' for example, we really 
pumped up the synth bass as much as we could. 
That was the main drive of the whole song, so we 
kept it going throughout. 

"We'd start mixing around noon and work 12 
or 13 hours a day," says Golden "If we felt we'd 
got it by 1 a m., we'd leave it up, then come back 
in the morning and listen to it just to moke sure. 
We mixed five songs in five days—a song a day." 

Golden was on staff at Metalworks for six 
years, but went independent last December. "Still, 
whenever I'm in Toronto I use Metalworks," he 
says. "I feel most comfortable there, and I feel this 
is the best rock 'n' roll studio in the city. It's got the 
best and largest SSL board, it's fully automated, 
got tons of outboard gear, and the environment in 
the studio is great. It's warm, comfortable, and pri¬ 
vate. 

"Right now I've been doing Larry Gowan for 
two months, and nobody bothers us at all." 

back. There’s always one or two like that on 
every album.“ 

Real Success: A Definition 
Typically, Kim maintains a devil-may-care at¬ 
titude about the hoary old question of ’mak¬ 
ing it big’ in the USA. Max Webster was one 
of the first bands to sell gold in Canada with¬ 
out having to crack the American market, and 
Kim still seems sincerely disinterested, as if 
sizeable American sales—while desirable-
are somewhat beside the point. 

"I really don’t think about America too 
much, and I don’t mean that to sound nega¬ 
tive. I know what America thinks of the Cana¬ 
dian music scene: Canada is not a musical 
force to be reckoned with; it’s nothing more 
than a cold weather front." 

BY CHARVEL 
FOR A COMPLETE COLOR CATALOG SEND $3.00 TO 
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product with minimal hassle and maximum 
freedom. 

“God bless Rush,” says Kim, “but half of it 
was that we were just their little brothers. 
None of their audiences really wanted to 
know about us. We weren't selling any rec¬ 
ords. and if we did, our contract was so bad 
that we weren’t going to make any money. I 
realized what a disgusting deal I had. 

“1 wrote some songs, then went shopping 
for a deal. And every label—even after six 
gold records with Max—said ‘Fuck you.' 
Those guys base their decisions solely on 
whether they’ll get promoted in the company 
or get fired. That’s a//! 

“But when you become a professional mu¬ 
sician with a recording contract, these are the 
realities. I don’t look at them as negatives 
anymore. I just look at them as ‘This is the 
way it rolls, pal. You’re in this, and that’s it.’” 

Surviving The Down Times 
Indeed, survival dictated that Kim even play 
some sessions after Max broke up—as he did 
when his pre-Max band, Zooom, broke up. 
But he never fully metamorphosed into a 'yo 
babe.' 

"Sitting down on a chair in front of a piece 
of manuscript made me feel like one,” he ad¬ 
mits. “And getting the check in the mail later, 
too. But I needed some dough after Zooom, 
and people had asked me to do this. They 
asked me to play on Hagood Hardy’s album. I 
said ‘I don’t know if I can, but I’ll try it.’ I 

played for The Rovers, the bed tracks of 
Larry Gowan’s first album, and the beds for a 
lot of Ian Thomas’ stuff—though he never 
ended up using it.” 
There were some weird gigs, too. Beer 

commercials. Showbands on the airport strip, 
in a pink leisure suit, backing up some couple 
doing ‘Proud Mary.’ The weirdest would have 
been on the Greek island of Rhodes, playing 
at a disco called Club 2001, owned by the 
bandleader’s parents. 

"The band was called Alex Nicola and the 
Family Heirloom," Kim recalls with a laugh. 
"At first I thought I was in a Fellini movie! 
But the gig didn't bug me: I was playing my 
guitar, practising during the day, and living 
on a beautiful Greek island. I was only mak¬ 
ing 95 bucks, but 1 could afford to eat 
anything I wanted, buy any clothes. It was 
like a paid vacation. 

KIM'S KIT 
Kim's main axe is a modified blue Strat body 
made in Japan, with a no-name neck that "I got 
off the wall at The Twelfth Fret” (a Toronto guitar 
shop), and a Gibson pickup system "I like the 
sound of the Gibson 345's regular humbuckers, 
with the coil tap," says Kim. "We took the guts out 
of a 345—pots, wiring, pickups—and put 'em in 
the Fender body." 

Kim keeps a stock white Strat, with the neck 
refretted and shaved down, but he uses that most¬ 
ly for pictures. He owns a Kramer American—a 
gift from the company for an endorsement—with 
which he writes and records. He also maintains 
two Lado guitars, and compliments Joe Lado's 
expert craftsmanship. 

"I find the new Gibson guitars are the best-feel¬ 
ing instruments being made," says Kim. "The frets 
used to be smashed-down and wide, but now they 
feel just beautiful. They're overpriced, and they 
don't keep tuning so great, but the guitars are 
mind-blowers. 

"I keep writing with a vibrato arm, and I used 
one in the studio. But for live, I don't know. More 
than half the time the vibrato's an excuse because 
you don't have anything else Io play." 

Writing in his home studio, Kim savours simplici¬ 
ty: on Ovation acoustic, an old Roland Juno 60 
keyboard ("a real dinosaur"), and a prehistoric 
drum machine. 

"I have a bass, loo, but I haven't even looked at 
what make it is," says Kim. "it cost 70 bucks, so I 
don't think it's a Fender!" 

“When I came back it took me awhile to ad¬ 
just, but it instilled something in me. Now, 
when things really start to get nuts, I have 
the ability to either walk away from it, or go 
Tm not letting this get to me, 'cause there’s 
no point.' But the business still does some¬ 
times.” 
Despite that, Kim and Pye continue to 

wend their way merrily along, and there’s no 
end in view yet. “A long time ago. 1 thought 
that 1 wouldn’t stay in it this long,” he admits. 
“But I seem to be still having a pretty good 
time at it.” 

And still, magically, he and Pye are main¬ 
taining the legacy. C IM 
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N/DYM is not just 
another pretty face. 

Aerosmith’s Toby Francis . . . 

Def Leppard’s Robert Scovill . . . 

Spyro Gyra’s Neil Stadtmiller . . . 

John Cougar Mellencamp’s 
Ed Wynne . . . 

Throughout their recent concert 
tours, these professional sound 
engineers used Electro-Voice 
N/DYM® microphones in a 
variety of instrumental and 
vocal applications, with results 
that surpassed even their 
own expectations. 
Now, it’s your turn. Experience 
the power and clarity that N/DYM 
will deliver to your sound. 
And get ready for a professional 
mic-over. 

ElecfroVoice 

Electro-Voice, Inc., 600 Cecil Street, Buchanan, 
MI 49107 (616)695-6831. 
In Canada: P.O. Box 520, Gananoque, 
ON K7G2V1 (613) 382-2141. 
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d 
espite the current prolif¬ 
eration of MIDI-depen¬ 
dent pop music, there’s 
no shortage of guitar-
dominated bands around 
nowadays. Many of them, 
though, put their guitars 
at the service of an 
idiosyncratically specific 

(and occasionally narrow) musical vi¬ 
sion. Slayer and Metallica’s guitars are 
lethal weapons, spitting out rapid-fire 
riffs as if they were machine gun bullets. 
R.E.M. uses the guitar to summon up 
Byrd-like vistas of jingle-jangle revery. 
Sonic Youth use arcane tunings to cre¬ 
ate sinister drones and shrieks that 
echo society’s underlying psychosis (or 

maybe just Sonic Youth’s underlying 
psychosis). 

And so on. 
Shooting For The Big Time 
Then there’s The Tragically Hip. As may 
befit a five-man band from Kingston, 
Ontario, The Hip use their guitars for 
less high-falutin’ purposes than lots of 
other axe-wielders. They’re the first to 
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Makin ’ Music in 
Memphis 

admit to being a plain old, attitude-free, 
tavern-trained rock ’n’ roll band and the 
first to argue that there’s nothing wrong 
with that. And others seem to agree: 
with MCA’s recent worldwide release of 
the Hip’s first full-length album. Up to 
Here—heralded in February by MCA’s 
Ü.S. release of the band’s debut mini-al 
bum, The Tragically Hip (which came 
out on BMG last year in Canada) —The 
Hip now have a clear shot at the big 
time, and many music-biz pundits pre¬ 
dict the band will hit the target smack 
dab in the bullseye. 
The Memphis Experience 
Under the auspices of producer Don 
Smith (a guitar-band specialist who’s 
also produced or engineered records for 
Keith Richards, the Travelling Wilburys, 
Tom Petty and the Replacements), The 
Hip recorded and mixed Up to Here over 
six weeks last winter at Ardent studios 
in Memphis, Tennessee, a city that’s 
become a recording Mecca for anyone 
trying to capture the elusive flavour of 
good home-cooked music. 

The Memphis experience was an (al¬ 
most) unqualified success, the Hip en¬ 
thused in the basement office of their 
manager Jake Gold, during a short visit 
to Toronto. “Don doesn’t turn on the 
tape machine until everybody is really 
happy with the sound they’re getting,” 
explained lead guitarist Rob Baker. 
“Then, once he has the tape machine 
on, he leaves it on.” 

There was only one snag in the Hip’s 

Memphis sessions: a buzz—an annoy¬ 
ing, conspicuous, amplifier buzz 
throughout the studio building that had 
to be got rid of before the recording pro¬ 
cess could begin in earnest. Eventually 
the band discovered that Stevie Ray 
Vaughan was having the same problem 
at a nearby studio. Vaughan had a well-
known guitar tech named Cesar Diaz on 
the case, and Diaz was kind enough to 
mosey on over to Ardent a couple of 
times to help solve the Hip’s problem, 
too. “All my gear was in pieces on the 
floor for a while.” says Baker, “while we 
tried to figure out what the buzz was. It 
turned out to be just a ground buzz in 
the building. For about a third of the 
stuff I ended up—this is technology at 
its finest—playing with a spoon down to 
my boot heel, running up to my guitar 
cord. That seemed to cut out part of the 
buzz.” 
"This is what the band sounds like." 
Other than that, things ran smoothly. 
Smith and engineer Bruce Barris rec¬ 
orded the band pretty much live in the 
studio. Unlike the first record, produced 
by Red Rider guitarist Ken Greer, most 
of the overdubs on Up to Here were 
done to make small corrections, not to 
fatten up the sound. Consequently, the 
new record sounds leaner and cleaner; 
it packs a meatier, occasionally almost 
heavy-metallic, aural whomp. “It’s got a 
real live feel,” agrees bassist Gord Sin¬ 
clair. “This is what the band sounds 
like. The first record had a lot of guitar 

overdubs and we tried to stay away from 
that. If a take was weak we’d all do it 
over again, as opposed to try and fade 
something out and do an overdub.” 

Adds Baker: “On the first record. 
Kenny (Greer) was more like Todd 
Rundgren, with an arsenal of his own 
sounds. Don was a master of getting 
someone else’s sound. With Kenny I 
played through dozens of little amps 
and great big amps, all lined up and 
miked from different angles and they’d 
pick and choose which amps and com¬ 
binations they’d use. With Don, I set up 
the Mesa Boogie amp I use onstage and 
he put a mic in front of it. So it makes 
sense that it sounds so much more like 
the band.” 
The Inevitable Comparisons 
That sound has been compared to the 
music of an absurdly wide variety of 
bands, from the Georgia Satellites to 
the Zombies to R.E.M. to the Doors to 
the Stones to the Saints to John 
Cougar Mellencamp. Baker allows that 
while none of these comparisons in 
particular bothers the Hipsters (“At 
least they’re all bands we like,” he con¬ 
cedes), he’s grown weary of their cumu¬ 
lative weight. Discussing early influ¬ 
ences, he finds it hard to pinpoint that 
pivotal moment when he decided the 
electric guitar was it (“it was sort of 
a natural progression from tennis rac¬ 
quet to guitar, really”); under duress, 
however, he reckons it might have been 
on first hearing the Stones’ “Dance Lit¬ 
tle Sister” (on It’s Only Rock ’n’ Roll). 

Besides acknowledging the obvious 
influence of Keith Richards and Mick 
Taylor on the Hip’s two-guitar 
approach, both Baker and rhythm 
guitarist Paul Langlois express admira¬ 
tion for Eric Clapton, although neither 
one sees himself as a “guitar hero” of 
Slowhand’s ilk. But as far as the Hip are 
concerned, naming influences and 
discerning similarities are odious prac¬ 
tices best left to the music press—if 
they have to be done at all. Gord Sinclair 
recalls playing a Cleveland bar which 
exhaustively listed all the bands to 
which the Hip have been compared in 
its ad for their gig. 

The part of the blurb Sinclair liked 
best was the club’s own concise ap¬ 
praisal of the Hip’s music. It read: “We 
think they sound like themselves.”C M 

HIP HARDWARE: 
WHAT! NO EFFECTS RACKS? 
The Tragically Hip s two guitarists, Rob Baker and Paul Langlois, rely on a meat-and-pota-
toes arsenal of equipment, right down to their guitar strings. For the most part, Baker plays 
a '71 Stratocaster, although he uses an '87 Strat for slide guitar work, "because it has dif¬ 
ferent action on it." He plugs both directly into a Mesa Boogie amp; his only effect is "an 
on-off switch—it's a real small set-up, ready to play in five minutes." Strings are regular 
gauge (.10-.42) Dean Markleys. Langlois plays a '72 Custom Telecaster, also strung with 
regular-gauge Dean Markleys, through a Randall amp. Effects? "Nada." 

Not too long ago, bassist Gord Sinclair switched from a Fender Precision to a Spectre 
STB. "It's got a much shorter scale, a large number of frets in a reduced space. It's a lot 
easier for me to play because I don't have very big hands. Plus it's a lot lighter. 1 was getting 
a bit bummed out carrying the Precision around all the time—it s pretty hard on your shoul¬ 
ders." He still uses a Gallien Kruger 400RV amp. 

Drummer Johnny Fay plays a no-frills kit comprising four Pearl drums (20 x 20 bass, 9 x 
12 tom, 14x14 floor tom, a piccolo or a 6 1/2x14 snare) and a "regular set-up " of Paiste 
cymbals. In the studio he finds he gets the best snare sound out of a 1929 solid-brass¬ 
shell Ludwig. "They just don't make drums like they use to," he sighs nostalgically. 

Singer Gord Downie uses "whatever mic they have in the club we re playing." 
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MICHELLE URWJHT 
All The Wright Moves 

Mix equal parts hard work, attitude and a 
knack for making wise decisions, cook on stage 
for a few years and voila! Success a la Michelle! 

by Glenn Reid 

hen David (CM's guitar-swinging edi¬ 
tor) handed me a cassette ol Michelle 
Wright's debut album Do Ri<!ht By Me 
(Savannah Music/WEA (.añada Ltd.) 
and asked me to write a piece on her 

for this issue, I confess I hail no idea who she was. Of 
course, I wasn't about to let David know that. 1 smiled and 
said "No problem”, insinuating that 1 knew more about 
Michelle Wright than B.B. King knows about 12-bar pro¬ 
gressions. 

The seven or eight days before 1 actually met Ms. 
Wright (Gee, I’ve always wanted to say that) were spent 
with her ten tunes on heavy rotation in my Walkman. 
Everywhere 1 went, on public transit, on foot, on 
horseback (just wanted to make sure you’re paying 
attention), I listened to those songs. I mean, I’ve 
done demo tapes that 1 paid less attention to. I 
was looking for an angle. Something unique. 
Something about Michelle Wright that was 
special. 1 found very little that wasn't. 
For starters, the songs are so personal, and 
are delivered with such conviction, that 1 knew 
instinctively the lady had written them all herself. 
Wrong. It turns out that the bulk of the material 
(7 of the 10 songs) was created by the Nashville 
based songwriting team of Rick Giles and Steve Bogard. 
It seems that Rick Giles happened to be in the audience at 
a Michelle Wright performance in Maxville, Out. and was 
so impressed that he asked her down to Nashville. There 
she was to meet Steve Bogard and begin the process of 
getting to know each other. According to Michelle, they 
traded road stories and experiences for a few days, so that 
the music they would share credit for would be authentic 
and honest. 

Of course, even before the teaming of Giles & Bogard 
with Michelle, several good moves had already’ been 
made. Foremost amongst these, according to the lady her¬ 
self, happened in 1985. That's when she signed a manage¬ 

ment deal with Brian Ferriman. Mr. Ferriman had been 
looking for a female artist with the potential for interna¬ 
tional success, and Michelle was definitely in need of "ad¬ 
vice and council”, as the contracts say, to help her achieve 
her goals in a tough industry. That they wound up with 
each other is one of those happy coincidences that occur 
when you work hard and keep your eyes open. "It's all in 
the timing”, as Giles & Bogard say on the first track of the 
albrnn. 

