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Alias 
AKA CANADA’S HOTTEST NEW BAND 

Sneaky James 

Solving GroúndingIülitches 
She Future of MusicIËducation 
Opportunities in Children’s Music 



□ Fully accredited by ACCET 

CTR€BAS 
IDSTITUTG OF RECORDinG ARTS 

AWARD 1989 AND 1990 
NOMINATED BEST 

RECORDING SCHOOL 
IN THE WORLD 

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

□ Highly selective, two-year training 
program 

□ Campuses throughout North America 

□ Current theory mixed with practical 
hands-on training 

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

□ All classes taught by qualified, working 
professionals 

□ Job placement assistance 

□ Financial assistance available 

FIRST STEP 
TOWARD 

A CAREER 
IN THE 

USIC BUSINESS 



THE SOUND OF THE PROFESSIONALS®.. .WORLDWIDE 
A.C. Simmonds & Sons Ltd., 975 Dillingham Road, Pickering, Ontario, 416-839-8041 



CALLING ALL MUSICIANS! 
DON’T MISS THE 20TH ANNIVERSARY JUNO WEEKEND 

IN VANCOUVER 

SOME OE THE KEY EVENTS 
FRIDAY, MARCH 1 
KEYNOTE ADDRESS 

JOE SMITH I PRESIDENT AND CEO, CAPITOL-EMI MUSIC, INC. 

SEX, LIES, MUSIC AND THE LAW 
A PANEL OF LEGAL EXPERTS, MODERATED BY LAWYER AND CANADIAN ACADEMY OF RECORDING ARTS AND SCIENCES 

PRESIDENT PETER STEINMETZ. 

PANEL ON ARTISTS CONTRACTS AND THE PROS AND CONS OF SIGNING IN CANADA 
SPONSORED BY MUSIC EXPRESS MAGAZINE 

KEYNOTE ADDRESS 
GLOBAL MUSIC MARKETING 

stewart McAllister / chairman and group executive, hmv international 
RADIO PANEL 

A DAY IN THE LIFE OF A PROGRAMMER 

SATURDAY, MARCH 2 
TALENT, TOURING, SPONSORSHIP SEMINAR 

LEADING FIGURES IN THE MUSIC INDUSTRY DEBATE THE PROS AND CONS OF SPONSORSHIP AND TOUR PACKAGING VERSUS SHOWCASING 
AMONG A MYRIAD OF OTHER TOPICS OF INTEREST TO ARTISTS WHO SPEND A GOOD PART OF THEIR LIVES ON THE ROAD. 

RADIO WORKSHOP I MARKETING AND PROMOTION 
PAT BOHN AND ASSOCIATES 

PAT BOHN, VANCOUVER'S LEADING LIGHT IN RADIO CONSULTANCY WHO NUMBERS MANY OF CANADA'S TOP FORTY RADIO STATIONS AS 
CLIENTS, MODERATES A PANEL OF EXPERTS IN THE FIELD OF RADIO MARKETING AND PROMOTION. 

THE RECORD’ S MUSIC INDUSTRY AWARDS LUNCHEON 

SUNDAY, MARCH 3 
MARKETING YOUR MUSIC AND YOURSELF 

SPONSORED BY CANADIAN MUSICIAN MAGAZINE 
MODERATED BY JOE OWENS / VP OF MARKETING BCL ENTERTAINMENT 

ADDITIONALLY THERE ARE PIANS FOR ROCK ’N’ BOWL AS WELL AS SHOWCASES INCLUDED FOR YOUR EVENING’ S ENTERTAINMENT. 

RATES: MUSIC IAN' S SPECIAL $100 + $7 GST: 
THIS ENTITLES YOU TO ONE GENERAL ADMISSION PASS TO THE RECORD S MUSIC INDUSTRY CONFERENCE, 

AS WELL AS TO WESTEX, THE WEST COAST MUSIC EXPOSITION. 

TO REGISTER BY MAIL. SEND CHECK TO THE RECORD, 
BOX 201, STATION M, TORONTO, CANADA, M6S 4T3 

MAKE CHECK PAYABLE TO: THE RECORD'S MUSIC INDUSTRY CONFERENCE INC. 
TO REGISTER BY PHONE, CALL (416) 533-9417 AND PROVIDE VISA, MASTERCARD OR AMERICAN EXPRESS NUMBER 

AND EXPIRY DATE. 
TO REGISTER BY FAX. (416) 533-0367 AND PROVIDE CREDIT CARD INFO. 

$90 HOTEL RATE AT THE HOTEL VANCOUVER. CALL < 604 > 684-3131. 
STATE THAT YOU WILL BE ATTENDING THE RECORD S MUSIC INDUSTRY CONFERENCE. 

CONTACT YOUR TRAVEL AGENT NOW TO BOOK AIR CANADA DISCOUNTED SEATS (REQUEST RESERVATIONS 
THROUGH AIR CANADA CONVENTION CENTRAI. SERVICE AT 1-800-361-7585, QUOTING CONFERENCE 

REGISTRATION # 91-230). 
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Michael Dwyer and James Mahaffey (left and 
centre) of Sneaky James, with David Henman. 
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Available exclusively at all Long & McQuade Stores; 
925 Bloor St. W. Toronto. Ont. (416) 588-7886 
828 Wilson Ave., Downsview, Ont. (416) 630-1625 
1311 Tecumseh Rd. E.. Windsor. Ont. (519) 252-3442 
757 Corydon Ave., Winnipeg. Man. (204) 284-8992 
445 Simcoe St. &. Oshawa. Ont. (416) 686-0663 
10204-107th Ave., Edmonton. Alta (403) 423-4448 
1664 West 4th Ave., Vancouver. B.C. (604) 734-4886 

2812 Quadra St.. Victoria B.C. (604) 384-3622 
8790-120th St., Surrey. B.C. (604) 594-9421 
1505-17th Ave. S.W.. Calgary. Alta (403) 244-5555 
2424 Dewdney Ave., Regina Sask. (306) 569-8501 
437-2nd Ave. N.. Saskatoon, Sask. (306) 664-1966 
1744 Midland Ave.. Scarborough, Ont. (416) 751-9709 
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Now! Experience the electronics behind 
the MIDI revolution as you build your 
own computer-controlled music center 

Only NRI’s innovative, at-home training 
in Electronic Music Technology gives 
you hands-on experience with the 
equipment that's revolutionizing the 
music industry—Atari ST Series 
computer with built-in MIDI ports, 
Casio HT-3000 synthesizer with 
advanced MIDI operations, and 
ingenious MIDI software that 
links computer keyboard to 
synthesizer keyboard—all 
yours to train with and keep! 

This year, over $1.5 billion 
worth of digital electronic 
music instruments, from 
keyboards to drum 
machines, will be sold in 
the U.S. alone. Enthusi¬ 
asts everywhere— 
professional musicians 
and recording 
technicians, even 
people who have 
never touched a musical 
instrument before—are discovering the 
excitement of today’s electronic music 
technology. 

At the heart of this excitement is MIDI 
(Musical Instrument Digital Interface), an 
innovation that’s transformed musical 
instruments into the ultimate computer 
peripherals.. .and opened up a whole new 
world of opportunity for the person who 
knows how to use, program, and service 
this extraordinary new digital equipment. 

Now NRI’s breakthrough Electronic 
Music Technology course puts you at the 
forefront of this booming new technology 
with exclusive training built around a MIDI-

computer-
controlled music center. 
With its tremendous power, superior 
graphics capabilities, and built-in MIDI 
interface, the 16/32-bit Atari ST has almost 
overnight become the computer of choice 
for today’s most knowledgeable electronic 
musicians. 