Regular Folks 
When I eventually spoke to Michelle, it was 

at the photo shoot for this storv. She was standing 
imder the lights, holding an incredibly beat up 

six-string Ovation guitar. "Beat up”, to be 
honest, is an understatement. 1 figure 
that Michelle has met a lot of people 

during her travels that owned 
wood-burning sets, and had a fetish 

for signing their names. Oh, and 
there’s a hole the size of Milwaukee 

behind the bridge. Michelle may not be 
earning Anne Murray's money vet, but I'm sure 

she could pul together a few hundred for a carbon-free 
guitar. There must be a lot of memories tied up in that old 
Ovation. So, between the six-string ash trav and her shy¬ 
ness at being the subject of the photo shoot, 1 was begin¬ 
ning to get the impression that Michelle Wright was just 
regular folks. I don't want to shock anyone, but I’ve met a 
lot of artists in litis business, and some of them believe 
that God gave other people shoulder blades so that said 
artists would have somew here to scrape the crap off their 
shoes. Michelle just seems to be grateful that other people 
like her music and that she is able to earn a living doing 

what she loves. 

A Frustrated Percussionist 
I was curious about one item that 1 read about her during 
the course of researching this article. It stated that 

Continued 
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FINE 
MUSICIANS 
PLAY ONLY 
THE BEST 

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

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

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

Yamaha Saxophones 

YAMAHA CANADAmÜsmue°ú«e 

For more information, contact: 
Yamaha Canada Music Ltd. 
135 Milner Avenue 
Scarborough, ON MIS 3R1 
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Michelle had started her career as a 
drummer in her family band. It’s true. As 
Michelle puts it, "Mv brother was the gui¬ 
tar plaver, my mother played bass, so 
someone hail to learn drums." She 
doesn't claim to be a great drummer (1 
think she’d prefer the term competent), 
but did sav that although she doesn't 
drum anymore, she believes she has a nat¬ 
ural feel for rhythm as a result. Strong 
opinions in this area could account for a 
few of the seventeen drummers that she's 
gone through in the last five years (an 
achievement rivaled only by the mythical 
Spinal Tap), 

Michelle tells the story of one night in 
Wevbum, Sask, when her drummer quit 
at six o'clock on a Tuesday night, leaving 
the band to find a replacement before 
their scheduled nine o'clock start. They 
managed to gel a gm from a local band to 
fill in that night, and on Wednesday had 
to 11 y in a more permanent sub from Regi¬ 
na. Then there was the time that an en¬ 
raged drummer chased her around one 
venue Irving to kick the stuffing out of 
her. The rest of the band were so involved 
in their Pacnian game that they didn't 
hear her screaming. She finally found ref¬ 
uge bv diving behind the bar and getting 
help from what 1 would imagine was a 

very startled barlender. 

Team Effort 
Those kind of experiences are far behind 
her now, she feels. When she speaks of 
the present lineup for her live show, she 
uses words like ''family'' and "reliable''. 
The line-up consists of Dan Nadasdi on 
keys, Randv Hill on guitar, Joel Kane on 
bass (Joel also road manages the band), 
and Randv Infuso on dnuns. Michelle au¬ 
ditioned in the neighbourhood of fifty 
musicians in her search for the right team 
and is very happy with the result. And 
they are, according to Michelle, a true 
team. Everyone contributes to the live 
production, and puts in their two cents 
worth on everything from arrangements 
to Michelle's performance. Michelle be¬ 
lieves that each of these individuals is an 
essential ingredient in the project that is 
"Michelle Wright". 

Can*! Please Everyone 
1 asked Michelle if there were anv fellow 
Canadian performers she would credit 
w ith influencing her career. After saving 
kind things about several that we all know 
and love she settled, for a few minutes, on 
k.d. lang. But it wasn't k.d.’s music, 
exactly, that Michelle was crediting. It 
was more the fact that k.d. lang had a 
straight ahead approach to her music that 
says, in effect, "This is what I do. You can 
like it or hate it, but tomorrow it'll still be 

what 1 do.” Before k.d., Michelle spent a 
lol of time Irving to please all club owners 
all of the time. This one wanted tradition¬ 
al country, this one only wanted country 
rock, k.d. showed her that if you just do 
what you feel in your heart is honest, peo¬ 
ple usually wind up appreciating it. A 
good lesson for any aspiring artist I think, 
whether you learn it from k.d. lang or 
Sons Of Freedom. 

A Good Listener 
Michelle handles her relatively new¬ 
found success w ith w hat 1 can only call re¬ 
strained enthusiasm. Don't gel me wrong. 
She's hungry. That's how people get to be 
as good as she is. it's just that she knows 
there’s a lot of work yet to be done. 
Through the years at bluegrass festivals, 
barn bashes, and late night jam and gab 
sessions, Michelle has run into more than 
a few "almost weres”—good performers 
w ho took a run al the big dream and came 
up short. Sometimes it was their fault ami 
sometimes it wasn’t. But a lot of them 
shared their experiences with the young 
lady with the big voice. Ami Michelle lis¬ 
tened. She knows her work is cut out for 
her but she's ready. 

On the agenda for this fall is Michelle's 
first headlining lour of Atlantic (lanada, 
in association with Brookes Diamond, a 
man who is used to dealing with 
homegrown talent. He manages Rita 
MacNeil. People who are reading this in 
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Carry-on Luggage 
One of the biggest headaches you endure as 

a performer is setting up and tearing down your 
sound system. Is there enough space for it on 
stage? Or in the truck? Is it easy to transport? 

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

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

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

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

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

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

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

Plus, it’s a snap to mount either vertically 
or horizontally utilizing the optional 100BK 
speaker stand. 

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

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

Why handle more baggage than you have to? 

ElectroVoice 

600 Cecil Street, Buchanan, Ml 49107,616-695-6831. In Canada: P.O. Box 520, Gananoque, Ontario K7G2V1 
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The Chairman and Members of the Tribute Committee 
imite you to join them al a 

Tribute to 
The Hon. Pierre Juneau, PC.oc.. ill). 

Wednesday. November 15th. 1989 

Grand Ballroom & \ ide 
Sheraton Centre. Toronto 

S150 per person Dress Beautifully 

Cocktails: 6:30 p in. Dinner. 7:30 p.m. 

Net proceeds to CAR \S Academic Support Program 

Ticket Order form 

Name_ 

Company_ 

Address__ 

Postal Code_Telephone_ 

Please reserve_seat(s) @ S150.00 per person 

Please mail completed 
iorm/pavmenl to: 
CARAS 
121 Merton Street 
3rd Floor 
Toronto. Ontario 
M4S 2Z3 

_table(s) @ S1.500.00 per table 

I enclose payment in the amount of S_ 

Cheque/Money Order □ Visa □ MasterCard □ 

Card *_Expiry: M_Yr_ 

Signature _ 

Charitable Donation 
Receipt Requested □ 

For further information 
contact CARAS at: 
1416) 485-3135 

KIM MITCHELL 
TEN YEARS OF ROCK'N'ROLL DUTY 

CANADIAN MUSICIAN has followed Kim's career over fhe past ten years— 
get the complete story with our special back issue package: 4 great issues 
(December 79, June '81, April '85 and June '87) for just $6.95 including 
postage. These issues are also available separately for $2.75 each. 
Send your cheque or money order to: Kim Mitchell Package, Canadian Musician, 3284 Yonge St., 
Toronto, ON M4N 3M7 or use your credit card to order by phone: (416) 485-8284. 

MKUEUE 
the Maritimes are in for a treat. I’d advise 
mv fellow down-homers to go see 
Michelle in the medium-sized venues that 
she'll he plaving this time around. Next 
time von’ll have to stand on your tip-toes 
to see her. 

High Hopes For The Nineties 
Mieheile VI right sees good things, not 
oniv in her future, but in the future of all 
countrv music in this country. Il wasn't 
that long ago that our countrv music scene 
was anemic at best. There has always 
been grassroots supports in the clubs in 
oul-lving areas, but little or no help for 
the artists on our radio stations, and a 
lack of conviction from both oui’ record 
companies and the American majors. 
People like Anne Murray, k.d. lang and 
more recent additions like Kila MacNeil, 
are helping to change those altitudes. Not 
just those artists, in fact, but the profes¬ 
sional people that support them, from 
management to musicians. The caliber of 
the organizations is rising al the same rate 
as the talent, anil the big money is starling 
to take notice. There's still a lot of work to 
be done, however, and mv bet is that 
Michelle Wright will be helping to pave 
the wav for all von as-vel-undiscovered 
stars out there waiting in the wings. And 
she'll be doing it for manv Years Io come. 

Attitude 
Making the right moves in anv business is 
the hallmark of success. Toure faced 
with choices f rom dav one, and the deci¬ 
sions von arrive al will dictate how far you 
go and how comfortable the trip will be. 
Often, a direction that appears to lead 
down a vellow brick road turns out to be a 
dead end and you'll have to backtrack 
and start again. How von handle the pit¬ 
falls depends to a great degree on your al¬ 
titude. if vou have a good one, you’ll be 
able to overcome the obstacles and, hope-
fullv, make the right move the next time. I 
think that the wav Michelle has worked so 
hard through her eariv career to get to her 
present perch on the brink of major inter¬ 
national success tells us there are little or 
no problems lor her in that area. I'm sure 
there have been plentv of limes when she 
felt like chucking the whole thing. She's 
faced personal adversitv and battled 
back. There is soul in her music that 
didn’t just come from influences. 

So, when vou do go to see Michelle 
Wright perform, or vou hear her songs on 
the radio, keep in mind that this is no 
plastic, overnight, sensational money¬ 
making machine. From her early days 
louring tinx but lough clubs, to her posi¬ 
tion todav as one of our most promising 
artists, Michelle has been working her tail 
off out of love for her craft and a determi¬ 
nation to give it the best shot she can. 
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The classic 
telescoping, 
all-condition 
spur. A Pearl 
exclusive. 

The P-780 gives you 
precise, responsive 
chain drive action 
unequalled in its 
class! 

Extended tonal clarity 
and resolution results 
from selected wood 
shell interior 
laminations finished 
in a high gloss. 

New high 
tension lug 
casing offers 
maximum 
tunability and 
durability. 

par 

THE DETAILS MAKE ALL THE DIFFERENCE 



K HOW TO 
KL PUT 
^8 (AND KEEP) 

KJFaband 
>*TOGETHER 

BY BILL REYNOLDS 

JIM CUDDY 

HAS EVERY BAND FORMED IN THE PAST 
QUARTER OF A CENTURY BEEN MODELED 
AFTER THE BEATLES AND THE ROLLING 
STONES! WHY IS A BAND LIKE A MARRIAGE! 

GREG KEELDR 

Take Up Painting 
This is a weird topic. How the hell do you put 
a hand together.’ Go to art school? It worked 
for John Lennon, Keith Richards, Ray 
Davies, Pete Townshend, Bryan Ferry and 
countless others... 
It’s A Family Affair — 
The Ready-Made Group 
Michael Timmins moved to England in 1985 
and recorded an LP entitled Din, 
appropriately named for the very noisy free¬ 
form experimentation of Germinal, a four-
piece band that included future Cowboy 
Junkies’ bassist Alan Anton. 

When Timmins returned to Toronto, he, 
Anton and brother Peter rented a house with 
a garage in the backyard. The Junkies began 
rehearsing, but kept it down to a dull roar so 
as to not offend the nice Italian neighbours 
with their lush grape vines and well-tended 
gardens. The quiet bluesy sound slowly came 
together. 

Margo Timmins says, “After awhile it 
started to sound like music, and Michael 
asked me to sing. What a strange question, 1 
thought. 1 was honoured because this is 
where they hung out at night and 1 liked be¬ 
ing with my brothers." Michael says the band 
didn’t plan to become the quietest rock hand 
on earth, but Margo's voice lent itself perfect¬ 
ly to that intensity. 

The family connection helped to preserve 
faith in the embryonic band. Michael knew 
Margo could sing because she was Nancy in a 
Grade 6 version of Oliver. Margo says, 

“Michael knew me well enough to feel that I 
had the disposition to handle a lot of the 
sitting around and doing nothing that goes 
on in this business." 

As with most tight family units, parents 
have to come into the picture somewhere. 
Margo explains that hers were quite liberal 
and supportive. “They were jewels. We al¬ 
ways enjoyed their company. They raised us 
as individuals, so there wasn’t as much jeal¬ 
ousy or competition." 

Through all of the hoopla, family unity 
keeps the Junkies together. Margo says the 
adulation is difficult to deal with at times, but 
fatalistically she wonders whether having 
your picture in magazines is everything. 
“Once you've seen your picture once, you 
want the cover. When you get that, so what? 
None of us has been on a rock ’n’ roll fantasy 
trip before, and it's caused us to remember 
exactly what we're doing, which is making 
music. It’s helped us to get tighter." 
The Dictatorship: 
Autocracy Is The Best Policy 
In 1977, Rough Trade recorded their initial 
direct-to-disc LP. That version of the band, 
according to lead singer Carol Pope, was the 
most democratic line-up she and songwriting 
partner and keyboardist Kevan Staples ever 
had. “We wanted to kill them all," says Pope 
now. 
Rough Trade went through a number of 

incarnations, retaining only the nucleus of 
Staples and Pope until they disbanded in 
1986. Pope says, “When we got fed up with 

musicians, we'd just get new people." Demo¬ 
cratic bands might work, she admits, but she 
"hates the idea of them" herself. She and Sta¬ 
ples retained the services of drummer Bucky 
Berger, bassist Terry Wilkins and keys man 
David McMorrow for Avoid Freud and For 
Those Who Think Jung, their first two 
True North releases, but then shifted to an 
ever-changing lineup that leaned toward a pi¬ 
oneering, hard-edged funk in the early 1980s. 
Pope says she just wanted to keep moving 
musically, and certain players would fit cer¬ 
tain situations, while others wouldn’t. 
The driving force behind 10 years of 

Rough Trade was Pope’s and Staples’ willing¬ 
ness to experiment as songwriters. She says, 
“We just wanted to keep growing, and we 
were more successful at it than we thought 
we would be. We kind of had a corner on the 
market.” 

Pope has put together her own band, but 
as with Staples and Rough Trade, she has en¬ 
listed the services of another musical 
arranger, bassist Steve Webster. Her formula 
for putting her group together was simply to 
find the best musicians possible. 

Two Buddies Share A Guitar 
Blue Rodeo singer, guitarist and songwriter 
Jim Cuddy keeps revising his estimation of 
what constitutes success every six months. He 
has to keep reminding himself that very few 
bands ever get an opportunity to play in the 
high-stakes game in which Blue Rodeo is now 
engaged. 

Continued 
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I*»* HOW TO... 
Being relatively wizened players from the 

Toronto scene, the members of Blue Rodeo 
originally set very cautious goals. Four years, 
two multi-platinum LPs and recognition 
from all industry quarters later, they've had 
to shed their ingenuousness for a hard-nosed 
determination to repeat their domestic suc¬ 
cess elsewhere. 

In the beginning, there were just two very 
good pals, Cuddy and Greg Keelor, the other 
singer, songwriter and guitar player. Cuddy 
says, “How do you put a band together? 
Well, we started with just one shared electric 
guitar. It was a case of, ‘Here! Lemme try 
that!’” 

Cuddy says it is impossible to put together 
a great band initially. Young musicians are al¬ 
ways low on cash and connections, and they 
depend on those whom they’ve met in what¬ 
ever local scene is happening. Even when 
players are found, they sometimes have to be 
convinced to like the songs. “We’ve audi¬ 

tioned people and they’ve said, ‘1 don’t think 
so. It's not my line.’ Then you think, ‘Well, 
fuck off then!’ But our advantage was that we 
knew of people who weren't playing any¬ 
where else at the time." 

For Cuddv the most enjoyable part of being in 
a band is when the lineup has been settled on 
and rehearsals proceed apace. “It gets to 
the point where it's 50% planning and 50% 
playing, and the planning always comes with 
sitting around and drinking. There's this bal¬ 
ance to the creative process which develops, 
kind of like daycare for adults.” 

From the beginning the members of Blue 
Rodeo outlined their limits as to what each 
person was willing to sacrifice. Cuddy says 
there were certain things no one wanted to 
do, such as play to the point where no one 
was enjoying it anymore, or getting involved 
in chasing pots of gold at the end of rainbows. 
Cuddy says, “Our manager would say stuff 
like, ‘OK guys, we've got to stop playing so 
many gigs around town, because we’ve got to 
play Massey Hall in the fall,' so we’d say, 
‘Well fuck you, if Massey Hall ever happens 
that’s fine, but we’re doing the Horseshoe 

Commitment, Fulfilment & Success by David Henman 
Boy meets girl. There is a mutual attraction, 
which they begin to explore. Soon they dis¬ 
cover they enjoy being together, doing the 
same things. At some point, a conscious deci¬ 
sion is reached: they will stay together. 

Thus it is with many bands. It is at this 
juncture, when the relationship turns from 
‘casual’ to ‘serious’, that you may want to ex¬ 
amine the situation at close range. 

What are your goals, individually and as a 
group? What do you hope to accomplish in 
music? in business? in life? 
What are the parameters? What is the 

game plan? What are the rules? It is a good 
idea to put the cards on the table, and leave 
them there. Be honest with yourself and each 
other. 

Make sure everyone, especially in a demo¬ 
cratic band, understands that they must 
speak up, and should expect to be listened to. 

Are these the people you want to be ‘mar¬ 
ried’ to? Will you be able to tolerate some of 
their strange idiosyncrasies, and vice versa? 

Is your commitment sincere? Or, in the 
back of your mind, are you thinking: “As 
soon as we get somewhere, I’ll be able to..." 

Does everyone in the band appreciate and 
understand the value of arguments and disa¬ 
greements, and how they contribute to great¬ 
er ideas, stronger unity and a better under¬ 
standing of each other? 

What is your definition of success? If you 
believe that fame, wealth and power are goals 
in and of themselves, or that they will make 
your career more enjoyable, or that they will 
allow you to do what you want to do, you 
have set yourself up for a traumatic letdown. 
Don’t kid yourself. Picture the husband and 
wife trapped in what they believe is their mis¬ 
erable lot in life, waiting for what they believe 
is the solution to all of their problems—the 
winning lottery ticket! 

The bottom line, however, is commitment. 
There is no greater guarantee of failure than 
quitting. 

two times this week and two times next week! 
We've always tried to be extremely modest 
with our goals." 

Mark French recently replaced original 
drummer Cleave Anderson, which did cause 
a ripple in the band’s activities. Cuddy says 
that from the start they knew Anderson 
would leave eventually, because he abhors 
travelling. It didn't affect the band for the 
longest time because they were doing a lot of 
hit and run tours. With Diamond Mine blast¬ 
ing out of the box in Canada and Atlantic re¬ 
cords throwing full and enthusiastic support 
behind the band internationally, they had to 
start thinking about change. 

The friendship aspect crops up yet again, 
since Keelor knew French through various 
Toronto club bands like The Cartwrights. 
Cuddy says French noticed something was 
happening and began to hang around more. 
When Anderson finally had enough of the 
increasingly hectic pace, French was ready to 
step in. 

Even so, Cuddy says changing members is 
always a precarious scenario. “It’s difficult. 
No two people are the same. We’ve changed 

CAROLE POPE 

COWBOY JUNKIES 
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drummers in another band and we didn’t get 
lucky. It ended up having a diminishing 
quality where nobody wanted to do it 
anymore. With Mark, for the first three 
months he was just replacing Cleave. Then 
his unique abilities started to come out. It’s 
exciting now.” 

Cuddy’s final comment on holding a band 
together is about everybody’s favourite, the 
rock 'n' roll lifestyle. He says too many young 
bands feel pressure to give up their private 
lives and let the band become an all¬ 
consuming passion. Blue Rodeo decided 
from the outset “to respect everyone’s private 
lives absolutely in order that they wouldn’t 
intrude on the music. Bobby (Wiseman, the 
keyboardist) doesn’t just want to be just a so¬ 
loist in a pop band. He likes it, but he wants 
to produce others and record his own materi¬ 
al. If he doesn’t get home to work on his own 
stuff for awhile, it begins to show. The others 
have to respect that." 
High School Pals 
Doug Bennett is fast becoming one of the el¬ 
der statesmen of Canadian pop. Now in his 
twelfth year of leading Doug & the Slugs, 
Bennett has guided his band to a successful 
career as both a recording act and a popular 
live attraction. 

As little as three years ago, The Slugs were 
still touring 9-10 months of the year. But 
growing pains included Bennett’s not so tri¬ 
umphant solo LP and his lead role in John 
Gray’s play Rock & Roll. Now Bennett says 
the band works more on a “project to project 
basis. It’s a repertory company, like 
filmmaker Robert Altman’s. You use the 
same players over and over because you 
know they work out.” 

Bennett has kept virtually the same line-up 
of Slugs since the first chord of “Too Bad" 
hit the airwaves in 1979. He says musicians 
aren’t that aggressive by nature, so if they are 
being offered a steady paycheque, they are 
likely to take it. “Musicians will go with 
something as long as it’s going smooth and 
they can make some bucks. To be working 
regularly in this business is to be part of an 
elite. Less than 10% of the musicians in this 
country can tell the taxman they make a 
living from this business. 

"You see, a lot of bands go the route of 
being a recording act. They keep their day 

jobs, but if their album gets a lot of airplay 
then they put a band together and go out on 
tour. That’s not us. We’re in this for the sake 
of playing. We were a playing act a year 
before we were a recording act, and the good 
part about being a playing act is that you get 
work. We’re half way between the hippie 
touring bands and the metal bands who put a 
concept together for two years and then 
move onto something else.“ 

Bennett is a big fan of the organic method. 
Like Jim Cuddy, he says most musicians are 
broke in the beginning, so they learn to hang 
tough together before success arrives. “Every 
level of success tests the bonds you estab¬ 
lished as poor guys. Money, if it comes too 
quickly, can really kill a band, because you 
begin to see sides of people you never saw 
before. Then you get these decadent pigs who 
want to fill up every orifice in their bodies 
with every kind of dangerous drug 
imaginable. If you're 20 years old, and 
somebody hands you a million bucks, you go 
crazy. I don’t think you can stay a very nice 
person.” 

Perhaps Bennett just got lucky. The Slugs 
went to the same high school, Lord Byng, in 
Vancouver, and had been in and out of the 
same bands since they were fourteen years 
old. By the time they met up with Bennett, 
they had flushed the rock ’n’ roll excess out 
of their collective system. “It was great 
because all the things that break up bands 
they went through when they were fifteen or 
sixteen. They needed a guy like me to provide 
a catalyst.” 

Bennett’s benevolent dictating extends to 
business information. He wants every 
musician to be aware of each situation. If a 
club owner has been jacking fifteen bands 
around and The Slugs have a date there, 
Bennett will ask everyone whether they want 
to blow off the gig or not. He also negotiates 
distribution deals for every record. Ritdong, 
The Slugs' record company, is really a pro¬ 
duction house. They finance all recording 
costs, retain the rights to the master, and then 
shop each LP around. The last couple of LPs 
have been on A&M, but Bennett says long¬ 
term deals are useless, “because if they wanna 
drop ya, they’ll drop ya!” 

The good side about Ritdong is The Slugs 
can reap a much higher percentage of profit. 

PLASTERSCENE REPLICAS 

Democracy In Action 
The Plasterscene Replicas formed in the win¬ 
ter of 1983 out of two local Toronto groups. 
Although the Replicas have been through 12 
drummers in almost six years, the nucleus has 
remained constant. 

Guitarist Stephen Stewart says the inci¬ 
dence of drummer changes has been not a lit¬ 
tle disconcerting. While drummers haven’t 
exactly spontaneously combusted, a la Spinal 
Tap, the new player has always had to adjust 
to the three mainstays (the others being 
guitarist Charlie Salmon and bassist Brendan 
Cavin) who have been together so long. 
Stewart says, “It's a little weird because the 
three of us talk an exclusive language. The 
fortunate thing is that (new drummer) 
Mikael Duggan has been a friend since the in¬ 
ception of the band.” 

Duggan played in The Woods are Full of 
Cuckoos (later The Lawn), another Toronto 
band that was influential on the local scene 
until they broke up in 1988. The networks 
that develop through gig work are extremely 
useful, but the Replicas have become good 
pals as well as musical cohorts, and more of¬ 
ten than not friendship is the glue that holds 
bands together in hard times. 

The Replicas are an unusual case because 
they did break up for one and a half years be¬ 
fore reforming for a 1987 benefit gig. Last 
year they released their debut LP, Glow, on 
Raining records. They are now in the capable 
management hands of Jacob J. Gold & Asso¬ 
ciates, a company that has recently guided 
The Tragically Hip to an international record 
deal. The Replicas are currently in the pro¬ 
cess of completing a major label-sponsored 
demo tape, but the future didn’t always look 
so rosy. 

In 1985, The Replicas self-titled E.P. was 
released to local acclaim, but their manager 
couldn't hack the pressure of the music busi¬ 
ness, and left the group to fend for them¬ 
selves. Stewart says it was a terrible experi¬ 
ence for the band, and a perfect recipe for not 
keeping a band together. “All the pressure 
fell on us, and we were totally unprepared. 
You have to have somebody who is objective. 
You end up doing things like getting off the 
phone with a club owner and then going into 
rehearsal saying, ‘We’ve got to talk about 
this.’ Pretty soon you’re not playing songs 
anymore. It affects you emotionally.” 

Besides drummers and management, the 
Replicas have had to balance the three cen¬ 
tral egos. Stewart, Cavin and Salmon all write 
and sing lead vocals. Stewart says there is a 
good deal of argumentation, but they all tend 
towards fairness in the end. “We become 
reductive after the writing process is finished. 
We use tact, but it’s honest tact.” 

Stewart says the band is very democratic, 
even to the point of allowing relative new¬ 
comer Duggan autonomy over his domain. 
He says, “The autocratic situation is more ef¬ 
ficient, it's true, but it’s to the detriment of a 
group writing situation. Imagine Crosby, 
Stills, Nash & Young if Crosby had said, ‘Hey 
Neil, stop that twangy little hayseed voice, it’s 
making me sick!”’ C M 
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BY MICHAEL McCLO SKY 

continued on page 58 phenomenal success 

again. 

Following is a selective collection of pieces on the state oi the guitar as we prepare 

to enter the last decade of the twentieth century. To cover everything that’s going 
on in the continually growing field of guitar technology would have taken up this 
entire issue. It seemed every time we discussed some new area, it was like open¬ 
ing up a Pandora’s box. A few of the things that we haven't covered here (and 
will the next time around) are: amplifiers; pickups; acoustic and electric 
basses; classical guitar; building your own guitar, and guitar repair, not to 
mention new inventions and of course MIDI guitars and guitar 
synthesizers. Have we left anything out? Probably. Well, here goes! 
THE RETURN OF THE ACOUSTIC GUITAR by Michael McClosky 
The acoustic guitar is back in the limelight, experiencing a popularity 

that recalls its glory days of the 1960s. Although some would say it nev¬ 
er went away, the acoustic maintained a pretty low profile during the 
'70s and early ’80s when the radio airwaves were dominated by disco 
music and synthesizer pop. But the return of guitar-based styles, 
spearheaded by the unlikely combination of heavy metal and new 
age music, has brought about a renewed interest in ’roots’ styles, 
and placed acoustic guitar back on the charts and into the 
hands of amateur and professional musicians alike. 

The first stirrings of an acoustic guitar revival came with the 
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Guitarists and 
Their Gear 

< EDDY PATTERSON 
(Winner-Guitar Warz ’89) 
Guitars: 
Roland GR505 guitar/controller; 
Roland GR300 guitar synth; 
Kramer Pacer with Korg SD3 synth driver; 
Godin electric/acoustic 
Amps: 
Roland JC120; 
JBL K120 speakers 
Effects: 
Boss CS-2 compressor; 
Boss SD-1 overdrive; 
TC Electronics line driver; 
Korg volume pedal; 
Korg A3 multi-effects processor; 
Roland 3000 stereo delay; 
Alesis QuadraVerb; 
Alesis MicroVerb; 
Korg Z3 guitar synth; 
Korg FC6 foot controller; Korg MIR music workstation. 
(For Eddy’s comments see his guitar column elsewhere 
in this issue.) 

FRANK MARINO 
Guitars: 

Gibson SG; 
Fender Stratocaster 

Amp: 
A combination of modified 
amps along with standard 

highbred amps. A modified 
Fender preamp. Ashly power 

amp. 
Effects: 

Stereo Chorus from an 
SPX90; Reverb from a Rev-7; 
Korg SDD3000 digital delay; 

Cry-Baby Wa-Wa pedal; 
Assorted modified fuzzboxes 

Strings: 
Fender (.008) 

Picks: 
Fender extra heavy 

Quote: 
As long as a guitar feels 

comfortable and easy to play, 
I am satisfied with it. 

< RICK MEAD (Syre) 
Guitars: 
Kramer Baretta I American: 
Modified Kramer Striker with 
Floyd Rose and Seymour 
Duncan JB Pickup 
Amps: 
1970 50-watt Marshall; 
Marshall 4x12" cabinet 
Effects: 
Boss 5-band graphic 
equalizer; 
Samson Concert Series 
wireless 
Strings: 
GHS Boomers (.010 - .046) 
Picks: 
Dunlop Tortex 1.14mm (the 
purple ones) 
Quote: My gear has to be 
able to stand up to the wear 
and tear of the road. It also 
has to sound good both live 
and in the studio. 

Kevin MacMichael (left) 
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< KEVIN MACMICHAEL (Cutting Crew) 
Guitars: 
Charvel Model 6; Gibson Explorer; Larrivee acoustic 
Amps: 
Roland JC-120 (2); VOX Q series Lead 100 
Effects: 
Roland DEP-5; Boss OD-1 Overdrive; Boss Volume 
pedal; Ibanez ME-400 Multi-effects; Alesis QuadraVerb 
Strings: 
Superwound (.010- 046) on electrics; 
Dean Markley (Xtra-Lite) on acoustics 
Picks: 
Jim Dunlop (.88, played upside down) 
Quote: 
I’ve always demanded an absolutely pristine clean sound 
from my amps, and the Rolands are great for that. 



CLARENCE DEVEAU > 
(Rita MacNeil) 

Guitars: 
Tom Anderson: Godin: 1955 Fender 

Stratocaster: Larrivee acoustic: 
Yamaha classical 

Amps: 
Roland GP-8 multi-effects 

processor: Roland SRV-2000 digital 
reverb: Roland SDE-2500 digital 

delay: Roland FC-100 fool 
controller; Roland PV-1 volume pedal: 

Rane SM-26 splitter/mixer; Aphex Aural 
Exciter Type C: Korg DT-1 tuner 

Strings: 
D'Addario (9-42 on electrics, 

medium phosphor bronze on acoustic) 
Picks: 

Hot Licks #8 
Quote: 

It's hard to let the music play you rather 
than you playing the music if you’re not 

happy with the sound you're getting. 

TIM BRADY 
(Composer/Guitarist) 
Guitars: 
Mid-60s Gibson ES 335TD: 
Paul Reed Smith Standard 
Amps: 
Gallien-Kruger 250RL 
custom made cabinet with two JBL 8" 
PA speakers 
Effects: 
DBX 163 compressor: Yamaha SPX 9011 
multi-effects: Roland SDE 3000 delay 
line: 
TC Electronics chorus: Alesis MicroVerb: 
DBX 463 noise gate; Ernie Ball volume 
pedal 
Picks: 
Fender extra heavy-1.21 guage 
Strings: 
D'Addario XL110 (.10-.46) 
Quote: 
The first thing people notice about a 
musician is their sound. Don't be afraid to 
experiment and create your own 
approach to the guitar. There is no such 
thing as a bad sound, only sounds which 
are more or less appropriate to your own 
musical needs. 

COLIN LINDEN 
Guitars: 
1961 Martin 00-18 (I've had this guitar since I was fifteen): 
Charvel Model Four; Charvel Fusion custom with Model 475 
pickups; Stock '63 Stratocaster 
Amps: 
Fender Concert 1-12 (live); 1960 Fender Tweed Deluxe (studio) 
Effects: 
Goldstar pedalboard with Boss TU-12 tuner; Boss Compressor; 
cheap volume pedal; Chandler tube; Boss digital delay 
Strings: 
Ernie Ball-12. 14. 16. 30. 40. 50 (electric); 
Martin Marquis—medium (acoustic) 
Picks: 
Gibson or Fender medium 
Slide: 
Sears Craftsman 5/8" socket wrench 
Quote: 
Your relationship with your gear should be intimate but 
utilitarian. You spend the best hours of your life with your 
equipment—make sure it gives you back what you want. 

KEVIN BREIT 
(the Breit Brothers) 

Guitars: 
Fender Telecaster (’68); 

Vintage National; Various 
cheap Ibanez electrics; 
Oscar Schmidt 15-bar 

autoharp 
Amps: 

Marshall and Fender heads; 
Marshall cabinets 

Effects: 
Boss ME-5 
Strings: 

on the electrics—D’Addario or 
Peavey (.011 up); on the 

National—Peavey; on the 
autoharp—anything I can get 

Picks: 
heavy no-name plastic 

Quote: 
I like my live gear as simple 

as possible. 

< SONNY GREENWICH 
Guitars: 
George Benson GB20 
Sunburst 
Amps: 
Stage 400 with 2 x 10" speak¬ 
ers (made by Unicord Inc., 
Westbury. New York) 
Effects: 
Reverb on the amp itself 
Strings: 
Gibson Sonomatic medium 
guage 
Picks: 
Fender heavy 
Quote: 
To get saxophone sound and 
fluency plus use of feedback 
to get fluency or continuity, I 
found this combination of 
lower wattage amp overdriven 
and heavy strings and pick 
suitable after much 
experimentation. 

RANDY GOULD (BLVD) 
Guitars: 
Larrivee with EMGs; Telecaster-Hotline; Strat-Lace Sensor 
Amps; 
Fender Dual Showman; Marshall 100W 
Effects: 
GP8 Guitar Processor 
Strings: 
Dean Markley .010 
Picks: 
Fender #346 medium 
Other: 
Nady wireless system 
Quote: 
I feel I lose the clarity going through a lot of effects. My distored 
sound is the Fender amp. in which the top end is modified to sound 
more like the Marshall's top end. My clean sound is also the 
Fender. 