Your Casio HT-3000 synthesizer features 
a five-octave, MIDI-compatible digital 
keyboard with built-in monitor speakers, 
advanced tone editing and writing, pattern 
memory, keyboard split, tone and rhythm 
banks, chord memory, and dozens more 

with the hand-held digital multimeter 
also included in your course. 

No previous electronics or music 
experience necessary 
No matter what your background, 
NRI gives you the skills you need 
to take advantage of today’s 
opportunities in electronic music 
technology. 

With your experienced NRI 
instructor always available to 
help, you master the basics of 
electronic theory step by step, 
gaining the full understanding 
of electronics that’s now so 
essential for technicians and 
musicians alike. 

You move on to analyze 
sound generation tech¬ 
niques, digital logic, 
microprocessor funda¬ 
mentals, and sampling 
and recording tech¬ 
niques... ultimately 
getting first-hand 
experience with today’s 
explosive new 
technology as you 

explore MIDI, waveshaping, patching, 
sequencing, mixing, special effects, and 
much more. 

Plus, even if you’ve never been involved 
with music before, NRI gives you enough 
basic training in music theory and musical 
notation to appreciate the creative potential 
and far-reaching applications of today’s 
electronic music equipment. 

equipped computer, MIDI synthesizer, and 
MIDI software you keep. 

Dynamic new technology opens up new 
career opportunities 

state-of-the-art capabilities. 
Plus you get ingeniously designed MIDI 

software that opens up amazing new 
creative and technical possibilities... you 
actually build your own 4-input audio 

Send today for FREE catalog 
If the coupon is missing, write to 

NRI School of Electronics, 330 Progress 
Avenue, Scarborough, Ontario M1P 2Z5. 

mixer/amplifier.. .and you test the elec-

Electronic Music Technology 

Age Name 

Address 

□ 
□ 
□ 
□ 
□ 

□ 
□ 
□ 
□ 

tronic circuits at the core of 
today’s new 
equipment 

NRI training includes an Atari ST 
computer, Casio synthesizer, exclusive 
MIDI software, and much more— 
all yours to train with and keep! 
(TV not supplied) 

Microcomputer Servicing 
TV/Video/Audio Servicing 
Security Electronics 
Basic Electronics 

Computer Programming 
Desktop Publishing and Design 
Fiction/Nonfiction Writing 
Bookkeeping & Accounting 

City/Prov./Code_ 
Member of Private Career Education Council 

The opportunities are unlimited for the 
person who’s trained to take advantage of 
today’s electronic music phenomenon. Now 
you can prepare for a high-paying career ;is 
a sound engineer, recording engineer, or 
road technician... even start your 
own business selling and servicing 
today’s high-tech musical 
instruments. Or simply unleash 
your own musical creativity with 
the breakthrough training and 
equipment only NRI gives you. 

Only NRI gives you hands-on 
training with todays MIDI technology 
The Atari ST Series computer included in 
your course becomes the heart of your own 

McGraw-Hill Continuing Education Center 
330 Progress Avenue, Scarborough, Ontario M1P 2Z5 
Main Office: 4401 Connecticut Avenue, Washington, DC 20008 

Y Check One FREE Catalog Only 





CLIMAX-COLLECTION Vol 1 « VOCALS* 

EM E3 Q CT 
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{664 Digital Studio Samples} 
Contains the standard-vocals (ooh, ah, oh, mmh, etc) 

multi-sampled. Different timbres (clean voice, powerful 
soul voices, rock lady, etc). The ultimate sampling CD 
for human vocal sounds - no limits to your creativity! 

‘CLIMAX Vol 1 VOCAL CD $69.00 
(Cannot be applied toward multi-purchase CD discounts) 

(ALL PRICES SHOWN ARE IN U.S. DOLLARS, } 

THE ULTIMATE DIGITAL SAMPLING CDs! 
$59.00 each - Any two for $110.00, or three for $160.00 
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KEYBOARD or GUITAR 
CHORD COMPUTER 

$49.00 ecb 
Pocket-sized calculator displays keyboard or guitar on which you can instantly show all common chords 
and inversions, notes of all major scales, melodic ascending and descending minor scales, harmonic 
minor scales and all augmented and diminished triads as well as diminished 7th chords - and it transposes 
all chords and scales up and down by half steps. An indispensable aid. Size: 3 3/8" x 4 7/8" {Batteries included.} 

SONIC IMAGES 
VOL 1 : DRUMS, PERCUSSION, MUSICAL EFFECTS 
288 Sounds organized in 24 Drumsets and 9 instrument 
categories, includes 24 short demos. 

VOL 2: PERCUSSION SPECIAL {290 Stereo Samples} 
Asian, African, Latin and Other Percussion Instruments 
(Including: Waterdrum, Surdo, Bougarabou, Dondo, Rain Stick, Djun, 
Marimbula, Tibetan Crotales, Sourouba, Chinese Opera Gong, and more) 

VOL 3: STACK SOUNDS A {216 Stereo Samples} 
VOL 4: STACK SOUNDS B {247 Stereo Samples} 
Each volume contains 24 stereo stacks consisting of 4 to 8 
layers of; Symphonic Orchestra, Strings, Brass, Flutes, 
Piano, 12 String Guitar, Harpsichord, Choir, Historical 
Instruments, HighEnd Synth Sounds & more... 

VOL 5: MUSICAL EFFECTS {243 Stereo Samples} 
Percussive, Acoustical & Electronic Effects. Including; 
Orchestra Hits, Tibetan Monks, Whale Screams, Japanese 
Flutes, African Percussion Effects, Cobra Strike, Space 
Clusters, VCS 3, Moog FX and much more... 

VOL 6: GRAND PIANOS {404 Stereo Samples} 
Steinway “D”.the classic - no comment needed 
Bosendorfer.concert grand, rich sounding 
Bechstein “EN”.the famous german concert grand 
Seiler MIDI Grand.very bright sounding 
Klavins Mod. 370.12-foot upright piano the World’s 

largest stringed instrument! 
SONIC IMAGES Demonstration CD Disk $10.00 (+ $4.00 S/H). 

Features audio examples from all six volumes. 
{Refundable toward the purchase of 2 or more CDs.} 

im 

Q9 

MASTER imrs 
SAMPLING COLLECTION 500 
{528 Synth & Drum Samples in Stereo} 

M1 • D-50 • K1 • K5 • DX7II • • K-1000 • ESQ-1 
PPG 2.3 • FZ-1 • MiniMOOG • TR-808 • Alesis HR-16 

Simmons SDS-5 • Linn 9000 • plus more. 

SAMPLING COLLECTION 600 
{649 Stereo Digital Studio Samples} 

Waldorf-Microwave • Korg T1 • Proteus-XR 
Akai S-1000 • Kawai K4 • VFX • Prophet VS 

Oberheim X-pander • Roland CR-78 • plus more. 

SAMPLING COLLECTION 800 
{830 Stereo Digital Studio Samples} 

Ensoniq VFX • EMUII • Kurzweil PX-1000 Plus 
Roland R-8 • • Oberheim Matrix 1000 

Kurzweil HX-1000 • Casio VZ-1 • Roland MKS-70 
Casio FZ-10M • Korg M1R • plus more. 

VALHALA PRODUCTS ARE AVAILABLE DIRECT ONLY-NOT IN ANY RETAIL STORES! 
DIRECT ORDER FORM Mail to; VALHALA Box 20157-CM Ferndale, Ml 48220 I SHIPPING I it HANDLING INFO 1 

CANADA add $12.00 Shipping/Handling per order. 
No Personal Checks ■ Banks Checks in USA Funds, 
payable thru a USA bank are OK. (Canadian orders 
paid by Canadian Postal Money Orders in USA funds 

processed immediately.) Continental USA $4.50 S/H. Mich 
res. add 4% tax. Alaska, Hawaii and PR $12.00 S/H. 
All other Countries add $25.00 S/H plus $3.50 for each 

additional item ordered. 
Payments must be in USA FUNDS drawn on a USA bank! 