JON WILLIAMS (The Scramblers) 
Guitars: 
Gibson Explorer. 1976 re-issue with Seymour Duncan distortion pickup 
(bridge) 
Amps: 
Marhsall 50-watt. completely modified by Rick St. Pierre (Wizard R+D); 
Wizard R+D 50-watt Vintage Head; Marhsall 4 x 12 Celestion cabinet; 
Wizard R+D 4 x 12 Celestion cabinet 
Strings: 
D'Addario .009 
Picks: 
Dunlop 
Quote: 
1 guess the most unusual aspect of my setup is the total absence of effects, 
and no whammy bars. I usually rely on my sound technician for effects on 
my leads, particularly digital delay. Whammy bars take all the challenge out 
of playing a lead and I have never used one. 
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FISHMAN 
TRANSDUCERS 

Amplifying Products 
To Make Instruments 
Sound As Great As 

They Can 

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

AVAILABLE AT ALL 
QUALITY CONSCIOUS 

MUSIC STORES 
EXCLUSIVE CANADIAN DISTRIBUTION 

WES-CAN MUSIC 
2314-124TH ST. 

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

Welcome to the World of 

* MUSIC MINUS ONE 

MMO makes the most unique cas¬ 
settes in the world, music minus the 
solo melody part. With these tapes 
providing the background music you 
can play your instrument surrounded 
by a full symphony orchestra, sit in 
on a rock session, or join a jazz 
combo with the hippest cats on ba¬ 
sin street. 
Each selection comes complete 

with cassette and book containing 
printed music, of the missing part, 
lyrics and/or chord changes when 
appropriate. 

Write for your FREE catalogue, 
and name of nearest dealer. 

MAYFAIR MUSIC Publications Inc. 
Unit 209, 2600 John St., 
Markham, ON L3R 2W4 

MUSIC MINUS ONE 
Musical Dreams Realized 

Continued from page 55 
of Windham Hill Records, a California¬ 
based independent label now synonymous 
with the term "New Age Music". Windham 
Hill guitarists like Will Ackerman and 
Michael Hedges defined a style character¬ 
ized by contemplative, ethereal chord pro¬ 
gressions and recorded with state-of-the-art 
perfection. 
Although Windham Hill and other 

American companies still dominate the 
new age scene. Canadians can listen to 
Don Ross' new release on Duke Street 
Records to hear a home-grown performer in 
the new age genre. 
We've always had a strong folk movement 

in Canada, with Stan Rogers. Kate and 
Anna McGarrigle and Gordon You-Know-
Who at the top of the list. Now that folk is 
back on the international charts, thanks to 
Tracy Chapman. Michelle Shocked. 
Suzanne Vega, el al., we can expect 
Canadian folkies, both new and familiar, to 
enjoy a higher profile. 
Chief among many of the new crop of 

Canadian folk performers is Vancouver's 
Spirit of the West, who use traditional 
instruments like accordion, fiddle, bodhran 
and wood Hute, all centered around John 
Mann's acoustic guitar. With three albums 
behind them and exposure on MuchMusic. 
Spirit of the West has become one of 
Canada's most popular folk groups. 

l or the acoustic guitar, the biggest leap 
back into the mainstream has come with 
roots rock, new country and all the associ¬ 
ated styles that blend the elemental nature 
of acoustic instruments with the proven ap¬ 
peal of rock and country. 
Andrew Cash. k.d. lang. Blue Rodeo and 

the Razorbacks are all putting acoustic 
front-and-centre and enjoying a wealth of 
popularity to go along with their richness of 
sound. 

Andrew Aitken is a sales representative 
for Warner/Chappell. a distributor of pub¬ 
lished music and methods. "We re seeing a 
return to country music. It might be a 
technology backlash or it might be just the 
change in the music. Dwight Yoakam, had 
he come out in the early '80s. would have 
died and now he's accepted. " 

Technologically, acoustic guitarists have 
been aided by the introduction of hybrid 
acoustic-electric guitars, designed to elimi¬ 
nate many of the problems associated with 
live performing. According to Robert Prov¬ 
ost ot the Alberta Guitar Company. "Acous¬ 
tic-electrics are extremely popular. A lot of 
people want to have the flexibility of going 
both ways, but in some cases they might 
sacrifice the actual acoustic sound. A lot of 
acoustic-electrics are built with a slim-line 
body—they're built to counteract feedback, 
and in doing that you lose some of the 
acoustic sound.'' 

Peter Bruni of Steve's Music in Toronto, 
also reports high sales for acoustic-electrics. 

particularly the very electric-looking 
Kramer/Ferrington. "The Ferrington is 
popular with younger players. They've seen 
the guy from Crowded House (Neil Finn) 
playing one." 

If you are an acoustic guitar lover from 
way-back-when. now is the time to bask in 
the new high profile of your chosen 
instrument. If you are thinking of adding 
the acoustic sound to your repertoire, there's 
no time like the present. 

PROCESSED 
PLEASE 
by David Henman 
On one end of the spectrum you've got the 
cats who just "plug in and go." using your 
basic guitar-cable-amplifier setup. Then, at 
the high tech end of the spectrum, is the gui¬ 
tar "scientists", with racks of programmable 
processors, a stereo setup, perhaps a guitar 
synth or synth interface, all interconnected 
via MIDI and perhaps even hooked into a 
keyboard setup or a master computer for 
MIDI-triggered patch changes. Somewhere 
in between these two extremes is the right 
combination for you. 

If you opt for the simple guitar and amp 
only route, you can choose an amplifier 
with some built-in stuff. One example, and 
there are many others, is the Roland series 
of DAC amps, with built-in digital delay, 
chorus and Hanging effects. 

The next setup, in the logical evolution, is 
toot pedals. There are dozens of companies 
producing an endless variety of analog and 
digital effects from distortion and sustain 
pedals through compression, noise gate and 
equalization ’stomp boxes' to time delay ef-
fects. They can be organized in a 
pedalboard/carrying case, and quite a few 
are programmable and have more than one 
effect, for example the Digitech PDS series. 
The primary advantages are cost-effective¬ 
ness. portability and perhaps 
interchangability. 
A word about digital versus analog ef¬ 

fects: you may or may not have noticed that 
many guitar players still prefer to use 
analog effects or. in some cases, cheap digit¬ 
al effects, even though they have access to 
and can. perhaps, easily afford the more so¬ 
phisticated digital technology. This is in ac¬ 
cordance with the unique character of the 
electric guitar and the desire for such things 
as distortion and colouration, which in 
strict terms are imperfections: these so-
called imperfections are quite often impor¬ 
tant ingredients of a guitarists unique and 
personal sound. 

Rackmount processing is a relatively re¬ 
cent development for guitarists, but the ad¬ 
vantages are multifarious. In many cases, 
the rackmount effects are more sophisticat¬ 
ed and higher in quality and flexibility than 
the pedal effects. There's generally a much 
higher level of programmability, and it is 
not unusual for a guitarist to package his 
sound in a small rack setup, and take it with 
him to the studio, stage and rehearsal hall. 
Almost everything you could possibily 
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want, even speakers, is available in rack for¬ 
mat. 

The most interesting development in this 
area is by far the plethora of programmable 
multi-effects processors, and of late I've had 
the opportunity to research and experience 
hands-on many of these technological won¬ 
ders that will soon. I firmly believe, be 
standard equipment for the majority of 
players. 

The first thing that occurred to me when I 
plugged into a few of these magic toys was 
that I had to distinguish between ’sound’ 
and ’ambience' or 'effect'. Your sound, as al¬ 
luded to earlier, is a rather personal thing, 
and is the result of a combination of several 
elements, not the least of which is the type 
of distortion you prefer. Trust your ears, and 
experiment. The 'dedicated' processors that 
are designed specifically for the guitar in¬ 
cluding. for example, the Digitech GSP5. 
Korg A3. Yamaha GEP50 and Roland GS-6 
contain digital distortion. It's a type of dis¬ 
tortion worthy of serious consideration, and 
can be a surprisingly accurate simulation of 
the types of distortion generally available 
from. say. a Marshall stack. Mesa-Boogie. 
Rockman. etc. However, the alternative 
route, and one that 1 suspect many guitarists 
will find preferable, is to find your 'sound', 
perhaps an amplifier, sound, tube distor¬ 
tion (e.g. ADA's MP-1) or Rockman and 
combine this with a distortionless multi¬ 
processor. The Alesis Quardaverb. for ex¬ 
ample. has been receiving rave reviews as 
has Digitech's DSP-128 Plus. ART's 
Multiverb and Peavey's Multiverb are two 
more excellent examples. 

If you don't see exactly what you are look¬ 
ing for. wait a day or two. Chances are. it's 
about to be introduced. Keep an eye out. for 
example, for Digitech's DSP-256, and Ro¬ 
land’s GP-16. My initial exposure to these 
units revealed that they can do just about 
anything except call your mother on her 
birthday. Rockman users should take note 
that Scholtz R&D will soon introduce the 
XPR programmable multi-processor. 
All of these marvellous devices have 

much to offer and in most cases are quite 
different from one another. It can be con¬ 
fusing. even if you do have some idea of 
what you are looking for. Get your favourite 
salesperson to demonstrate a few for you. 

NEW WAYS TO 
LEARN TO PLAY 
by Michael McClosky 

In the mid '70s when I was learning to 
play guitar, there were basically two options 
for the eager student wishing to acquire 
knowledge in the art of the six-string. One 
was to find a good teacher, someone who 
could pass on information and guide you in 
your practicing. This was not too difficult if 
you were into classical or jazz; much 
tougher if you liked pop music; and next to 
impossible if you lived in a small town. The 
other option was trial and error, with a 
strong emphasis on the latter. Every rock 

guitarist over the age of twenty has 
memories of long hours sitting beside a rec¬ 
ord or tape player, figuring out solos note-
by-note. and trading new-found secrets with 
his "guitar buddies". The books available at 
the time were mostly older guitar methods, 
replete with hokey sounding waltzes and 
foxtrots, or pop tunes in sheet music ver¬ 
sions which were actually piano 
arrangements with guitar chords (usually 
wrong) supplied in diagram form. I 
remember struggling to learn two par¬ 
ticularly hard chords to one of my favourite 
songs, only to see it played in concert and 
discover that the chords had a completely 
different, and much easier, fingering. 

The good news is that these dark days are 
over. Guitarists have at their disposal a stag¬ 
gering array of books, tapes and videos cov¬ 
ering every conceivable style and level from 
bluegrass to fusion, from John Denver to 
Yngwie Malmsteen. And learning has never 
been easier. 

"We have four full pages of guitar meth¬ 
ods in our catalogue." asserts Andrew Ait¬ 
ken. sales representative for Warner/ 
Chappell, one of Canada's largest dis¬ 
tributors of printed instructional materials. 
"The top of the line are the Hal Leonard 
books. It's a really complete course with 
three method books, three pop melody sup¬ 
plements. and cassettes available for the 
supplements. With it. the student can 
basically stay with one method and advance 
straight through to the tabulature things 
and start doing things on his own." 

Multi-volume methods are now meeting 
the needs and interests of a wide variety of 
students. A popular example is the Complete 
Guitar Player Method, which uses a lot of 
classic '50s. '60s and '70s rock to teach 
techniques and concepts. "It's a good meth¬ 
od for the guy who has had a guitar in the 
closet for the past ten years and decides he’s 
finally going to do something with it.” states 
Aitken. "There’s also the Berkelee Method for 
the student that wants a real challenge, and 
the Dick Bennett Early Guitar books that can 
start a student as young as three or four 
years old." 

For help on a specific technique or style, 
there are specialized books that players can 
use. "There is an incredible range of single¬ 
book guitar methods for anything a student 
would want to study, such as a really good 
book for picking up your velocity called 
Flying Fingers. It comes with a cassette, as a 
lot of courses do these days." 

Beyond methods, the real advance in gui¬ 
tar publishing has come in the form of 
tabulature books. Tabulature. or ’TAB', is a 
form of notation for guitar that uses a 6-line 
staff and numbers to graphically represent 
the strings and fret positions for everything 
that your favourite guitarist is doing on 
record. Typically. TAB books contain both 
standard and tabulature notation, show all 
the guitar parts, and cover all the details of 
lead styles, down to each nuance of vibrato, 
whammy bar and pick scratch. 

Allan Ward, director of sales for Alfred 
Continued 
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Publishing, has seen a revolution in his bus¬ 
iness. "It would not be rhetoric to say that 
there has been an absolute explosion in the 
sale of tabulature books. We've seen sales 
for the Guns 'n ' Roses book top the 100,000 
mark, and that was previously unheard of in 
Canada for any instrument." 

Ward feels that the new guitar notation 
will have a wide-ranging and also long-last¬ 
ing impact. "In the next few years we re go¬ 
ing to see a real delineation between the no¬ 
tation for rock guitar, which is tabulature. 
and other forms of instrumental notation, 
with TAB being the standard for all guitar 
styles except classical. It’s now accepted to 
the point that teachers are teaching it in a 
lot of the studios.” 
The TAB catalogue is quickly expanding 

to cover anything a guitarist might want. "It 
started with heavy metal books like Randy 
Rhodes and Metallica, but just recently 
we’ve seen a demand for acoustic material 
with books on Harry Chapin. Suzanne Vega 
and John Denver selling really well. The 
latest one is Jeff Healey, and that's blues, so 
you can see all of the styles being repre¬ 
sented.” 

Another popular development is the 
inclusion of cassette tapes with the 
transcriptions. The guitarist on the tape 
takes you through the solos in both slow 
and fast versions, while throwing in 
remarks about style, theory and effects 
settings. Doctor Licks was one of the first 
companies to use this format, and they now’ 
offer nine different volumes. Also. Hal 
Leonard publishes book-and-tape sets, 
under the Signature Licks banner, on Eric 
Clapton and Iron Maiden among others. 

Like every other segment of our society, 
guitar has not been immune to the video 
boom. The technology that spawned the 
Jane Fonda Workout has given guitarists 
the most effective and immediate 
educational tool ever. Rumark Video vice-
president Mark Helman explains. "If you 
were a guitar player on the road and you 
were by nature, say. a rock 'n' roll player 
and all of a sudden your band was getting 
calls to do country stuff, you could put on a 
video of Albert Lee or Arlen Roth and get 
lessons from the best players in the busi¬ 
ness." 

Rumark has been in business since 1984. 
and has expanded its line to include the ma¬ 
jor U.S. manufacturers, such as Star Licks 
and Homespun Tapes, as well as their own 
excellent tapes, including a four-part series 
on classical guitar for beginners, and a 
three-part series on jazz guitar featuring 
Barney Kessel. 
Among the big name rock 'n' rollers now 

appearing in instructional videos are Mick 
Taylor (Rolling Stones). Brad Gillis (Night 
Ranger). Bruce Kulick (Kiss) and Canada's 
own Rik Emmett. Guitarists wishing to 
learn the most radical new techniques can 
pick up a video by Vinnie Moore or Frank 
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Gambale and learn sweep arpeggios and 
other tricks from the people who originated 
them. 

The newest entry on the video scene is a 
product from Star Licks called Star Songs. 
"These tapes are like having video sheet 
music." according to Helman. Each tape 
contains five songs of a particular band, 
broken down into separate parts, and 
played both slowly and at normal tempo. At 
present, bands available include Aerosmith, 
the Beatles. Bon Jovi, the Scorpions, and 
Ozzy Osbourne. 

All of the products mentioned above are 
available at most music stores. Rumark vid¬ 
eos are also available by mail order. Many 
of the methods and tabulature books can 
also be found in book stores and record 
stores. 

Finally, in what may be the ultimate ap¬ 
plication of technology to music education. 
Optek Music Systems has introduced the 
Fretlight Guitar, an instrument with 
computerized LED s on the fretboard that 
light up to show over 290 chord, scale and 
note patterns. By fingering "on the dots" a 
student can play whatever scale he selects 
with the on-board switches. Optek's John 
Shaffer explains. "The reason we built it is 
that it allows the player, whatever age. to 
have the immediate satisfaction of being 
able to play. You could put on an album, or 
have somebody else playing in the key of A 
and immediately you realize that ’Hey!, all 
the notes are sounding good and I'm play¬ 
ing the guitar'. You cannot do that any other 
way.” 

While no product, be it book. tape, video 
or guitar, can instantly turn you into a 
musician, it does seem that most of the 
barriers to improvement have been 
removed. The only limitations are the 
variables inside all of us—patience, perse¬ 
verance and a little bit of talent. 

THE ADVENT OF THE 
SERIOUS GUITARIST 
by Michael McClosy 

Johnny B. Goode, as the song goes, "nev¬ 
er. ever learned to read or write so well, but 
he played his guitar just like a ringin' a 
bell”. 

Chuck Berry’s prototypical guitar hero 
was a 'feel' man—an intuitive player who 
relied on natural expressive ability and a 
good ear to compensate for his lack of a 
strong theoretical background. Though 
personified in such greats as Carlos 
Santana. Eric Clapton and Duane Allman, 
the 'feel' player is being superceded by a 
new breed of guitar star, perhaps most aptly 
called the serious rock guitarist. 

The serious rock guitarist is someone who 
has gone beyond the traditional blues vo¬ 
cabulary of lead playing. He (or she. for that 
matter) has incorporated influences as di¬ 
verse as Paganini and John Coltrane into a 
rapid-fire technique that includes classical 
modes, two-handed tapping and whammy¬ 
bar dive bombs. He not only reads music. 