Business hours 9am ■ 5pm Monday-Friday {EST}| 

QTY PRODUCT DESCRIPTION PRICE EXTENDED 

•• Prim or Type Information •• SubTotal $ 
Ml 4% Tax $ Name 

Street 

Card #_ 

Exp. Date_ 

Signature_ 

SHIPPING $ 
Extra Shipping $ 

City TOTAL $ 
State_ Zip_ 

Area Code/Daytime Phone_ 

^VOICE: (313) 548-9361? 

FAX: (313)547-5949^ 
\_J 

Minimum ( 
ChargeCard 

order LgUl 
$20.00 1 

Copyright ' I990 Steven C Streebing All Rights Reserved Studio Series. International Gold. Sound Patch Library and ESQ I Bible are trademarks of Valhala Music 



The Human Element 

C ould you tell me the dates of next year’s 
Maritime Music Awards, as well as the loca¬ 
tion? I have not attended, as yet. Also, do you 
know of any openings for permanent jingle 
writers or staff songwriters in Toronto? 

yazidi 

Sackville, NB 

See “First Takes, "elsewhere in this issue 
for an update on the East Coast Music 
Awards/Conference. Our Music Directory 
Canada, available through CM Books (416) 
485-1049, lists jingle production com¬ 
panies, as well as publishing and record 
companies. — Ed. 

East Coast Music Awards 

Equality and the Drummer 
I read with appreciation and interest your 
recent article "Technology and the drum¬ 
mer: Marriage or Divorce” by Christopher 
Gudgeon (CM December ‘90). The eleven 
“heartbeats” mentioned, which “give the 
music life”, certainly have and will continue 
to earn “respect for the man behind the kit.” 
But what about the woman behind the kit? 

No offense! The context of the article was 
very cleaT, and the content very precise and 
informative. Mr. Gudgeon is a good writer. 
Had he inserted “and woman” in the phrase 
“the man behind the kit,” that would have 

been enough. 
The eleven men spotlighted by Canada's 

premiere music magazine have certainly 
earned their accolades. My observations 
cannot detract at all from their achieve¬ 
ments. These guys are extraordinary. But 
women play the drums. And some of them 
are exceptional. 

‘Ridiwid 
Audio To Go 
Toronto, ON 

A Ithough all of our conversations to date 
have been nothing but agreeable, 1 feel com¬ 
pelled to take a different stance to the one 
you took in the December '90 issue of CM. 
Of course, I’m sure you knew you’d get 
letters! 

I’d like to point out 
that technology does 
not force non-tech 
music into obsoles¬ 
cence. On the contrary, 
there are probably 
more recordings avail¬ 
able of more styles of 
music today than at 
any other time. Record 
sales prove there is 
room for all. Also, 
there arc those 
proponents of guitar, 
for example, that con¬ 
tend that amplifying it 
removes the "natural” 
tone of the instrument 
and also removes the challenge to use one's 
fingers as the sole source of dynamics and 
tonal expression. Time marches on. 

Regardless of the appl ication for a new tech¬ 
nology, it still takes skill and practice to use it 
in a way that makes people attracted to listen 
over and over. Although the ratio of all-tech to 
non-tech songs in the Top Ten may fluctuate, I 
don't think it would be inaccurate to assume 
that there are very few (if any) records that do 
not see a computer as even a small component 

of their construction. 
When the computer is used as a recording 

and playback device, it is only marginally 
different from an analog multi-track re¬ 
corder, which was criticized as a “real music 

destroyer” upon its in¬ 
troduction, yet we 
have come to accept it 
as commonplace. It is 
still an art and a skill to 
use either, and some¬ 
one must play or as¬ 
semble the parts. 
Technology, like 

fire, can be both an 
enemy and a friend, 
and the skillful 
operator creates a 
piece of work that 
draws attention to the 
song and artist, 
without the average 
listeners concerning 
themselves about its 

origin. In my opinion, it isn't machines, but 
humans, that make a recording sound in¬ 
human. 

There is room for all creators, from all 
origins, and their acceptance also depends 
on the responses of (guess who?) humans. 

SttAtt dldat 
Vice President. A&R 

Attic Records Ltd. 
Toronto, ON 

For a free brochure and information: 
STICK ENTERPRISES, INC. 
6011 Woodlake Ave., Woodland Hills, CA 91367 
TEL: (818) 884-2001 FAX: (818) 883-0668 
Stick, The Stick. The Chapman Stick, Touchboard. Grid, 

and The Grid are trademarks ot Stick Enterprises and are 

protected by U.S. and foreign registrations. 

full range Touchboard™ instrumenté^. 

Photo of: Nick Beggs, of Ellis, Beggs & Howard, the 

English rock band. 

Also in production: 
• '‘Baritone” and "Double-Bass” tunings. 

• The Grid® fingerboard MIDI controller 
with regular Stick strings, and also with 
ten uniformly thin strings. 

Now in oak 
and other hardwoods, 
with rear-adjustable 
truss, and stainless 
steel Fret Rods? 
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<CANAD1AN Musician 
PRESENTS 

TAKÍN* 

OF BUSINESS 
SUNDAY MARCH 17,1991 
ONTARIO ROOM • ROYAL YORK HOTEL, TORONTO • 9 A.M. - 5 RM. 

A one-day seminar giving you the facts on: 
• Getting started • Unions, managers, promoters • Financial matters, demos, touring ‘Money management • Making a record: the 
demo, the contract • Promotion & marketing • Breaking the international market • Merchandising, sponsorship & endorsements 

GET THE INSIDE SCOOP FROM THE INSIDERS THEMSELVES 

Bob Roper Richard Flohil JoAnnKaeding Jake Gold Heather Sym John Martin Stephen Stohn 
Elephant Records Flohil & Associates Director, International, Elek- Manager, Tragically Hip FACTOR Director of Programming, MaJarthy Tetrault 

tra Entertainment, New York MUCH MUSIC 

Added Attractions: 
Moderator: Joe Owens, V.P. Marketing, C.P.I. 

• Demos submitted will be forwarded to leading Canadian 
A&R representatives 

• Cocktail reception will allow for opportunities to meet 
panelists and make contacts 

Registration Fee: $80 (includes $5.23 GST) Registration Deadline: February 28,1991 

Cheque or money order made 
payable to: Canadian Musician, 
3284 Yonge St., Toronto, ON 
M4N 3M7 
Credit card holders can register 
by phone or fax: (416) 485-8284, 
FAX (416) 485-8924 
□ VISA □ MASTERCARD 
□ AMEX 

PLEASE REGISTER ME FOR TAKIN’ CARE OF BUSINESS 
Enclosed is my payment for ticket(s). Please send me the details. 

Name 

Company_ 

Address 

City_Prov/State_ 

Code/Zip_Phone ( ) 

Card Number: 

Signature:_Expiry Date:_ 



Boss SE-50 Stereo 
Effects Processor by Richard Chycki 

oss has entered the digital multi-ef¬ 
fects race with their new SE-50. A 
half-rack size unit (with one of those 
annoying external AC adaptors), the 

SE-50 offers an impressive cross section of 
quality and features. 

This unit is a stereo in, stereo out device, 
i.e. it processes signals in true stereo for 
several of its algorithms. Normally found in 
processors many times its price, à la Even¬ 
tide H3000, stereo processing allows for 
spectacular reverb, pitch shifting and delay 
effects that maintain all of the stereo image 
present at the input of the processor. 