Continued 
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but is often a skilled transcriber as well. 
Names like Vai. Malmsteen and Satriani, 

while quickly becoming familiar to anyone 
who follows rock guitar, are nearly sacred to 
the youngest generation of guitar students. 
Legions of 'shredders' dilligently practice 
endless scales and arpeggios in an effort to 
acquire the dazzling technique of their 
idols. 

But will this new generation of hopefuls 
have what it takes to make it to the top? Will 
technique, in and of itself, assure success? 
Do speed and accuracy alone make for 
good guitar playing? 

The shortcomings of speed-mania were in 
clear evidence in the recent Fender Guitar 
Warz 89 competition which concluded with 
a playoff between finalists from six regional 
competitions. 

One of the judges. Peter Janis, product de¬ 
velopment manager for Fender/TMI. ex¬ 
plains. "Although there was some excellent 
playing, high speed picking, lots of really 
good control, there was a definite lack in a 
lot of the players in real feel. Funnily 
enough, the guy that won in Canada (Eddy 
Patterson) happened to be an older guy that 
played with taste, class and unanimously 
got voted first place by the judges." 

This is not to say that flash technique is 
wrong or inappropriate, or that it prevented 
anyone from winning. "If only they could 
have shown us. as judges, something a little 
bit different for style and melodic playing 
and coming up with a sound, they would 
have probably taken it." 

Clearly, there is still no substitute for orig¬ 
inality. and real expression shoukl be the 
underlying goal of any guitar solo, no mat¬ 
ter how technical. A case in point is Jeff 
Healey, whose enviable success is due to a 
style and tone immediately identifiable as 
his own. But although he possesses 
blistering speed and dead-on accuracy. 
Healey's choice of notes is based firmly in 
the blues idiom, excluding him from the 
neo-classical, metal-fusion category of 
guitarist. 

So will Canada produce any serious ul¬ 
tra-technical guitar stars? 

"We get tapes every day from guitarists 
wanting to affiliate themselves with Fend¬ 
er." states Janis. "Anything we feel is really 
hot. we send down to a guy called Mike 
Varney, who has discovered most of these 
guys. And we're also in contact with all the 
record companies continuously. 

"There's no question we can do it. We've 
got lots of talent in Canada. There are a lot 
of players out there." 

Originality, musicality, taste and feel: 
these are the qualities that elevate a musi¬ 
cian to success in any style. As technical 
standards get higher and higher, with hun¬ 
dreds of guitarists able to blaze through 
“impossible" licks, the time honoured musi¬ 
cal values will still be the test of a player's 
true potential. CM 
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How To Get Publicity 
Part Two 
by Sharon Tracey 

You’ve covered the basics—put togeth¬ 
er a great demo tape, had the black 
and white photos taken for your press 

kit, written a bio, and (in true eighties form) 
done some important "networking” with both 
music industry and media people. Maybe 
you’ve even hired a professional publicist to 
help establish your image. What’s your next 
step on the path to acquiring that well-de¬ 
served recognition? 

Anya Wilson Promotions and Publicity is 
headed by a professional with twenty years 
experience in the field. Wilson encourages 
new artists to play “the game like a major 
player.” One or two breakouts is fine when 
you’re operating on the 'little league’ scale, 
but if you’re serious about being a ‘major 
player’ in the music business, you need to or-

Flohil recommends having an element of 
surprise incorporated into your promotional 
game plan, whether your target audience is a 
media critic, fans, etc. For example, when 
preparing the original publicity for k.d. lang, 
Flohil’s company focused on such features as 
her unusual clothes and habit of strutting 
around the stage. He let the media people 
discover for themselves that she also has an 
amazing voice! 

Similarly, when first promoting Downchild, 
Flohil decided to focus publicity on 
Grossman’s Tavern (where the band was ap¬ 
pearing) rather than on the musicians direct¬ 
ly. The bar became a popular spot, and 
Downchild received the accompanying no¬ 
tice, press and fans! Flohil credits this tech¬ 
nique (of letting the people “discover on their 

view (or review) articles available. After the 
tour you can also keep your contacts in¬ 
formed of any additional reviews or other fol¬ 
low-up material. (These items will also serve, 
of course, to build on your basic press kit). 

Whatever your goal, Smale suggests look¬ 
ing for exciting photo opportunities (such as 
the one Montreal’s Mitsou created by riding a 
horse through downtown). 
Be-Bop Promotions' Mary Arsenault sug¬ 

gests building an initial following within the 
secondary markets—those somewhat smaller 
yet influential cities or towns. With a loyal fol¬ 
lowing of fans and the additional critical/me-
dia support from these areas, you’ll have in¬ 
valuable assets for tackling the primary mar¬ 
kets. Those advantages include a more exten¬ 
sive press kit and a fan base that can be 

ganize a “concerted effort for the whole coun¬ 
try." 

Wilson believes that the effective control of 
your musical resources must be a priority. 
“Fifty per cent talent and fifty per cent how 
the talent is handled” is the equation she 
recommends. 

One fundamental aspect of that ‘handling’ 
involves financial management—how (and 
how much) to spend on promotional ven¬ 
tures. 

While a concern that you can’t afford to 
budget much money for promotional pur¬ 
poses is a legitimate one, Wilson notes that 
you “can't afford to lose a major step in your 
career”, either. 

Use the money to take out ads in the 
trades, she advises. As well, if you're a new 
band, you should have a video, which can be 
produced relatively inexpensively these days. 
A video is a "great calling card”, serving as a 
demo of sorts, and as a clear way for you to 
display your image. 
Wilson recommends establishing and 

maintaining strong contacts with the media 
and music industry people. She stresses in 
particular, though, the value of fostering sup¬ 
port from writers and djs of college and uni¬ 
versity papers and radio/television stations. 
They are a major influence on the com¬ 
mercial media, enthusiastic supporters of up 
and coming talent, and the “best people for 
getting a buzz around.” 

Like Anya Wilson, Toronto’s Richard 
runs his own publicity and promotion 
company (organizing events such as 
the Mariposa Folk Festival); he 
also serves as editor of The Ca¬ 
nadian Composer, a monthly 
magazine for CAPAC members. 

own” some pleasant surprise about 
the performer/s) with adding 
to a positive media profile. 

Joanne Smale of Toron¬ 
to’s Joanne Smale Pro¬ 
ductions Ltd. notes 
that the promotional 
methods used will 
depend on your goal. 
For example, to sup¬ 
port a tour, you could 
mail an item to media 
contacts in each of the 
cities being toured. 
Provide relevant in¬ 
formation such as 
listings and phone 
numbers of 
venues you’ll 
be playing, 
along with 
any pre-

a big plus when ap¬ 
proaching the rec¬ 

ord companies. 

Sharon Tracey is a freelance writer and keyboard player based in Toronto. 
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Arranging For Strings 
Part Three ° ° &

by Richard Fortin 

phasized by an unexpected resolution on the 
third beat (Fm). Also, notice the non-chordal 
G note at violin 1 that will become the added 
ninth on the resolution, while the E (violin II) 
becomes a non-chordal note. For reasons of 
clarity. I didn’t mark the phrasing. 

Fig. 6 is an example of a build-up created 
by the addition of layers and tension, like the 
suspension on the fourth beat and the voicing 
at the second beat of the second bar, where 
the passing tones create a dense effect. The 

reason for the use of enharmony (G# instead 
of Ab) on this same chord is simply because 
it’s easier to read a tremolo of a third or sec¬ 
ond than a diminished fourth. The melody at 
violin I (triplets) will cut through easily be¬ 
cause of the range and the constrasting mo¬ 
tion. 

This sort of arrangement could easily fit in 
a rock or pop situation and we will elaborate 
on this topic in the next issue. As well, we’ll 
have a look at some wind instruments. 

In this issue we'll have a look at different 
colouristic effects and examples of dif¬ 
ferent atmospheres created by the use of 

specific voicings and chord progressions. 
The first effect, called the Trill, is the re¬ 

sult of the motion of our finger producing a 
note that alternates repeatedly with a sus¬ 
tained tone held by another finger. For best 
results, both notes should be stopped. 

The second effect is called Tremolo. The 
bowed tremolo (unmeasured) is produced by 
short, quick up-and-down bow strokes, re¬ 
peating a single pitch as often as possible 
during the length of the written note. It can 
be used to express different atmospheres, 
and Fig. 1 is an example of how it can create a 
mysterious mood. It’s a favourite of a lot of 
film composers: a minor chord going down a 
major third (Cm/G#m/Em). 

In order to create more tension, you could 
also add a sustained high B to violin I. which 
will create a Cm-Maj7 on the first beat. 

There are many variations such as: Cm/ 
G#m/Bm/D#m. 

The fingered tremolo (Fig. 2) is the equiva¬ 
lent of a trill but an interval larger than a ma¬ 
jor or minor second. 

The undulating tremolo is used when the 
two notes in the fingered tremolo are too far 
apart to be played on one string. The two 
notes are then played on adjacent strings and 
the bow undulates between them as fast as 
possible. 

Another effect, called Sul Tasto, is ob¬ 
tained when the bow runs over the end of the 
fingerboard. The result is a soft and hazy 
tone. The expression "Sul pont” means that 
the player will play very near the bridge, and 
the result will be an eerie, metallic and glassy 
tone. As a matter of fact, it is often used with 
a fingered tremolo. 

The Pizzicato is an effect achieved by 
plucking the strings with the index finger. It 
is important to realize that the player needs a 
short lapse of time to switch from Arco (with 
the bow) to pizzicato, and vice versa. 

Now let’s have alook at some ideas for ar¬ 
rangements. At Fig. 3 there is a tense effect 
created by the fast alternation of a C Maj and 
Gb Maj with unmeasured tremolo. Fig 4 gives 
an atmosphere of motionless, and this type of 
voicing creates a very unique colour. It would 
be even better if the low C at the double-bass 
could be played an octave lower; more and 
more players are now equipped with a special 
device on the fourth string that accomplishes 
this. 

At Fig. 5, this whole-tone scale (E Aug 5) 
will naturally create a feeling of lightness em-
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ADVERTISEMENT 

Roland Breaks New Ground in Guitar Effects Processing 
and Keyboard Technology. 

BOSS Intros CH-1 the New 
Standard in Chorus Effects 
Pedals 
The BOSS Division of Roland 

Canada Music is pleased to announce 
the introduction of the CH-1 Super 
Chorus Effects Pedal. The versatility 
of this product comes from the adjust¬ 
able control functions and the engi¬ 
neering expertise of BOSS. 
Adjust your Effect Level, EQ, Modu¬ 

lation Rate and Depth to create a 
wide array of chorus effects. 

The precision with which these para¬ 
meters can be controlled allows you 
to style your own special sound. 
Stereo Outputs enable you to mas¬ 

ter that impressive spatial stereo chorus 
effect. You can fill any room with this 
big, full-bodied sound. 
What- No Noise? This new circuitry 

delivers a full bandwidth frequency 
response with a Signal to Noise Ratio 
that offers the sound quality you would 
expect from more expensive rack¬ 
mount units. Electronic switching 
eliminates all the "Clicks," "Pops," and 
noise often associated with other foot 
pedals. 
Don't forget the 5 Year Warranty 

on BOSS Pedals. Over 5 Million have 
been sold world-wide. 
After all, it's your sound. Don't Settle 

for second best. Be subtle, Be Dra¬ 
matic, Be BOSS! 

Roland U-20 - A New Genera¬ 
tion Multi-timbral Keyboard 
The U-20 keyboard enables musi¬ 

cians to play realistic PCM sampled 
sound with the same convenience as 
playing regular synthesizer sounds. 
The U-20 uses the DI (Differential 

Interpolation) technology from Ro 
tandis S-Series samplers for high qual¬ 
ity sound reproduction. The U-20 

features 128 multi-sampled sounds 
stored in built-in ROM. This allows 
instant access to today's hottest sounds 
without the time required to load 
samples from disk. Sounds in the 

Powerful Keyboard with realistic 
PCM sampled sounds. 

U-20 include acoustic instruments such 
as pianos, brass, saxophones, strings, 
bass, drums and many synthesizer 
sounds. 
The selection of sounds covers the 

most widely needed sounds for di¬ 
verse styles of music. More sounds 
can be added to the U-20 by inserting 
ROM cards in the two card slots pro¬ 
vided. 
The U-20 can play up to 30 notes 

polyphonic. The multitimbral fea-
tureofthe U-20allowssixsounds plus 
a percussion section to play simulta¬ 
neously. This enables the instrument 
to perform complete ensembles when 
used with an external sequencer or 
computer. 
This also provides many powerful 

operating modes for the five octave, 
velocity and aftertouch keyboard. The 
keyboard can be split into six sections, 
which may overlap, each with a differ¬ 
ent sound. Imagine a keyboard split 
with piano and string section across 
the entire keyboard, trombones on 
the bottom half, trumpets in the middle 
area, and flutes on the top half. 
Unique Chord Play and Arpeggio 

functions can be set for each patch. 
Digital reverb and chorus are built in. 
Effect parameters, panning, and the 
on/off setting can be assigned inde¬ 
pendently for each sound patch. Ste¬ 
reo mix outputs and stereo direct 
outputs allow sounds to be assigned 
for independent processing . Power¬ 
ful features and high quality sounds 
make the U-20 the candidate for per¬ 
forming, composing and recording. 

The GP-16 Guitar Processor 
Provides a Multitude of 
Sound Possibilities 
Look no further, there are 16 im¬ 

pressive effects right on board.This 
rack-mount module does it all. Choose 
from any of the 16 effects below. Use 
them one at a time or up to 12 simul¬ 
taneously: 
Compressor, Distortion, Overdrive, 

Picking Filter, Step Phaser, Parametric 
EQ, Short Delay*, Chorus*, Flanger*, 
Pitch Shifter*, Space-D*, Auto-Pan¬ 
pot*, Tap Delay*, Reverb*, Line-Out 
Filter*, Noise Suppressor. (* denotes 
Stereo effect) 
Each of the 16 effects has its own 

parameters which can be precisely 
adjusted to fine tune your sound. The 
combination of effects and their 
respective parameter settings can 

The Power tool for Guitarists 

be stored in Patch Memory for recall. 
The GP-16 is equipped with two 

stereo output channels which can be 
designated and stored in each Patch. 
To eliminate "cross zero" distortion 
and further enhance sound quality 
the GP-16 employs the latest technol¬ 
ogy in Analogue/Digital conversion -
M.A.S.H. (Multi-Stage Noise Shap¬ 
ing)-
The GP-16 provides a wide array of 

sound creation possibilities. This unit 
delivers...both live and in the studio. 

It's The Power Tool for Guitarists. 

For more information on Roland 
products circle the reader response 
card # 46 ; contact your local author¬ 
ized Roland Dealer or write to Roland 
Canada Music Ltd. 13880 Mayfield 
Place Richmond, B.C. V6V-2E4 



Cold Calling 
How To Sell Yourself On The Phone 
by Greg McKenna 

It is becoming increasingly important for musicians to be sales people. The days of 
being discovered are not gone, but 

definitely limited. The creation of enjoyable 
music is not always enough, if you wish to 
make any money at it. Artists may wish to 
develop their skills in other areas. One of 
those areas is telemarketing. 

Cold calling, as it is commonly referred to, 
is difficult yet imperative work. More than 
just the discipline to make the calls 
consistently, one must understand the ele¬ 
ments of a successful call. 
RESEARCH 
Who makes decisions regarding music? Is it 
the creative director, the producer, the post 
production coordinator, the A & R person or a 
combination? Are tapes screened by an as¬ 
sistant first? 

Receptionists can be invaluable in provid¬ 
ing this information; if they don’t know they 
will most often forward you to someone who 
does. At this point you should set up a cold 
call sheet (see sample) for each company be¬ 
ing called, and keep it all in a binder for easy 
reference. 

Determine your most significant points, and 
use them in your sales pitch. Be honest with 
yourself. Don't make claims that you cannot 
live up to; this industry is too small—you 
won’t be around for long. 

Open your call with the usual pleasantries, 
and briefly explain who you are and why you 
are calling. Let the person called talk about 
themselves and what they are doing. People 
love to talk about themselves, and you will be 
better informed about them and the 
company. Through example, we will 
examine some reactions to the turns a cold 
call can take. 

“Larry" is a keyboardist, who has played 
with a well known Canadian band for a year, 
and has written music for two radio commer¬ 
cials. He has just finished work on a TV spot 
for a particularly vogue restaurant, and is 
calling ad agencies in the hopes of securing 
more work in this medium. 

“Judy Lee" 
“Hello Ms. Lee. my name is Larry Smith. 

I'm calling from Music Box; we're a music 
production company.” 

(politely) 
“Oh, I’ve never heard of your company.” 
“Well, we’ve been on the block now for 

about six months, and have been doing some 
interesting spots; both radio, and television. 
In fact, I just finished work on a ‘Down Town 
Diner’ TV commercial, which looks and 
sounds really good.” 

“Yes, I have seen some of those spots. 

They’re very interesting. Unfortunately, I 
can't help you. We are primarily print media, 
and though we did two radio spots, last year, 
we went with canned music from ‘Stock Au¬ 
dio’.” 