A healthy 28 different algorithms are avail¬ 
able: Reverbs (halls, rooms, plates, ambience, 
gates, stereo), delays (stereo, multis, tapped), 

modulation (chorus, stereo flanger and 
phaser), pitch shifters (stereo, multi), vocor-
der, enhancer, rotating speaker simulator, 2-
channel mixer (with EQ and noise gate on 
each strip and chorus, stereo tap delay, ‘verb) 
and several ‘verb/‘verb, echo/‘verb, 
chorus/'verb combinations. Again, that true 
stereo input allows for great routing pos¬ 
sibilities for those echo-on-the-left-reverb-
on-the-right programs. To utilize the avail¬ 
able processing power to maximum ad¬ 
vantage, the SE-50 operates at two different 
sampling rates, 48kHz and 32kHz, depend¬ 
ing upon the complexity of the algorithm in 
use. The resultant operating bandwidth is 
20kHz and 15kHz respectively. 

The sound quality of the SE-50 is excellent. 

with single effects algorithms shining the 
most. Real-time MIDI control is possible for 
a number of the 128 patches, as well as MIDI 
bulk dump and load capabilities. Sadly, the 
distortion tone in the guitar multi-algorithm 
was a substantial disappointment when used 
direct with the line driver function as recom¬ 
mended. 

The Boss SE-50 offers innovative fea¬ 
tures for its price range, most notably the 
stereo input system. Sound quality is very 
good. Overall, a big bang for the buck. 

For more information, contact: Roland 
Canada, 13880 Mayfield PL, V6V2E4(604) 
270-6626, FAX (604) 270-6552. 
Richard Chycki is a Toronto-based 

guitarist!songwriter. 

B 

Mesa/Boogie 
Mark IV Combo Amplifier ~ by Richard Chycki 

esa/Boogie has long upheld a reputa¬ 
tion for its innovative Rolls-Royce 
approach to guitar amplifiers. The 
Mark IV is an all-tube tri-modal 

amplifier that is the culmination of six years 
of research and development based on the 
extremely successful Mark III amp intro¬ 
duced in 1984. First impression is that this 
amp is loaded, really loaded, with features; 
the front and rear panels are stuffed to the 
hilt. Boogie claims that the Mark IV is “the 
last amplifier you will ever need to buy.” 
That is just asking for the Canadian 
Musician acid test, so... 

This unit packs a sophisticated tri-model 
preamp section with much more control over 
each mode than its predecessor. The Rhythm 
I (clean) and Rhythm 2 (crunch) modes 
share only the bass and mid controls; gain 
and treble controls remain isolated. Boogie’s 
reasoning is that the treble control, being the 
predominant tone modifier — combined 
with the voicing of the Crunch mode — 
limits the effectiveness of the lower controls 
in that mode anyway. Bright and fat pull 
switches complement Rhythm 1 and 2 
respectively. 

The Lead mode that put Boogie on the 
map is a separate entity in the Mark IV. 
Extreme tonal versatility is available, thanks 
to the complement of fat, bright, and har-
monics/midgain (rear panel) switches com¬ 
bined with the bass/mid/treble controls. 
Note that unworldly amounts of gain are 
possible in this mode. But more on that later. 

Two effects loops are available, one that 
is programmable and switchable for one or 
two of the three modes and one that is con¬ 
tinuously active. These feed into the tradi¬ 
tional Boogie 5-band graphic EQ. Like the 
loop, the EQ is also programmable, with 
automatic activation possible for the 
Rhythm 2 mode and footswitchable in con¬ 
junction with the Lead mode. 

The versatility of the power amp section 
clearly indicates its importance in the tone of 
the amp. Class A or Simul-class operation is 
possible for outputs ranging from 30 to 75 
watts RMS. Class A runs only the two outer 
power tubes, biased so that they operate 
throughout the entire waveform for a rich 
harmonic output when clipped. EL 34s can 
be used in these sockets rather than 6L6s for 
that British crunch. As well, these tubes can 
run in triode or pentode configurations for a 
soft or hard clip. Simul-class engages the 
inner pair of 6L6s that combine their output 
with the others via a special proprietary out¬ 
put transformer. 

“Tweed Power” mode reduces the operat¬ 
ing voltage of the entire amplifier to give its 
overdrive characteristics a more “brown” 
quality (isn’t that the word Eddie uses to 
describe his sound?). It supposedly reduces 
the output marginally but greatly increases 
tube life. The power reduction also 
fácil itates the use of a quartet of 6V6s for that 
“Deluxe” tone. 

Three separate presence circuits, one for 
each mode, round out the power amp sec¬ 

tion. Voicing pull switches for additional bite 
are available for the Rhythm 2 Lead modes. 

For channel switching, an unusually 
rugged footswitch is included. It accesses all 
three preamp modes as well as EQ and ef¬ 
fects loop switching. Jacks on the rear of the 
amp can interface it to a variety of MIDI 
controllers to automate its functions as re¬ 
quired. 

With such an impressive list of features, 
one would expect this amp to deliver any 
sound imaginable. It does. With very little 
effort, I had clean sounds so ‘Fender’that the 
tolex was turning into tweed right in front of 
me. The Crunch mode is especially...com¬ 
manding, reminiscent of a hyper Lee Jack-
son modified Marshall. Lead mode is gain 
city. Maxxed, it’s uncontrollable, although 
the manual warns that such use will cause 
noise and control problems. But hey, I had 
to try it. Set correctly, the Mark IV really 
sings with blistering sustain. The 12” 
Electro-voice challenges most stack rigs. 
And lo and behold, a recording output that 
sounds killer when run directly into a con¬ 
sole. 

It’s great to see such a well-designed, 
self-contained tube amp in this day of 300-
FX-at-a-time-digital-whosamawhatsits. The 
old adage of “quality, not quantity” really 
shines through the Mark IV with every note 
played. Ten out of ten all the way!! 

For more information, contact: Mesa/Boogie 
Ltd., 1317 Ross St., Petlauma, CA 94954 (707) 
778-6565, FAX (707) 765-1503. 
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YOU CAN EITHER BUY TEN OF THESE 

OR YOUR FIRST PROFESSIONAL WIRELESS SYSTEM. 
Is there a choice? No one wants to get 

tangled up in guitar cables any more. And 
“affordable” wireless systems always cost 

Enough said. Just that VLP is available 
in Instrument, Lavalier and Hand-Held 
systems. And at this price, no one else even 
comes close. 

SAMSON 

more money and deliver a lot less 
performance than you were hoping for. 

Now you have a choice. VLP from 
Samson, the company that gives more 
people the freedom of wireless than 
anyone else in the world. 

VLP is the only VHF wireless 
system that delivers professional 
touring sound and RF performance 
— for the obviously affordable price 
of $299 (Cdn.)* 

’Suggested list price price for VLP Instrument system. 

C Copyright 1990 Samson Technologies Corp 

9653 Cote De Liesse. Dorsal. Quebec H9P 1 A3 
TEL (514) 636-9971 FAX (514) 636-5347 





SWR Baby Blue 
Combo Bass Amp by Dave Freeman 

WR’s Baby Blue combo is a hybrid 
amp with a tube preamp and a solid 
state power amp. The unit is small 
(14.5” X 24.5” X 12.5”) and weighs 42 

lbs. It delivers 120 watts RMS @ 8 ohms and 
150 watts RMS @ 4 ohms. The cabinet contains 
two Bagend 8” drivers, one Bagend 5” cone 
tweeter, and a passive crossover. 

The front panel has separate passive/active 
inputs, input gain control with clip indicator, 
semi-parametric EQ, aural enhancer with pull 
EQ defeat, effects blend with pull bypass, 
master gain with clip indicator and an on/off 
switch. 

The rear panel has a speaker output, exten¬ 
sion speaker output, effects loop, line out, tuner 
out, balanced XLR output with level control 
and ground lift switch, and a switch for 
line/direct out. 