“We maintain a music library, and since 
most pieces are on computer, you can change 
the music’s pitch, tempo, and even its instru¬ 
mentation, however you would like.” 

"Really? That's interesting...” 
“Perhaps, we should get together, so you 

can hear my work. How is your day on Thurs¬ 
day.” 

“Good. 11:00 is best.” 
"Great. Good-bye.” 
The potential turns this conversation could 

have made were numerous, therefore we will 
explore only the most visible of them. 

The call was well opened, and all pertinent 
information was provided. Ms. Lee had not 

heard of Music Box, which may have caused 
Larry to lose his train of thought due to ex¬ 
pecting a different reply, or made him nerv¬ 
ous or defensive. Instead, he offered further 
information about his work. This secondary 
information kept the conversation going, and 
was interesting. It may have been a good bit 
of knowledge to offer, assuming Ms. Lee did 
not know that these spots were being done. 
People in business love to know what other 
businesses are doing. 

Ms. Lee was closing the conversation, 
when informing him that the small need they 
had for music was for stock music, which they 
had a supplier for already. Most people would 
have accepted this closing, and politely exited 
the conversation. Instead Larry showed not 
only that he had stock music, but that his was 
potentially better, as it offered the client cre¬ 
ative freedom. 

Sample 
COLD CALL SHEET 

Company name_ 

Con tact person/title_ 

Address_ 

Ph one n umber_ 

FAX number_ 

Date called_ 

Comments_ 

The call_ 

Enlarge this sample by 180% to create an 8W x 11" page. 
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Choose a Nady 650 VHFfor super features in a mid priced 
Diversity Wireless System. Hand-held Transmitter available 
with most popular elements. 

The Nady Instrument Transmitter is a familiar sight on stage. 

Nady. The Wireless behind the greats. Ä 

You name the group—chances are they’re 
running several channels of Nady Wireless 

on stage. These are the guys who can afford 
any wireless they want. Fact is, they insist 
on Nady. 

So should you. For the same reasons. In a 
side-by-side comparison, no other wireless is 
as quiet (we re 20 dB below the competition), 
or sounds as good. Thanks to our patented 
noise-reduction circuitry. 

And the Nady transmission link is the 
most dependable you can get. We have more 
experience with working bands than all of 
our competitors combined. Nine out of ten 
superstars rely on Nady Wireless—this was 
true a decade ago, and it’s true today. Our 
cutting edge technology and unrivaled quality 
keep Nady customers loyal. 

Choose Nady, just as the greats do. 
Because the road to the top is a little 

smoother with Nady Wireless behind you. 
Go for a hands on demo at your Nady 

Dealer. Or write us for more information. 

S.F. MARKETING INC. 
3524 Griffith, St-Laurent, Quebec H4T 1A7 
(514) 733-5344 or (514) 345-8858 



If sound is important in your life, sooner or later you will own a Bose Sound System. 
Whether you compose, listen or perform, it takes just one experience to know the 

highest quality comes from Bose. 

□ Concerts □ Churches □ Music Videos □ Dance Bands □ Solo Entertainers 
□ Schools/Universities □ Sports Events □ Disc/Video Jockeys 

□ Corporate Functions □ Clubs and Discos □ Restaurants/Lounges 
□ Nightclubs/Ballrooms □ Concert Hall/Auditoriums 

L Conference Centres/Meeting Halls U Cruiseliners U Cinemas/Theatres 
□ Outdoor/Environmental Applications □ Recreational Facilities 

□ Entertainment □ Stadiums/Sports Arenas 

Better sound through research. 

Dealer Enquiries Bose Ltd . 8-35 East Beaver Creek Road, Richmond Hill. Ontario L4B 1B3 Telephone (416) 886-9123 Fax (416) 886-9134 



Secrets of a Successful Soundcheck 
An Interview with Danny Sustar 

Danny Sustar 

by Glenn Reid 

Danny Sustar is a soundman with a 
wide variety of experiences. Holding 
down both a day gig at a recording 

studio (Round Sound) and a gig as house en¬ 
gineer at a night club, he still finds time to 
hire out his services to bands such as Danny 
Marks, Chuck Jackson and The Marauders, 
Bobby Dupont and many more. He’s just 
completed his second album project with 
Downchild, an album which he engineered 
and co-produced with Downchild alumni 
Donny Walsh and Pat Carey. Danny is a 
knowledgeable technician who loves his 
work. 

As a lead singer for fifteen years or so, my 
own technical prowess is such that you could 
give me pretty well any microphone present¬ 
ly available on the market, and roughly eight 
times out of ten I could tell you which end 
you’re supposed to sing into. After that point 
for me, however, the technical processes are 
a bit fuzzy. In speaking to Danny, the plan 
was to find out, in terms that even I could un¬ 
derstand, how a soundman goes about getting 
a good live sound—whatever the circum¬ 
stances and whoever the artist. Danny 
patiently took me through a process I’ve been 
through hundreds of time before, but never 
from the point of view of an engineer: sound 
check. 

“My foundation is always the kick drum. 
The kick drum sets the levels for everything 
else. If I can get a nice, focused, round sound 
on the kick drum, the rest will fall into place. 
Then I’ll bleed in the lead vocals. First song 
of the day that’s all I’m listening to, kick and 
lead vocals. Those will determine my top end 
and my bottom end. When 1 mix, 1 imagine a 
hemisphere of sound. You have left and right 
(where you want to place things from left to 
right), your top and bottom represented, and 
the other dimension, which is depth. How big 
or deep do you want a particular sound to be 
in relation to all the others? 1’11 use reverb to 
give that depth to certain sounds that seem to 
need it. With only a few toys to play with 
(reverb, a delay, a compressor) I’ll find that 
basically I’m working with the musician’s 
stage sound. I may use a little effect to put a 
particular sound in the slot I want it to be in, 
in the hemisphere I spoke of. 1’11 probably add 
some delay to the vocals, ’cause you want to 
sound big, of course. Top and bottom, left and 
right, and the depth: I get those elements all 
where I want them, then I’m happy.” 

Quite a bit different than a studio situation. 

“No question, In the studio you have sever¬ 
al luxuries that you never have live. The mix 
won’t change unless you change it. Here, if 

you add another hundred people, you have a 
totally different mix. All sorts of outside fac¬ 
tors come into it live. Humidity changes 
things. Even adrenalin alters your sound. If a 
band plays the same tune at the beginning of 
the night and then repeats it at the end, those 
are two completely different mixes. In the stu¬ 
dio you work on one mix and refine it. Live, 
you’ll go through several mixes in the course 
of one show. Also, of course, few bars have the 
kind of budget to dedicate to sound that a stu¬ 
dio does. Try to explain to a bar owner that 
you need a DDL!” 

What kind of venues have you been in re¬ 
cently? 

“1 did Bobby Dupont up at the Wayne 
Gretsky party and that was in a big tent, so it 
was kind of fun. 1 like outdoor sound. There 
are no walls reflecting anything back at you. 
It’s more controlled. What you hear coming 
out of the speakers is all you have to worry 
about. Nothing is bouncing around. It’s almost 
like the studio. In the studio, you’re trying to 
eliminate the walls. Get rid of the room. Out¬ 
doors there is no room. So you plant yourself 
in the middle of the speakers, get that left-right 
happening, making sure you’re at the focal 
point of the speakers (every horn, every 
woofer, has it’s own focal point), then go for 
your sound. Imagine that hemisphere, and fdl 
it in the way you want to. When you are inside 
there are always reflections. And that causes 
problems like phase cancellation.” 

What do you do when you run across 
phase cancellation? Do you push certain 
frequencies, or what? 

“Pushing it does no good. You’ve got to 
play with mic placements. Like the kick drum 
mic might have to be pulled back or the tom 
mies are too far off the toms. Tight mic them a 
bit more. Same with the guitar. Tight mic it a 
bit more. Because phase is always there. Phase 
is the same frequency coming at you from two 
different directions. They cancel each other 
out. The only way to combat that, short of 
redesigning the room, is by experimenting 
with the placement on stage.” 

So there you have it folks. A look at one 
soundman’s life as told to a guy who always 
thought hertz was something that put you in 
the drivers seat. 

A couple of weeks after I spoke to Danny I 
ran into a particularly bad case of phase can¬ 
cellation in my side-wash monitors at a gig. 
Understanding what it was, 1 was able to artic¬ 
ulate the problem better and our soundman 
knew right away how to correct it. 

Glenn Reid goes to sound school...one arti¬ 
cle at a time. Stay tuned. 
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Transmission Loss 
What, Where and Why? 
by Martin Pilchner 

Martin Pilchner is president of Pilchner Acoustical Planners and Contractors, partner of Sys¬ 
tems Solution Group, and an instructor at Trebas Institute of Recording Arts. 

In the April issue (Live Sound), we brief¬ 
ly touched upon various aspects of 
acoustics in general. Beginning with this 

issue’s column we will look at problems en¬ 
countered when attempting to put together 
the home production room, starting with the 
fundamentals — keeping sound in the room 
and keeping sound out of the room. If we are 
building an area to be our home production 
room or studio, it is important that any noise 
we create will not bother our neighbors, and 
any noise our neighbors create will not find 
its way onto our recordings. 

The ability of a barrier (wall, ceiling, or 
floor) to stop sound is a function of the barri¬ 
er’s “Transmission Loss Characteristic”. Or 
in other terms “how much energy is lost 
when the sound tries to transmit through the 
wall”. This is also an area of great confusion 
to the novice. To understand it properly one 
must understand the various ways in which 
sound may be transmitted through a barrier. 

There are basically four different ways in 
which sound will travel from one side of a 
barrier to the next. If the barrier is porous, 
sound will travel through the material; that is 
why materials which are good at absorbing 
sound are usually poor at isolating it. Sound 
may also cause a barrier to vibrate. In this 
case what is heard on the other side is not the 
original sound but rather a new one similar to 
the original caused by the vibration of the 
barrier. Another way sound may travel is if 
its energy creates compressional waves in 
the material. An example of this is to take a 
long steel rod and strike one end with a 
hammer; one would perceive sound 
emanating off of the opposite end. Finally the 
more devious problem is flanking path 
transmission. Flanking path means that the 
sound has found an alternate path of less 
resistance into the room. An example of this 
would be holes in the wall, cracks around 
doors or windows or, less obvious, a section 
of air-handling ductwork that couples the two 
rooms. 

Although theory is wonderful, and is the 
basis of what we do, how do we apply this in 
an economical way in building our production 
room? The general ruse of transmission loss 
is “mass-air cavity-mass”. Or, in other words, 
we make one side of the wall as heavy as 
possible, then we leave as great an air space 
as possible, and then we have another wall 
made as heavy as possible. In large control 
rooms solid concrete block is preferred be¬ 
cause it offers the most isolation for the least 
cost; however this is not practical for low-
budget studios, so multiple layers of drywall 

are used instead. 
In many cases the “less is more” concept 

also applies. Let us look at an example: If we 
have two walls separated by a 6" air cavity 
and each wall has a double layer of 5/8” 
drywall attached to its outside surface, the 
wall will reduce sound by 36.8 decibels (at 
500 Hz). If we have two walls separated by a 
12" air cavity and one wall has a double layer 
of 5/8” drywall and the other has only a single 
layer the loss will be 36.3 decibels. So in this 
situation if we can get the extra 6" of air cavi¬ 
ty we can reduce the materials required by 
25% and still have effectively the same trans¬ 
mission loss. 

If we fill the air cavity with some sound ab¬ 
sorptive material such as fiberglass, it helps 
absorb the energy between the walls and can 
improve the transmission loss by as much as 
6 decibels (6 decibels in relation to sound 
pressure level is basically double, thus a 56 

decibel transmission loss is double that of 50 
decibel transmission loss.) 
Stopping sound really falls into two 

categories; stopping air-born sound, and 
stopping structure born sound. Large scale 
studios require great attention to detail and 
care in construction to have effective 
isolation. Basically what is done is, a room is 
built ‘floating’ inside the existing room. 
Floating means that the room is cushioned 
from the existing structure on springs or 
rubber/neoprene blocks. 

There are literally hundreds of types of 
wall, floor, ceiling assemblies that all have 
distinct characteristics. In future issues we 
will examine in greater detail the most 
practical types to use in the construction of 
the home production studio, including tips 
and short cuts to maximize your use of 
materials. 
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Kaysound’s Ensoniq Innovations 

The VFX Dynamic Component 
Synthesizer is essentially six com¬ 
plete sound sources, digital effects 

processor and MIDI keyboard controller in 
one instrument. 

The VFX has 21 voices dynamically as¬ 
signed to as many as six different waves, each 
with dual multi-mode digital filters, three 
eleven-stage envelopes, an LFO, 15 modula¬ 
tion sources, and each is routable to a dynam¬ 
ic dual effects processor with many modula¬ 
tion possibilities (a wave with all of these as¬ 
sociate parameters is called a voice in VFX 
terminology). This in effect gives the player 
six complete synthesizers that can be stacked 
in any configuration. 

The VFX has 109 distinct waveforms occu¬ 
pying the 12 Megabits (1.5 Mega-bytes) of 
ROM, including multi-sampled acoustic in¬ 
struments, sustain waveforms with harmonic 
and inharmonic structures, unlooped percus¬ 
sion samples, attack transients and more. 

The VFX is the first instrument to feature 
Ensoniq's custom VLSI (very large scale in¬ 
tegration) digital signal processor microchip. 
This 24 bit chip was specifically designed to 
provide a full range of effects including 
reverb, chorus, flanging, delay and others. 
One of the key features of the VFX digital 
processor is its ability to provide real time 
performance control over the effects, so 
reverb depth can be modulated with Poly¬ 

Key pressure or flanging sweep controlled by 
the mod wheel. 
The EPS-M Performance Sampler Module 

was designed specifically for use with MIDI 
keyboards and MIDI guitar, percussion and 
wind controllers. It includes all of the fea¬ 
tures of the EPS keyboard, plus 1 Megaword 
on internal RAM. fully-functioning SCSI port. 
8 programmable polyphonic solo outputs and 
on-board multi-track sequencer. 

The EPS-M supports the Poly. Omni. Mul¬ 
ti. Mono A and Mono B modes. With 20 voices 
and up to 8 simultaneous MIDI channels in. 
the EPS-M is capable of supporting several 
external controllers at once. Direct Memory 
Access (DMA) permits sounds to play while 

additional sounds are loading. 
Ensoniq has introduced the first collec¬ 

tions in a continuing series of custom-
deisgned sampled sounds for the EPS Per¬ 
formance Sampler. 

The first release in the Signature Sound 
Series consists of six different collections 
created by Nile Rogers, Claude Gaudette, 
Craig Anderton. David Hentschel, Paul Jack-
son Jr., and John Robinson. The sounds for 
this series were created using the latest digit¬ 
al recording techniques. 

For more information, contact: Kaysound 
Imports Inc., 2165-46e Ave.. Lachine, PQ H8T 
2P1. 

Erikson 
Announcements 

Pearl has developed the Competitor 
series of drums constructed of all 
birch shells and reinforced hard¬ 

ware. acoustically and cosmetically similar to 
Pearl’s Championship series. The Competitor 
series includes a 12x14 all-birch snare drum, 
two sets of trios and one quad, and six sizes 
of bass drums from 14x18 through 14x28. 

Pearl International has also announced the 
release of its 26-page, full-colour Marching 
and Concert Percussion Catalog. Among the 
new products included in the catalogue are 
Competitor series marching percussion, 
chimes, copper and aluminum professional 
timpani, and other marching and concert 
equipment. 

Floyd Rose, creator of the world famous 
Floyd Rose Tremolo, has perfected an in¬ 
board battery-powered sustaining device. 

Mounted in a Kramer American guitar in 
the neck position, the Floyd Rose Sustainer 
will sustain the fundamental note or harmonics. 

For more information, contact: Erikson, 
378 Isabey, St. Laurent, PQ H4T 1W1. 

Sabian Launches 

Signature Series 

The Jack DeJohnette Signature Series 
of cymbals Was developed over a two-
year period. Aiming for a very dark 

and extremely dry sound, they are neither 
lathed nor hammered. 

Jack DeJohnettes Signature Series cym¬ 
bals include a 14" Hi-Hat, 16" and 18" 
Crashes, a 20" Chinese and 20" and 22" Rides. 

The first to popularize Chinese cymbals in 
a rock context. Carmine Appice, along with 
Sabian, has developed an 18" Chinese cym¬ 
bal. 

During a recent visit to the Sabian plant. 
Carmine Appice had the opportunity to be¬ 
come involved in the development of the new 
Carmine Appice Signature Series Chinese 
Cymbal by Sabian. 

For more information, contact: Sabian Ltd., 
Meductic, NB EOH 1L0. 
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Yamaha ‘Heavy Wall’ Trumpets 

Yamaha has announced the introduc¬ 
tion of the newest entries to its fami¬ 
ly of professional trumpets, the YTR 

6345H/HS and YTR 6345HG-HGS, all with a 
.462 bore. They complement the .459 bore H 
series previously introduced. 