1 used my Ken Smith 5-string bass to test this 
amp. I set the EQ to defeat (flat), the input gain 

and master gain set just below clipping, bass 
volume on full, and showed no mercy. The amp 
exhibited a very natural smooth sound. It ac¬ 
curately reproduced the sound of my bass. The 
bottom was solid, fairly full, mids were even, 
and the highs were sweet, not harsh. There was 
no evidence of break-up until the amp was 
driven into clipping. It handled the low B ex¬ 
ceptionally well, considering it has only two 8” 
speakers for bottom end. 

The Baby Blue is a great combo amp. It is 
ideal as a practise, studio or small gig amp. 
Although it probably would fall short in 
volume for larger gigs, there is an output for an 
extension cabinet. The amp has all the features 
a player could want. It’s obvious SWR is atten¬ 
tive to the advice and requirements of bassists. 

For more information, contact: SWR, 12823 
Foothill Blvd., #F, Newburgh, NY 12550. 

Dave Freeman is a bassist/songwriter for 
The Critics, based in Toronto. 

s 

Alesis 1622 
Audio Console 

he Alesis 1622 audio console utilizes 
manufacturing technologies not 
regularly employed in high quality 
audio products, to pack a lot of power 

into a small, lightweight, inexpensive package. 
It has enough channels and extra features for a 
sophisticated mix, and it’s affordable. People 
who previously couldn't even begin to consider 
a mixer with this kind of performance should 
get very excited. 

This console really does sound good. After 
peeking inside I expected crosstalk problems. I 
was wrong. My ears believe all the printed 
specifications. As the manual says, the 1622 has 
the “superb, sweet sound normally associated 
with consoles costing many times more.” 

Headroom above zero VU seemed more 
limited to me than on other more costly con¬ 
soles, but with a signal to noise ratio this good, 
it won’t hurt to leave yourself some headroom 
below zero. Incidentally, the master output 
level is switchable between -10 and +14 dB for 
compatibility with just about anything. 

My primary design complaint about this 
console is that there are no clip lights (and 
limited headroom). 

What did I see when I looked inside? Alesis 
has eliminated the traditional fader, pot and 
switch and the high costs that accompany them. 
The knobs and switch caps are an integral part 
of the control surface, while the fader carbons 
and switch pads are an integral part of the main 
circuit board’s surface. This console is truly 
monolithic: It’s a functioning mixer only when 
it’s fully assembled. 

The 1622 is a beautifully executed com¬ 
promise between technical ideals and cost-ef¬ 
fectiveness. I believe that most of the com¬ 
plaints I have about functionality can be traced 
back to a dollar saved somewhere. Let’s not 

by James David Smith 

forget that every dollar saved is reflected in the 
unit’s affordability. 

If you’re careful, nobody will listen to your 
tapes and exclaim, “it sounds like you don’t 
have clip lights.” 

The controls feel “wobbly,” but don’t let 
that scare you — it’s probably the only im¬ 
mediately recognizable side-effect of 
monolithic design, and it doesn’t compromise 
performance. 

But I want clip lights. For live sound it’s 
crucial. 

There’s no way to display level off the sub¬ 
master outputs at all (not even a solo switch). 
Listen carefully, to make sure you’re not 
recording subtle distortion, especially if you've 
boosted EQ since the last take. 

The headphone jack is at the bottom of the 
back panel, about a third of the way across, 
surrounded by all kinds of other connections 
you’ll want to leave connected most of the time. 
It's awkward. 
Conclusion 

This great sounding piece of equipment is an 
excellent choice for light use in clean environ¬ 
ments. It will probably deliver years of trouble¬ 
free service in hobbyist studio, producing su¬ 
perb quality recordings. Keep it covered when 
you're not using it. 

I have my doubts about live sound or road 
use, but only time will tell how well this tech¬ 
nology can stand up. I have no doubt that the 
low price and sonic performance will put more 
than a few of these consoles into all kinds of 
applications. 

For more information, contact: Alesis Cor¬ 
poration, 3630 Holdrege Ave., Los Angeles, 
CA 90016. 

Jim Smith operates Prezmith Engineering in 
Toronto. 

THE AUDIO RECORDING ACADEMY Inc. 
offers an exciting, 

innovative 7 month course entitled 
Applied Audio Recording, featuring: 
• 2(X) hours of actual recording session time 
• over 130 hours of theoretical workshops 
• industry guest lectures 
• related field outings 
• compilation release of student recording projects 
• professional, industry-active instructors & staff 

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

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

GET 
THE 

GOODS 
V ▼ V 

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

use the reader service card 
opposite page 55. 

HARD DISK 
RECORDING WILL 

NEVER BE THE SAME! 

THE MX-2D 
DIGITAL AUDIO SERIES 

MAGNETOOPTICAL 

DRIVE 

The revolutionary Eltckon 
MX-2D Magneto Optical Disk 
Drive represents the latest 
achievement in hard disk 
drive technology. 

• direct to optical disk 
• records at 48 kHz 
• 650 mb per cartridge 
• 29 minutes stereo per side 

MUSIC TECHNOLOGY 
INTERNATIONAL 
449 King Street West 
Kingston, Ontario K7L 2X6 
(613) 549-1449 

Canadian Musician — 17 — February • 1991 



EV/N/DYM by Steve Hutt 

Microphones Series II 
he buzz word in new microphone 
technology is “neodymium.” 
Electro-Voice may have been the 
first to utilize this rare earth mag¬ 

net in microphones when they introduced 
a line of microphones they refer to as 
“N/DYM.” The benefits of using this 
magnet over conventional ceramic type 
magnets are that its magnetic strength can 
be greater for a given size. This translates 
into increased sensitivity and, given 
proper design geometry, the opportunity 
to realize benefits in frequency response, 
transient response and reduced distortion 
over conventional magnets designs. 
The N/DYM series microphones fea¬ 

ture an excellent shock-mount system for 
reducing handling noise and vibration, as 
well as a plastic handle grip and integral 
wind screen. They have a comfortable, 

balanced feel in the hand. 

N/D 757A and N/D 857 
In a nutshell, we were highly impressed 

by the 857 and highly distressed by the 
757A. We had the 757Aon the vocalist in 
The Spitfire Band (a 19-piece dance or¬ 
chestra) with the band miked only for 
solos. The problem we ran into was a 
lingering ringing in the 125 to 200 Hertz 
range that was particularly obnoxious 
when the vocalist was speaking. 

In an attempt to reduce the problem, 
first the low end cut switch on the mic was 
inserted, but to no avail. Then a parametric 
EQ was used to cut approximately 2/3rd 
of an octave centred at 160 Hertz. This 
partially solved the problem, but not near¬ 
ly as well as switching to the 857... 

Interestingly, all equalizer settings 

could now be set to flat and the muddiness 
was gone. Intelligibility was excellent. 
The voice sounded full and natural. The 
proximity effect of the 857 was very well 
balanced for the vocalist’s technique, and 
feedback rejection allowed for excellent 
monitor gain. The N/D 857 is a very fine 
microphone. 
The use of a neodymium iron boron 

magnet is in itself not the single feature 
that makes a good mic. There’s a lot more 
to it — witness the differences of the 
N/D 757A versus the N/D 857. 

For more information, contact: Mark 
IV Audio Canada Inc., 345 Herbert St., 
Gananoque, ON K7G 2V1 (613) 382-
2141, FAX (613) 382-7466. 

Steve Hutt is the president of Equity 
Sound Investments, which manufactures 
loudspeakers. 



Digitech GSP-21 by Richard Chycki 

Guitar Signal Processor 
igitech’s GSP-21 packs a 21-effect 
wallop, with up to 10 effects avail¬ 
able simultaneously. These effects 
are a conglomerate of digital and 

digitally controlled analog effects. Also in¬ 
cluded is a multipurpose footswitch with 
fluorescent display, making this package a 
“complete” guitar system. 