The 6345H/HS features a yellow brass bell, 
and the 6345HG/HGS, a darker sounding 
gold brass bell. Features include a heavy 

brass, hand-hammered, one-piece bell and a 
unique nickel/silver alloy in the two-piece 
valve casting with a specially designed 
mouthpipe receiver. Also incorporated are 
Monel valves and brass valve guides. 
For more information, contact: Yamaha 

Canada Music Ltd., 135 Milner Ave., Scar¬ 
borough, ON MIS 3R1. 

New 
Prezmith Devices 

The lthru4 is a small and rugged 4-
output MIDI thru box, providing 
multiple MIDI feeds without intro¬ 

ducing data delays. It is supplied with a 9VAC 
power adaptor. 

The lof2 MIDI line selector should be used 
whenever disconnecting or interchanging 
MIDI cables is necessary. One MIDI jack is 
routed to either of two MIDI jacks with a sin¬ 
gle toggle switch. This device requires no 
power supply and will allow data to pass in ei¬ 
ther direction. 
The HpAl high output MOSFET 

headphone amplifier and the HpD6 6-output 
headphone distribution box can be purchased 
together or separately. The amplifier has 
been specifically designed to handle the very 
low impedance loads that result when many 
sets of headphones are connected in parallel. 
In the mono mode, it can be used as a two in¬ 
put instrument practice amplifier. 

For more information, contact: Prezmith 
Engineering, 50 Carroll St., #304, Toronto, 
ON M4M 3G3. 
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Beyer Wireless 
Infrared Headphone System 

Beyer Dynamic has announced the 
IRS690 infrared system. The DT690 
headphones feature the large dia¬ 

phragm transducers, with magnets made of 
Neodyne, that are used in the recently intro¬ 
duced DT990-PRO. As the front end of the 
system, the IS960 transmitter provides an ex¬ 
tremely wide angled transmission path and 
high power to avoid reception difficulties. 

On the receiving end, the infrared lens is 
mounted at the top of the headband, allowing 
freedom of movement without listening in¬ 
terruptions. The headphones also feature a 
built-in battery with overload protection, a 
volume control and channel switching be¬ 
tween stereo, left and right. The audio fre¬ 
quency transmission range is 20 Hz to 20,000 
Hz. with nominal harmonic distortion reach¬ 
ing less than 1%. 

The package also includes a dummy head 
for system storage as well as a combined 
power supply for both the transmitter and re¬ 
ceiver. 

The IN690 slave transmitter, that can ex¬ 
tend the system range for multi-room listen¬ 

ing, will be available shortly. 
For more information, contact: Elnova Ltd., 

325 Clement St. W. LaSalle, PQ H8R 4B4. 

Extra 
Protection 
from Cobra 

Cobra Road Cases is introducing its 
new shock mount racks, to be added 
to its already existing line of road 

cases. The “King Cobra Shock Mount Series” 
is manufactured out of either ABS or 
fibreglass coated plywood, and equipped en¬ 
tirely with recessed handles and locks to en¬ 
sure that the protective case as well as the 
equipment inside have a long life. 

Cobra is also introducing a line of cymbal 
cases. Currently being utilized by Gil Moore 
of Triumph and Tom Stephen of the Jeff 
Healey Band, these protective cases feature 
aluminum double edges, steel corners, re¬ 
cessed hardware and ABS fibreglass design. 
For more information, contact: Cobra 

Cases, 3858 Chesswood Dr., Downsview, ON 
M3J 2W6. 

THE INDUSTRY’S LEADING TRAINING PROGRAM 

Portable Keyboards. 
Singing an asset. 

CALL 
1-403-437-0508 

Successful candidates 
must play two 
of the following 
instruments: 
Guitar, 

mr. 
entertainment 

is presently recruiting 

MANAGEMENT 
TRAINEES 

Take Serious Training. 

If You Take Music 
Seriously... 

Commercial Music Performance • Audio Engineering • Music Production • Video Production • Music 
Theory and Arranging • Electronic Music and Synthesizers • Audio Production • Technique »or Video • 
Entertainment Business • Sound Reinforcement • Audio Electronics • Effective Communications • 
Instrument Tutorials • Vocal • Piano • Guitar • Homs • Saxophone • Bass Guitar • Drums/Percussion 

THE INSTITUTE OF COMMUNICATION ARTS is a registered trade school under 
the apprenticeship and Training Development Act for British Columbia. 

For further information: K ▲ THE INSTITUTE OF COMMUNICATION ARTS 
I.C A Institute. Second Floor 34 West 8th Ave. Vancouver. B C V5Y 1M7 (604> 876-0451 

KI jk INSTITUTE OF COMMUNICATION ARTS 
ONE & TWO YEAR CERTIFICATE PROGRAMS/PART-TIME STUDIES 

Eligible for Cdn. Fed. & Prov. Loans recognized by U.S. Dept, of Ed. & eligible for 
U.S. student loans 
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Roland Innovations: 
W-30 Workstation and More 

The W-30 Workstation has the same 
sampling technology as the Roland 
S-Series samplers, for 16-bit digital 

to analog conversion. The unit features a 
ROM section containing frequently used 
sounds such as piano, bass, drums, etc. To 
supplement these sounds,, the W-30 features 
a RAM section with sampling memory equal 
to that of an S-330. Users can sample their 
own instruments and effects, or take advan¬ 
tage of any S-Series disks, including those of 
the extensive Roland Sound Librabry, via a 
conversion process. Sounds from ROM or 
RAM can be utilized with 16-voice polyphony 
to layer or independently play eight parts at 
once and eight individual, polyphonic outputs 
are provided so that voices may be processed 
in groups or individually. 
The W-30 is equipped with a 16-track 

sequencer. Each track can play up to 16 MIDI 
channels at one time for a total of 256 inde¬ 
pendent, simultaneous parts. The sequencer 
can be programmed in real time from the 61-
key velocity and pressure-sensitive key¬ 
board. or in step time. 
The Roland D-5 Linear Arithmetic (L/A) 

Synthesizer is an entry level keyboard de¬ 

signed for users who want an easy-to-use 
keyboard that will satisfy their needs as their 
capabilities expand. 

Featuring the same L/A sound source as 
Roland’s D-10, D-20 and D-110 synthesizers, 
the D-5 contains 128 preset and 64 user-pro¬ 
grammable tones as well as 63 built-in drum 
and percussion sounds. 

The GS-6 Digital Guitar Preamp is a rack-
mountable, all-digital processor combining 
pre-amp functions with built-in effects. 
The pre-amp section of the GS-6 features 

an eight-stage drive selector which allows us¬ 
ers to duplicate sounds of a wide variety of 
amplifiers including Marshall, Mesa/Boogie, 
Fender and Roland, in addition to traditional 
pre- and post-gain and 3-band equalizer con¬ 
trols. The GS-6 also features built-in digital 
effects, including four different chorus modes 
with a feedback control for creating flanging 
effects, a panning delay with up to 999 
milliseconds of delay time, and eight reverb 
modes. 

The GS-6 also provides noise suppression 
and hum cancellation. 

The GR-50 is a fully-integrated guitar 
synthesizer, sound source, and MIDI 

convertor in a single-space rack module. 
Used with the new GK-2 synthesizer Driver, 
a compact guitar synthesizer pickup designed 
for use with the GR-50, the system allows 
guitarists to use their favourite guitar, includ¬ 
ing those with locking tremolo systems. 

Because the interface and sound module 
are built into one unit, tracking is instanta¬ 
neous and accurate for guitar playing tech¬ 
niques from soft rhythm accompaniment to 
fast, sweep-picking leads, allowing guitarists 
to retain their stylistic subtleties. The GR-50 
also features real time control of the amplifi¬ 
er and filter cutoff frequency, timbrai cross-
fade through velocity and smooth, accurate 
string bending. 
The GR-50 employs the same multi-

timbral L/A (Linear Arithmetic) synthesis 
technology popularized in the D-20, D-10 and 
D-100 synthesizers. Available sounds include 
128 preset instrument sounds, 63 drum and 
percussion sounds, and 64 user-programma¬ 
ble sounds and digital reverb effects are built 
into the unit. 

For more information, contact: Roland 
Canada Music Ltd., 13880 Mayfield PL, Rich¬ 
mond BC V6V 2E4. 

/ 

Pickups 
3496 Vanness Ave. 
Vancouver, B.c. 
V5R 5A9 

111 Granton Dr. 
Richmond Hill, Ont. 
L4C 4X8 

378 isabev 
St. Laurent, Que. 
H4T1W1 

Seymour Duncan 
brings you a revolutionary breakthrough 

in pickup technology. Developed for use with locking 
tremolo systems, the TREMBUCKER's™ correct string 

spacing and unique 12 pole piece design combine to 
surround each string with a rich magnetic field. This pickup 
will dramatically increase the tone and responsiveness of a 

guitar equipped with a Floyd Rose or similar locking tremolo 
unit. Made with a hot balanced coil winding and Alnico 1/ 

magents, the TREMBUCKER'" delivers a fat rock-n-roll attack and 
sizzling harmonics. The TREMBUCKER™ features 4 conductor 

wiring for added versatility. 

For more information on this and any other pickups in 
Seymour's extensive line up, contact your nearest Seymour Duncan 
dealer. 

Distributed in Canada by: j 
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New Casio, Alesis From TMI 
Casio Inc. introduced several new el¬ 

ectronic keyboards intended to ap¬ 
peal to all consumers from the begin¬ 

ner to the more accomplished musician. 
Model SA-1 is a mini-sized keyboard 

geared for the beginner. It has an 8-bit PCM 
(pulse code modulation) sampled sound 
source and a built-in speaker. The SA-1 has 
100 different instrument sounds...all listed on 
the face of the instrument. This 32 mini-key, 
two-note polyphonic keyboard also has 19 
background rhythms and 13 accompaniment 
patterns, all PCM. The SA-1 is battery oper¬ 
ated. 

Model SA-20 is a mid-size version of the 
SA-1 keyboard with two built-in speakers. 

Model MT-740 is Casio's first 61-key mid¬ 
size keyboard. It has 12-bit PCM (pulse code 
modulation) instrument sounds with a 
unique “Tonebank” capability that makes up 
to 465 sound combinations (listed on the face 
of the keyboard) possible. 
The MT-740 has 20 background rhythms 

using 46 PCM sound sources. Another fea¬ 
ture of the unit is the Casio chord system fea¬ 
turing 16 sounds. The keyboard has real time 
music memory and is MIDI compatible. 

A standard size keyboard, the CT-650 is a 
10-note polyphonic and has dual speakers 
with stereo delay and panning. The CT-650 
has 12-bit PCM instrument sounds with 
“Tonebank” layering capability. Other fea¬ 
tures include 20 background rhythms using 
46 PCM sound sources; the Casio Chord 
auto-accompaniment system; and real time 
and operation memory. The keyboard is 
MIDI compatible. 
Alesis, manufacturer of the HR-16 Drum 

The Sansui WS-X1 is a 6-track cas¬ 
sette recording workstation. It in¬ 
cludes a 6-channel multi-track re¬ 

corder, 8-channel stereo mixer. 2-channel 
master recorder, and built-in digital delay 
line effects. This self-contained studio also 
features memory (for rehearsing and punch¬ 
ins and -outs and editing), Dolby B/C noise 
reduction. ±20% pitch control, solo monitor 
switch, effect send/return, two processor cir¬ 
cuits, and two headphone outputs. It is also 

Machine and the Quadraverb multi-proces¬ 
sor has announced the release of the Alesis 
1622 monolythic mixing console. 
The 1622 features 16 independent chan¬ 

nels, of which eight are equipped with XLR 
inputs, and a rugged 19" frame that can be 
rack mountable. 

All channels include complete equalization, 
cueing and six independent effect sends. 

For more information, contact: TMI. P.O. 
Box 279, Port Coquitlam, BC V3C 3B7. 

available as a stand alone unit, the MR-6, 
without the mixer, mix-down deck, or digital 
effects. Also available from Sansui are the 
MX-12 12-channel mixer, the SY-1 sync con¬ 
trol unit, the WS-G10 10 band graphic 
equalizer, and the CD-M12 12-disc automatic 
compact disc player. 

For more information, contact: Omnimedia 
Corp. Ltd., 9653 Cote de Liesse, Dorval, PQ 
H9P 1A3. 

Sansui Musical Electronics 

Ask about the 
Prezmith 1thru4. It s 
probably the most durable 
and reliable midi thru box 
you’ve ever seen. 

Prezmith 
Engineering 
50 CARROLL ST, SUITE 304, TORONTO M4M 3G3 (416) 461-4891 

3 EXTRA STRINGS 
IN EVERY SET! 

DISTRIBUTED IN CANADA 
EXCLUSIVELY BY 

PEATE MUSICAL 
6410 Abrams St., St. Laurent, PQ H4S 9Z7 

CANADIAN Mt SK IAX 77 



chorus (sine wave and sawtooth), tremolo 
and phaser. The Macro Edit function allows 
for simplified adjustment of the fundamental, 
harmonics, attack and release of the wave 
form. The player can choose from three dif¬ 
ferent stretch tuning curves and eight option¬ 
al velocity curves. 

The MK-60 sports a 64-note, weighted key¬ 
board and an Octave Shift function that al¬ 
lows access to a full 88-note range. It offers 
two stretch tuning modes for realistic har¬ 

monic beating, bass and treble equalization, 
chorus and tremolo, and an Auto-Bend func¬ 
tion which replicates the natural dynamics of 
the original Rhodes hammer-and-tine gener¬ 
ator design. The MK-60 also features Key 
Shift for simplified transposition, and MIDI 
compatibility with the ability to send program 
changes to connected MIDI instruments. 

For more information, contact: Rhodes, 
13880 Mayfield Place, Richmond, BC V6V 
2E4. 

he RC235 Stereo Chorus Combo Am¬ 
plifier features footswitchable chan¬ 
nels and stereo chorus with 70 watts 

of power, two 10” Jaguar loudspeakers, and 
Maximum Overdrive and Super Clean chan¬ 

nels. 
For more information, contact: Exclusive 

Musical Products Canada Ltd., 2100 
Ellesmere Rd., #205, Scarborough, ON M1H 
3B7. 

New From Randall 
Stereo Chorus Amp 

Rhodes has announced the release of 
the MK-80 and MK-60. two new dig¬ 
ital keyboards continuing the heri¬ 

tage of the classic Rhodes electric pianos. 
Both the MK-80 and MK-60 feature four dif¬ 
ferent Rhodes piano sounds: Classic — an au¬ 
thentic reproduction of the original Rhodes 
sound with its thick, sustaining tone: Special 
— a custom variation of the Rhodes sound 
which features low frequency distortion with 
full-bodied midrange and treble response; 
Blend — which combines low-frequency dis¬ 
tortion with a sharp attack in the mid/high 
frequency range; and Contemporary — a re¬ 
production of popular synthesized electric 
pianos, characterized by a crisp, brilliant 
sound with highly defined overtones. In addi¬ 
tion to the Rhodes voices, the MK-80 and 
MK-60 both offer acoustic and electric grand 
pianos, clavinet and vibraphone sounds. 

The top-of-the-line MK-80 incorporates a 
full 88-note keyboard, with weighted, oil¬ 
damped action. A three-band equalizer with 
parametric midrange is provided, along with 
three different on-board signal processors — 

Rhodes Returns 
With Two New Digital Keyboards 

Simon Phillips 
could've asked anyone 
to make his drumsticks. 

He chose Pro-Mark. 

When "The Who” 
called on Simon 
Phillips for their 

current world tour, 
Simon called on 
Pro-Mark again. 

The Simon Phillips 
707 is 16'A inches 
long and Vu> inches 

in diameter. 
Available in USA 

hickory or Japanese 
oak, wood or nylon 

ball-shaped tip. 
Send $8.00 for 

a sample pair or 
visit your favorite 

retail dealer. 

Send $2 for 
new color catalog. 

pro-mark 
• The World’s Class Drumsticks 
KHF Craighead Drive • Houston, Texas 77025 

713/666-2525 

RMS 
SHEDDING LIGHT 

ON THE 
ENTERTAINMENT INDUSTRY 

Fixtures 
Lamps 
Gels 

Stands 
Dimmers 

Controllers 
Cabling 

Followspots 
Smoke Machines 

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

- Effects for Stage and Night Clubs-

100 WATTS TO 100.000 WATTS 
Design Assistance Available 

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

Maritimes and Western Provinces 1-800-387-5300 
Fax (416) 298-0225 
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surimial KIT 1 
Music Directory Canada '88 
will help you track down managers, agents, record companies, music publishers, radio stations and more to the tune of over 
3,000 listings in 50 categories. 

Some Straight Talk About The Music Business 
Mona Coxson discusses, in no uncertain terms, what the right manager can and will do for you. She emphasizes the need for ■ 
a working knowledge of contracts, booking agents, unions, keeping books, filing income tax returns, and promo and publici¬ 
ty, for a start. There's lots more too 

Relax! Your worries are over thanks to 

THE MUSICIAN'S 

Stressed out because you can't 
find the right manager? Or any 
manager for that matter! And 
would you know a good 
manager if you fell over 
one in the street? 