Compressor, “tube” distortions, EQ, 
noise gate, enhancer, chorus, flange, delays, 
and reverbs — they are all available here 
for connection to a guitar amplifier or mixer 
via the programmable speaker simulator. 
These effects are combined into a variety of 
64 presets that are readily modified and 
stored to any of 64 user patches. 

The unit also supports the use of external 
effects via its line level effects loop (mono 
send/stereo return). The loop is program¬ 
mable in that is can be switched in and out 
of its predetermined position in the effects 
chain. The GSP-21 has substantial MIDI 
capabilities as well, acknowledging 
dynamic MIDI commands as well as trans¬ 

mitting its own information, making it an 
ideal “rack master” if needed. 

Having a footswitch included is a wel¬ 
come accessory. Although the alphanumeric 
display in the footcontroller is a good con¬ 
cept. its small size and limited viewing angle 
may be difficult to read under adverse con¬ 
ditions (on stage?). The dozen footswitches 
are stacked in two rows of six that require a 
carefully placed foot to avoid striking two 
switches at once. Apair of boots could prove 
to be a problem in that regard, not to mention 
what they could do to those frail multipin 
connectors; XLRs would have comple¬ 
mented the durability of the footcontroller’s 
metal casing. 

The sonic capabilities of the GSP-21 are 
truly immense, almost too immense. Sure, 
the individual effects are very palatable, in¬ 
cluding the distortion circuitry, thankfully, 
but it is very, very easy to go overboard with 
a unit with so much potential. The factory 
presets are so drenched in effects that the 
manufacturer itself demonstrates how easy 

it is to get carried away. 
It is clear that for optimum performance, 

the owner should use the internal distortion 
circuitry. That area has always been brutally 
subjective; if one happens to not prefer its 
sound, one could be a little stuck. This is a 
common problem in many of these all-in-
one guitar processors that manufacturers 
should address. The better the inter¬ 
faceability of a piece of gear into a rig, the 
more people it will appeal to. 

That said, the GSP-21 is indeed a ver¬ 
satile, formidable sounding multi-effects 
device. The Classic Twin and Ultimate 
Reverb functions are truly astounding. If a 
potential buyer is willing to learn and assess 
all of its capabilities and control them in a 
realistic fashion, it could prove to be an 
indispensable addition to an axeman’s rig. 

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

WHEN THE PRICE OF SUCCESS IS HIGH, 
THE PRICE OF A 4-TRACK SHOULDN'T BE. 

I 
I 

r 

Fast, normal and half-speed 
(15/16 ips) for scrutinizing 
fast solo phrases. The 424's 
B-input mixer section features 
I standard mic/line inputs and 
stereo inputs to handle a wide 
nge of sources. 
In short, the 424 comes 

loaded with the kind of 

You're out there building 
a name for yourself the old-
fashioned way. You're working 
hard. And you know that 
big break is right around the 
corner. 

Well, we can't guarantee 
you fame and fortune, but we 
can furnish you with a 4-track that'll help you 
create your musical tracks without boggling 
your brain with a bunch of technology. 

The cassette recorder section of our new 
424 Portastudio features simultaneous 
recording of up to 4 tracks, separate EQ 
on each track, and choice of three speeds: 

features you've come to expect from 
Tascam. At a price you might never have 
expected. 

Come see the 424 Portastudio today at 
your nearest Tascam dealer. And see how far 
up a few hundred bucks can take you. 

TASCAM 
X TEAC Canada Ltd., 340 Brunel Road., Mississauga, ON L4Z 2C2 (416) 890-8008 



THE TREMOLO EXERCISE 

simile 

simile 

FIG 1 

Rasgueados: The correct way to play a single 
rasgueado is to begin with the little finger, follow¬ 
ing in rapid succession with ring, middle and 

flamenco of the seventeenth and eighteenth cen¬ 
tury was practised by the gypsies, and most gyp¬ 
sies of the epoch past could neither read nor write. 

And now to technigue: The traditional flamen¬ 
co guitar is similar to classical guitar, but has 
cypress back and sides, not rosewood. It also has 
a lower action, which gives a much crisper tone, 
and is fitted with a golpeador (tapping plate). 
Tuning pegs are fitted instead of machine heads. 
The left-hand technigue in flamenco is identical 
to that used in playing classical guitar, the main 
consideration being that the thumb is kept in line 
with the second and third fingers — classical 
players should find no real problem as far as the 
left hand is concerned. It is in the right-hand 
technigue that the majority of people need 
guidance. For, unlike with the classical guitar, 
there is no standard right-hand technigue — 
the desired sound can be achieved by guite a 
variety of right-hand technigues. However, a cor¬ 
rect way has evolved over the years. At this point 
I must stress that it is impossible to play flamenco 
on a steel-strung or folk guitar. 

There are four basic technigues to learn. They 
are, in order of importance: rasgueados (rolls), 
thumb strokes, picardos (runs) and tremolos. 
Please do not misunderstand: in order to develop 
a powerful right-hand, one must spend many 
uninterrupted years dedicating oneself to flamen¬ 
co. But I think that the above mentioned methods 
should be well learned before going on to the more 
complex technigues. 

Finger Designation 
Thumb = p 
Index = i 
Middle = m 
Ring = a 
Small = q 

lamenco music is a folk art of Spain, the 
child of a polygamous marriage be¬ 
tween Iberian, Moorish and Gypsy cul¬ 
tures, whose interaction have both 

unified and fragmented that country during its 
history. Because of this tumultuous ancestry, 
flamenco has been a problematic offspring — 
difficult to categorize, but vigorous and adaptable 
nonetheless. 

The heart of flamenco traditionally has resided 
in Andalusia, a picturesgue region of southern 
Spain encompassing the Sierra Nevada moun¬ 
tains and the Guadalguivir River Valley. Ungues-
tionably, the major element which has gone into 
the making of flamenco is the gypsy culture. Yet 
flamenco music is not, as is often mistakenly 
assumed, the actual creation of the gypsies. A 
point of utmost importance is that flamenco is not 
ethnic music, but a phenomenon of geography and 
culture. It is a curious fact that the gypsies did 
not, in any country, create most of the things 
popularly ascribed to them. The gypsies never 
were and never will be the originators, in most 
cases, but are rather the interpreters and per-
petuators. 

Flamenco, as a distinct type of music, emerged 
in the eighteenth century. Nevertheless, An¬ 
dalusia has had a strong musical tradition from 
ancient times and it would be naive to dissociate 
flamenco from that heritage. Through the cen¬ 
turies, Andalusia has come to absorb peoples of 
very different cultures and backgrounds, and has 
integrated elements of their music into the in¬ 
digenous prevailing music. 

In Andalusia, it seems that the gypsies found 
something in the music that they did not find 
elsewhere in their migration through North 
Africa, the Orient, Spain and the rest of Europe, 
and which undoubtedly stirred the very fibres of 
their oriental ancestry. They, in turn, contributed 
not with culture of their own, but an ability to 
interpret, the gift of innate musicianship and an 
inclination to dramatize art and vital life style 
that echoes the traditional Andalusian 
way of life. 

Flamenco guitar’s history differs from 
that of the classical guitar in that the 
latter’s past is well documented in a mul¬ 
titude of writings that go back many cen¬ 
turies. In contrast, flamenco is an art oral¬ 
ly handed down from one generation to the 
next — no written records exist to en¬ 
lighten us as to its origins. The evident 
lack of recorded history may also be at¬ 
tributed to the fact that most of the serious 

index fingers, all in the direction of the first 
string. The single rasgueado often ends with a 
golpe (tap) in which the ring finger (a) taps the 
golpeador as the last (index) finger crosses the 
stings. 