Canadian Musician 
is devoted to Canadian musicians everywhere. From Product News and Reviews to practice tips and business advice, CM 
monitors the progress, attitude and techniques of Canada's most promising artists. 
Separately, Music Directory Canada '88 ($24.95), Some Straight Talk About The Music Business ($19.95) and a one year's 
subscription to Canadian Musician magazine ($15.00) sell for $59.90. (If you're already a Canadian Musician subscriber, 
you can renew your subscription with this offer.) 

Order The Musician's Survival Kit now and pay only $39.95 plus $3 for shipping and handling. 

Send me The Musician's Survival Kit today! 
Name_—_ 
Address_ ... . 
City--
Prov_Code_ 
Phone Number (_)_ 
SEND TO: CM BOOKS 
3284 Yonge St., Toronto, ON M4N 3M7 

□ I've enclosed my cheque or money order for $_ 

Charge to my: VISA □ M/C □ AM/EX □ 
Ca rd N o_—-
E X p i ry D a t e-
S i g n a t u re___ 

□ Bill me for $42.95 

CARD HOLDERS CALL TODAY! (416) 485-1049 



Welcome to our newest department! Effective immediately, and retroactive to its inception, 
all entries we receive for SHOWCASE will automatically be submitted to Rock Rookies, 

on which selected acts will be featured. 
(See announcement in First Takes, elsewhere in this issue.-Ed.) 

Carmen Westfall 

• Carmen Westf all • 
Style: Country 
Contact: Reba Records 
P.O. Box 56, Station “N” 
Toronto, ON M8V 3T2 
Talk Around Town is the name of the inde¬ 
pendently produced and distributed album 
that arrived on my desk as a submission to 
SHOWCASE from one Carmen Westfall— 
singer, songwriter, guitarist. It’s an album 
that she’s gotten a lot of mileage out of, in 
spite of the lack of affiliation with a major la¬ 
bel. 

This is a nearly flawless album. Burlington, 
Ontario native Carmen Westfall has a power¬ 
ful voice—rich, full and definitely special. 

Her songwriting, too, is special, five of the 
ten songs are her own and two are co-written 
with J.G. Knight. 

This is pretty much straightforward urban 
country music, but Carmen’s traditional 
country and western roots are all over it. as 
well as such traditional instruments as banjo 
(played by Carmen and her producer/co-pro-
ducer, David C. Burt), steel guitar, lap steel, 
piano, dobro, fiddle and...a rather non-tradi-
tional synthesizer! 

Perhaps this music is a tad too ‘real’ for 
contemporary commercial markets, but I’ll be 
interested in seeing what the future holds for 
Carmen Westfall and her band. The Tex-
Tones. 

• Duane Stanley Smith • 
Style: Rock 
Contact: 1-1386 West 13th Ave., 
Vancouver, BC V6H 1N8 
(604) 731-7253 
Twenty-eight year old Duane Stanley Smith 
works in a pharmaceutical warehouse during 
the day and writes songs at night; not for 
much longer, 1 predict. Of the incredible 
number of tapes, etc. that we’ve received in 
the short time since we introduced SHOW¬ 
CASE, this is absolutely one of the most ex¬ 
citing. Excellent vocals—emotional, power¬ 
ful; dynamic arrangements; dangerously 
tight performances...but the bottom line is the 
songs, and these ones sparkle. It’s hard not to 
get carried away with praise. 

Duane plays guitar, but is mainly into sing¬ 
ing and running, a combination that he 
recommends in order to develop a strong vo¬ 
cal ability. The simplicity and directness of 
his lyrics are also worth noting. 

The style here is commercial rock, and for 

those of us who do not consider ‘commercial’ 
to be the opposite of ‘good’ or ‘artistically val¬ 
id’ (necessarily) this is convincing stuff, deli¬ 
ciously under-produced. Remember that 
name—Duane Stanley Smith. You'll be hear¬ 
ing it again. 

• The Barra MacNeils • 
Style: Contemporary, traditional 
and Celtic folk 
Contact: John Meir, Island Management 
P.O. Box 603 
Picton, NS BOK 1H0 
(902) 485-8828 
Comprised of three brothers, Kyle, Stewart 
and Sheumas ( 1. to r.) and their sister Lucy, 
the Barra MacNeils hail from Sydney, Nova 
Scotia. The instrumentation is piano 
(Sheumas); guitar, mandolin and violin 
(Kyle); bass guitar, pennywhistle and 
harmonica (Stewart); as well as Lucy on 
violin, bodran ( a traditional drum) and harp. 
All four sing, and have been performing 
professionally for about seven years. 

You’re not likely to see any of these songs 
tearing up the Billboard charts, folks. None¬ 
theless, their independent album, entitled 
Back In The Stream, is a work that has been 
carefully crafted with loving attention. In ad¬ 
dition to traditional songs that have been ar¬ 
ranged by the group, there are some beautiful 
originals. There are both vocal and instru¬ 
mental renderings here, all flawlessly exe¬ 
cuted. 

It’s enough to bring a tear to the eye of ex¬ 
patriate maritimers (like me), or charm the 
ears and hearts of those even relatively unfa¬ 
miliar with this beautiful musical style. 

If you are unsigned and would like to be a part of SHOWCASE, send us a complete bio, glossy black and white 
photograph (don’t forget to name the people in the photo) and a cassette of your music. 

Also include an address and phone number where you can be reached. All materials submitted to SHOWCASE will be 
sent automatically to Rock Rookies, a syndicated radio show featuring unsigned acts. 

Send your complete package to: SHOWCASE, Canadian Musician, 3284 Yonge St., Toronto, ON M4N 3M7. 
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ROAD CASES - Factory Direct 
Prices, Free Delivery - Keyboard 
Cases $89, Rack Cases $83 (Ca-

FOR SALE 

HAMMOND ORGAN - 125XL 
- EXCELLENT CONDITION. 
Complete with music and ear¬ 
phones. $1200 or best offer. (416) 
277-8504. 

HELP WANTED 

PART-TIME INSTRUCTOR 
required for Music Recording 
School in areas of Business 
Management, Producing, and 
Audio Engineering. Please send 
resume to Trebas Institute of Re¬ 
cording Arts, 410 Dundas St. E., 
Tor. ON M5A 2A8, (416) 966-
3066. 

WANTED 

VINTAGE GUITARS WILL 
BUY, SELL OR TRADE -
Fender and Gibson electrics. '55 
Fender Stratocaster SB. '57 
Fender Stratocaster SB. ’64 
Stratocaster-Cherry. ’59 Gibson 
Les Paul-Standard. '58 Gibson 
Flying-V. '48 Fender 
Broadcaster. '59 Les Paul Junior. 
MANY MANY MORE! Call (416) 
420-6380 or write to: PO Box 
327, Canadian Musician, 3284 
Yonge St.. Toronto, ON M4N 
3M7. 

PRODUCTS 

ACCOUSTIC COILS make it 
easier! Sound reinforcement in¬ 
serts for wind instruments. 
Greater resonance, focus, 
projection. $35.00 (U.S.) each. 
Immediate supply. AAIIRR Air 
Accoustics, 1234 South Quince 
Way, Denver, Colorado 80231, 
USA (303) 751-0673. 

nadian Funds). Gig Bags, Soft 
Rack Bags, Drum Bags, Studio 
Furniture & Acoustic Foam. Ma¬ 
jor U.S. supplier. Call or write for 
free catalogue. (515) 563-0633. 

CREATIVE 
SERVICES 

CREATIVE GRAPHIC DE¬ 
SIGN for album covers, bro¬ 
chures, catalogues, & 
promotional literature. Whitney 
Graphics, 3284 Yonge St., Toron¬ 
to, ON M4N 3M7 (416) 485-8292. 

SERVICES 

DOUG THOMPSON GUI¬ 
TARS: Custom building, resto¬ 
rations and repairs Write: Box 
841, Nelson B.C. VIL 6A5 Tele¬ 
phone (604) 359-7724. 

THE TWELFTH FRET 
GUITARIST’S PRO SHOP, 
repairs and restorations to all 
fretted instruments. Builders of 
fine handmade electric and 
acoustic guitars. Repairs ac¬ 
cepted from across Canada. We 
mail-order Gibson, Fender, 
Ibanez, Charvel, Kramer, Martin, 
Norman, and Simon and Patrick 
guitars. Plus multitrack, effects, 
amps, etc. by Fender, Marshall. 
Randall. Rockman, Alesis, Fostex 
multitrack, Shure, Samson. ADA, 
Digitech, DOD, Boss, Roland, 
ETC. at low, low prices. Write 
920 Kingston Rd, Toronto, ON 
M4E 1S5. (416) 694-8162. 

LEARN TO PLAY GUITAR at 
home at your own pace. We have 
instructional tapes & books by 
such artists as: Vivian Campbell. 
Rik Emmett, Malmsteen, George 
Lynch and from such names as 
Hot Licks, Star Licks, Lightning 
Licks and rock performance mu¬ 
sic. Send for your free catalogue 
today. Morelli's Music, 361 12th 
St.E., Owen Sound, ON N4K 1W1 
(519) 376-5533. Dealer inquiries 
invited. 

MUSIC VIDEOS!!! We produce 
professional music videos at 
great prices. For quotes and ide¬ 
as call Dave at Straiton Films 
(416) 323-9679. 

MUSIC VIDEO - Get the Big 
Picture. Broadcast Quality. See 
our demo reel or our work on 
Much. Grants accepted. (416) 
533-3855. 

DEMO YOUR SONG UNDER 
$200. Write for info, or send for 
sample tape ($5.00 refundable on 
first order). August Night Music, 
PO Box 195, 250 St. Helens Ave.. 
Tor, ON M6H 4A4. 

PERSONAL RECORDING 
SERVICES - Attention 
Songwriters & Film Soundtrac 
Composers. 16 Track 1", Mac/ 
MIDI, Lock to Video, Flexable 
Rates. (416) 533-0704 Gadi. 

DAVE SNIDER MUSIC CEN¬ 
TRE LTD. "Music Books and 
Sheet Music Specialists” “Al¬ 
ways on Display" 20,000 
Publications. Come in and 
browse or send $3.50 (Cheque or 
Money Order) and receive our 
150 page catalogue (of Music 

Books and Sheet Music) plus a 
$2.00 coupon deductible on any 
order. VISA and Mastercard ac¬ 
cepted by phone or mail. 3225 
Yonge St., Toronto, ON M4N 2L3 
(416) 483-5825/5332. 

PUBLICATIONS 

CANADIAN MUSICIAN 
BACK ISSUE PACKAGES: 
Recording — studio setup, con¬ 
struction, techniques, 6 issues 
$9.95; Do It Yourself — prac¬ 
tice amp, fretless bass, PA mixer, 
percussion, 6 issues $9.95; Tak¬ 
ing Care of Business — jingles, 
publicity, radio promo, record 
deals, musician’s money, over¬ 
seas markets, 9 isues $15.95. 
PLUS Bryan Adams (6/$9.95); 
RUSH (5/$8.95); Honeymoon 
Suite (4/$7.95). SINGLE 
COPIES TOO! Most back is¬ 
sues available, $2.75 per copy; 
discounts on large orders. 

For free, complete listing, con¬ 
tact: Canadian Musician. 3284 
Yonge St., Toronto. ON M4N 
3M7 (416) 485-8284. VISA. 
MasterCard & American Ex¬ 
press accepted. 

IF YOU’RE LOOKING FOR 
AN INEXPENSIVE WAY TO 
ADVERTISE YOUR SMALL 
BUSINESS TO A LUCRA¬ 
TIVE MUSIC MARKET 
LOOK TO OUR CLASSIFIED 
SECTION OF CANADIAN 
MUSICAN MAGAZINE. 
Rates: $.90 per word. Minimum 
$15.00. Frequency discount: 3 
ads- 4%, 6 ads-8%, 12 ads-12%. 
Payment In Advance. Visa, 
MasterCard & American 
Express accepted. Contact Lori 
Laviolette, Canadian Musician, 
3284 Yonge St. Toronto, ON 
M4N 3M7 (416) 485-8284 
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Photography 

High quality, low cost 
photographs — Fast 
Any quantity 
Available in glossy or matte. 
Colour or black & white. 
Ask for your free customized 
kit today. 

f G 
GALBRAITH REPRODUCTIONS 

201 DUFFERIN STREET 
TORONTO, ONTARIO 

M6K 1Y9 
(416) 531-6913 

PUBLICITY PHOTOS 
100 prints 8” X 10" 

$99.00 Block & White 
$155.00 Colour 

from supplied negative 
— samples upon request + 

12% FST & Ontario residents + 
8% PST. Mail orders accepted 
with payment and $11.00 for 

shipping. 

Plum Laboratories 
209-259 Dufferin Si., Toronto, 
ON M6K 1Z5 (416) 535-5227 

Music Stores 

CANADA S ONLY RETAIL 
MUSIC WAREHOUSE 
—OPEN TILL 9:00— 

WATCH FOR OUR 
GIGANTIC 
EXPANSION 

9201 YONGE ST 19 GLEN WATFORD DR 
RICHMOND HILL. ON SCARBOROUGH. ON 

(416) 889-6382 (416) 293-7739 

Consultants 

mona coxson 
Music Career Consultant 

EXPERT (it IDWCE OX ALL 

Mt SIC-RELATED CAREERS 

performing • songwriling 
alternate careers in the music 

business 

By UTOI\TME\TO\M 
25 Mab.Ur V... Suit,- 2615 
Llin»rt.m. Ontario M<>\ n I 

Phon«-: ( 116) 233- I7OO 

Record Manufacturers 
CANADA'S LARGEST 

CUSTOM MANUFACTURER 
OF RECORDS,TAPES 
& COMPACT DISCS 

WHEN ONLY THE BEST 
WILL 00 . . . 

cinram 
2255 Markham Road. Scarborough. Ont 
M1B 2W3_ 7? (416) 298-8190 

Creative Services 
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We’ve got Designs 
on You 
Contact: 

Art Director-Christopher Offen 
or Katherine Whitney 
(416) 485-8284 
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CONTACT: 
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(416) 485-8284. 

From wispy cigarette smoke to stage-filling 
clouds, Rosco’s 1500 will never quit smoking. 
Never! 

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

Rosco Laboratories Ltd. 
1271 Denison Street, #66 
Markham, Ontario L3R 4B5 
(416) 475-1400 
Other offices in: New York, Hollywood, 
London, Madrid, Tokyo and Lisbon 

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

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

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

rosco 



Add a little mix to your future. 
Upgrading your band’s mixing capabilities 
is now easier and more affordable with our 
new 61PM Power Mix 

Weighing a mere 25 pounds, the 61PM is the 
smallest, lightest power mixer in its class. 

A MOSFET amplifier delivers 200 watts into 

There’s even a “wet” stage monitor mix for your 
singer, using the reverb-to-monitor feature. And it's 
backed by the best service plan in the industry. 

Your future as a band rests upon the quality and 
presentation of your music. Stop in at your local EV 
dealer and start shaping that future today. 

ElectroVoice 

a MARK IV company 

600 Cecil Street, Buchanan. MI 49107 Phone: 616-695-6831 
In Canada: Mark IV Audio Canada Inc., P.O. Box 520, 
Gananoque, Ontario K7G 2V1 Phone: 613-382-2141 

4 ohms for plenty of headroom . . . and full 
compatibility with EV stage systems and N/DYM “ 
microphones. 

Anti-clip circuitry utilizes our patented 
PowerLock ", for protection from distortion 
and speaker damage . .. while a 
9-band graphic EQ on the output 
and a 2-band channel EQ deliver 
optimum tone control. 

It also has two individual sends 
on each channel, channel inserts, and 
separate inputs for either tape or CD. 



It’s Time To 
Rack Up Another Hit. 

It’s hard to follow a great act. Expectations run 
high. The performance must be flawless. When we 
decided to carry the legacies of our LA-2A, LA-4 
and 1176LN into the next genera¬ 
tion, we knew exactly what we 
were getting into. 
Our new 7110 Limiter/Com-
pressor incorporates the char 
acteristics of its predecessors, 
is the natural addition to a 
legendary line and has all the 
potential to become a major 
nit in its own right. The 7110 
combines both peak and aver 
age limiting action, producing 
smooth, predictable RMS style performance like the 
LA-2A and LA-4 with the precise automatic peak 
control of the 117ÓLN. 
The 7110, with our exclusive program dependent 
Smart-Slope;’' gives you adjustable compression 
curves from 1.5:1 through infinity:!. You set 

threshold, attack, release time and output level -
the 7110 automatically rides the gain with split 
second response. 
To make set up as simple as possible, we’ve included 
an Automatic Preset function. Punch the button 

oh the front panel-the 7110 automatically 
di faults to program dependent attack 
and release times, and presets the peak 
threshold and ratio to consistently used 
settings. Perhaps the best news of all, the 

7110 products crystal clean sound and is virtually 
transparent. 
Just another limiter/compressor? We don’t believe 
so. After you’ve heard it for yourself, we think you’ll 
agree. Stop by your local JBL/UREI dealer and give 
it a listen. And, get ready to rack up another hit. 

UREI 
ELECTRONIC 
PRODUCTS 

smooth predictable RMS 
style performance of the 
LA 4 with the precise 
automatic peak control 
of the 1176LN. 
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