The continuous rasgueado is performed in 
various ways, but here is one example. First, play 
a single rasgueado, but start the rasgueado again 
just before the last note of the preceding 
rasgueado has finished. Repeat this action until 
a continuous roll is achieved. 

Thumb strokes: Thumb strokes are some of the 
most powerful in flamenco, and only many hours 
of diligent, eveiyday practice will enable you to 
master this difficult stroke. Thumb strokes are 
often accompanied by a golpe (with the ring 
finger). When doing this bring the hand around 
from the classical position until the knuckles face 
more toward the finger-board. The thumb should 
always be held straight and the stroke a 
downward, bringing the thumb to rest on the next 
string. 

Picardos: Picardo is the term for what the 
classical player would call a poyando, and is 
usually played with two fingers (i-m or i-a). The 
most important feature here is to ensure that the 
fingers work alternately, no matter how difficult 
the seguence of notes may be. 

Tremolo: The tremolo is a soothing, flowing 
sound consisting of a two-part technigue that is 
more common in solo playing than in any other 
form. The listener has the illusion of hearing two 
separate instruments being played simul¬ 
taneously since the tremolo consists of distinct 
melodic patterns in the bass and treble voices. As 
opposed to the classical tremolo (guadruplets 
p-a-m-i), flamenco tremolo is grouped in guin-
tuplets (p-i-a-m-i). 

Let’s take a closer look at two of the technigues 
we have discussed: the tremolo and the 
rasgueado. 

TREMOLO: The thumb (p) should be practised 
a poyando (rest-stroke) and the rest of the fingers 

played tirando (free-stroke). The exercise 
that follows should be practised veiy slow¬ 
ly and deliberately. Be sure that you are 
articulating separate sounding notes in 
even rhythm before attempting to play it 
at a reasonable speed. (Fig.l) 

RASQUEADO: The technigue whose 
sound is automatically identified with 
flamenco is the rasgueado. The essence of 
a good rasgueado is strength and control. 
Tb develop this, proceed with the following 
exercise. Make a tight fist with the right 
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Even Our Smaller 
Systems Can Fill A 
Big Hall. 

SR4700 Series 
You’ve seen and heard our big systems, 
installed in major venues around the 
world and on tour with some of the 

biggest names in the 
music business. The 
SR4700 Series Loud¬ 
speaker Systems are 
equally at home on the 
road or in the hall. 

Their legacy comes from 
Cabaret® Series, a prime 
player in small to medium 
club sound reinforcement 
since the seventies. Their 
influence is Concert 

Series^ the new standard in 
packaged JBL systems. With 

Cabaret as the starting point and 
Concert Series as our current direction, we 

listened to your comments and suggestions, 
turning them into the sound system of the nineties 
and beyond. 

The SR4700 Series is pure pro audio. Pure JBL com¬ 
ponents, the same caliber as those in our larger systems, 
including the Vented Gap Cooling " low frequency 
drivers and the 2445J compression driver. Pure JBL en¬ 
closures, five times stronger than traditional designs, 
and protected by plastic-coated steel grills and super 
durable fabric laminated plywood cabinets. Pure JBL 
sensibility, interlocking enclosures with heavy-duty steel 
handles and recessed input connectors, so they travel 
tighter, set-up easier and last longer. 

SR4700 Series, pure JBL. Be the first in line to hear them 
today at your local JBL dealer. 

TJBL 
Distributed exclusively 
in Canada by: 

Gould 
6445 Cote de Liesse 
Montreal, Quebec 
H4T 1F5 
TEL: (514) 342-4441 
FAX: (514) 342-5597 



GET YOUR 
NAME 

ON THE 
COVER OF 
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by Dave Freeman 

Buying A Bass Amp 
An amp, be it a combo amp, amp head 

or a component system, is required to 
reproduce the sound of your bass and noth¬ 
ing else. Therefore, you want to buy a system 
that will do this with the most accuracy. 
Whether you're buying a bass amp for the 
first time, or replacing an existing one. the 
rules for buying remain the same. 

The most important rule in a bass amp sys¬ 
tem audition is: Use your own bass. The strings 
on your bass should be fresh, one or two weeks 
old. Do not use new strings, one or two days 
old, as they will briefly enhance the high end 
response of your bass. Your bass should have 
its normal sound for listening tests. 

Next is a very important rule that should 
never be ignored: Adjust all tone and 
equalization controls on the pre-amp, to the 
flat (no boost or cut) position This allows 
your bass signal to pass through the preamp 
stage to the power stage without any altera¬ 
tion in sound. The test is the amp's ability to 
reproduce the sound of your bass, not the 
operation of the tone controls. Tone controls 
are used to obtain a different sound or sounds 
than your normal sound, as a desired effect. 
An amp requiring tone control alteration, 
boosting or cutting to give the truest sound 
of your bass is not a wise investment. It’s 
robbing you of the option of having 
flexibility with your sound. Not all preamps 
have a true flat equalization position. There¬ 
fore, an adjustment must be made by ear 
reference. This is where knowing the sound 
of your bass is of benefit. 

A separate preamp and/or power amp 
audition can be done using a store stock 
model of your speaker. There are no 
electronic components in a speaker that can 
be substituted during manufacturing, unlike 
preamps and power amps. Therefore, the 
sound of your speaker will be consistent with 
the same model at a music store. 

A preamp audition can be done using a 
power amp at a music store. Be sure to use 
the same model as your own, or one of good 
quality. As mentioned, set the tone and 
equalization controls to the flat position. 
Once you've determined the accuracy and 
the sound of the preamp, explore the tone 
controls. Check for options that you may 
require. Does the preamp have one or two 
inputs, a balanced direct output, an effects 
loop, or a headphone output? The great 
debate with preamps is whether to buy tube 
or transistor. The answer is to use your ears 
and go with the sound you prefer. 

Power amps are the easiest items to audi¬ 
tion. However it should be taken seriously, 
as a power amp does not need to be updated. 
Therefore, you can assume it will be a per¬ 
manent addition. Read the specification 
sheets and look for a power amp that has the 
following: 

1. The ability to power your speakers — 
check impedance requirements 

2. A large and clean power output — 3% 
or less THD (Total Harmonic Distortion) 
Note: 1% or less THD is optimum and 
generally industry standard. 

Dave Freeman is a bassist and songwriter for 
the Critics, in Toronto. 

3. The least amount of weight and size. 
Then audition the power amp(s). Most 

power amps reproduce a bass signal with no 
problem. However, there are some that don't 
respond well to the transients of a bass. 
When this happens, the power amp clips the 
output and delivers a distorted output, or an 
output less than potential. The solution is to 
lower the input signal to a level where clip¬ 
ping does not occur, resulting in a lower 
output level. This is not an acceptable situa¬ 
tion, especially if you can't get the specified 
output from the amp. It's advisable to pass 
on a power amp of this nature. One great 
benefit of recent power amp technology is 
the end of the “boat anchor" era. Several 
manufacturers have combined excellent per¬ 
formance specifications with minimum size 
and weight. I recommend that products of 
this nature be investigated. There is no 

reason whatsoever to drag a fifty-pound 
power amp around for your bass rig. Also, 
there is a strange phenomenon which occurs 
when it s time to load in or out the bass rig 
— the band disappears. Your back will ap¬ 
preciate every pound you don’t lift. Don't be 
afraid to make a serious investment. 
Remember, you'll have the amp for awhile. 
Also, you can never have too much power 
— as you can always turn down — or too 
little weight. Why have the reverse? 

The rule to audition a speaker cabinet is: 
Take your amp or preamp and amp, even if 
the store has the same model. No two amps 
sound alike, especially tube amps. If pos¬ 
sible, connect two different speakers at one 
time. It's hard to remember the sound of one 
speaker while connecting another. Pan back 
and forth between the two cabinets. First, 
listen to specifics. The low end should be 
clear and tight, not muffled or boomy. The 
midrange should be defined, but not honky. 
The high end should be bright, clear, but not 
shrill or overbearing. Cabinets with a 
tweeter should have a level control for the 
high end. Next, listen to the sound of each 
cabinet on the whole. Does what you're 
hearing sound like your bass? Is the sound 
enhanced, or deficient? Once you have 
found a speaker you like, leave it connected, 
and use it as a reference for further listening 
tests. Then the process becomes a matter of 
elimination. This in known as A/B com¬ 
parison testing. I recommend the purchase 
of a speaker system that is small and 
modular. This will allow you to use whatever 
number of cabinets is required for each gig. 
It will also make it easy to transport the 
system. 

Combo amps contain the three elements 
discussed: a preamp, a power amp and a 
speaker, all combined in a self-contained unit. 
Hence, the name. You have to use a variation 
of the rules used for separate components. 
Instead of A/B comparisons between separate 
components, it is done between combo amps. 
Apply the rules for the preamp and the speaker, 
but don't be too concerned with the power amp 
specifications. 

The overall rule for purchasing equipment 
is KISS: Keep It Simple, Stupid. Remember, 
your bass is your sound and the sound 
source. Bells, whistles and neon lights do not 
make an amp sound or function any better. 
They’re marketing ploys used often to help 
sell a product. 

Until next time, practice and persevere! 
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Michael Root plays drums with Paul Janz. 

CLICKING WITH THE GROOVE 
sequences with a more relaxed, human 
feel, and time compensations involving 
bringing the time forward will not sound 
nearly as annoying as falling back. The 
click may be the only thing a drummer 
should ever follow. You just can’t lead a 
click because machines are bad listeners. 

No amount of insight is of much value 
without practical implementation. Only 
by practising with a metronome and/or 
drum machine will these points become 
clear. As you pit your playing against un¬ 
forgiving machines you will discover the 
nature of your tendencies to fluctuate the 
time. 

Understanding and practising concepts 
like these has improved my time immen¬ 
sely. I often find myself in live situations 
with a click almost forgetting it’s there. I 
use a small monitor under my hi-hat which 
gives me a click only, programmed to 
follow the song dynamic and sit just under 
the mix of my main monitor. Even when 
I don’t give it my full attention, I know it 
still registers in my ear. It’s quite a con¬ 
fidence boost to sort of ‘wake up’ to the 
click halfway through a song and find out 
you haven't blown it yet. 

In the end, the real benefit of working 
with clicks is that your time will be better, 
period. Paradoxically, the real test is how 
consistent you are without one. 1 remem¬ 
ber how proud I was when 1 told a famous 
drummer, who had just watched me per¬ 
form. that 1 had used a click for the whole 
set, and he replied, “Aw, man, now I don’t 
know if you speed up or slow down.” 
Interesting. 

In closing, remember that the click is 
like a dog that will only bite you if you’re 
afraid of it. Relax. You are not a slave to 
technology. It is a tool, a helper, your 
slave. You are not a drummer under a 
(excuse me) ‘click-tatorship.’ Groove is 
still job number one and machines exist to 
assist you in accomplishing that. 

I hope these ideas will help you to get 
more freed up in your work with clicks. 
And, I hope you find yourself so deep in 
the groove that your favourite drum 
machine will short-circuit with embar¬ 
rassment. 
This is my concluding article on 

■groove.’ So, until next time. God bless 
and stick with it. 

having any time at all. But they’re probab¬ 
ly not endeavouring to become drummers, 
either. So, if you are a drummer, you must 
have a degree of God-given timekeeping 
ability. For this good reason you don’t 
necessarily have to force yourself to keep 
good time, even with a click. 
The drummer should know that, by 

relaxing into the feel of the music, being 
aware of the click but not being consumed 
by it, and having confidence in his natural 
(and practised) musical ability, he can 
eventually learn to sync with the click 
almost effortlessly. 

Now let’s consider the second thing, 
which we’ll call positioning. This is a 

conscious approach to the click which 
works in tandem with the unconscious 
aspect I’ve touched on. By mentally 
situating yourself behind the time, you can 
avoid this problem: The drummer who 
gets himself all on the ‘edge of his seat’ 
trying to stay ‘on top’ of the click will, 
when he screws up. probably find himself 
ahead of the click. Beside being the most 
disorienting place to be in relation to the 
click (versus behind it), by the time you 
slo-o-ow down to recapture the groove 
(criminal drumming), it probably won’t 
be there anymore. So, to make a somewhat 
esoteric analogy, try to ride the click the 
way a motorcyclist will sometimes get in 
tow behind a tractor trailer and be drawn 
along in the slipstream. I don’t mean 
‘flaming’ along behind the click. I mean 
that, by laying back in the time, you will 
be able to keep the click ahead of you and 
aurally in view (versus behind you, out of 
view), and avoid getting into that ugly 
zone where the only thing on your mind 
is, ’Help!’ Your drum part will sit with 

hough the use of click has become 
more prevalent in recent years in 
both live and studio settings, many 
drummers have found it difficult to 
make friends with this little ‘metro¬ 
gnome.’ Drummers may well argue 

that the click has its disadvantages, but 
when the producer makes the call as to 
whether or not you’ll be playing with one, 
the discussion is moot. Reasons for using 
the click are usually obvious and 
legitimate (e.g. sequences will be added 
after the drum track). So our question here 
is: When using a click, how can I, the 
drummer, function with maximum com¬ 
fort and musicality without feeling I am a 
slave to a machine, drowning in a sea of 
sterility? Or, on a more basic level: How 
can I overcome my fear of the click if I 
have only experienced the abysmal failure 
of not being able to get four bars into a 
tune when using one? 

Part of the solution to both questions 
(besides practising to a metronome) invol¬ 
ves two things — one, understanding 
your natural timekeeping ability, and two. 
positioning with the click. 

Concerning the first, here’s an interest¬ 
ing anecdote. Some years ago I made a 
discovery which has since become key to 
me when playing with machines. I would 
often, upon getting home after a gig, sit on 
my bed and play little drum solos on my 
thighs with a pair of sticks, sometimes to 
the point of light bruising. One night I 
nearly fell off the bed as I finished my 
nightly ‘skin bash’ when I realized that, 
for months. I had been playing in near 
perfect time, at sixty beats per minute, 
to...my alarm clock! For nights after I 
would forget this until I stopped playing, 
when 1 would again hear the clock as it 
kept the same time I had been keeping 
myself. I had not been listening to the 
clock, but I had been hearing it. 

I think we can infer from this that the 
subconscious can be aware of things that 
we may not be making ourselves aware of. 
I’m sure you’ve seen very young children 
dancing in good time to music. I really 
doubt that they are thinking much about it 
at all, let alone worrying about it. Of 
course we’ve all seen grown men and 
women on dance floors every where, prov¬ 
ing you can have a good time without 

GROOVE PART 
three 
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by Dave Dunlop 
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Musician is something I’ve always wanted 
to do. Unfortunately, every topic has been 
covered. Well, almost — one area that 
hasn't been addressed is the future of 
brass playing. I'm no Kreskin, but after 
eighteen years of playing professionally, 
I’ve made a few observations. 
The steady decline of trombone and 

trumpet players enrolling in college and 
university music programs suggests that 
many high school brass players aren't will¬ 
ing to take a chance on a full-time music 
career. It’s a tough decision, but if you have 
talent, it shouldn't be that difficult; and it 
definitely beats selling shoes. 

The war between real and synthetic 
horns continues. But real instruments are 
gradually returning to favour in jingles, 
movie soundtracks and, most importantly, 
recorded music. The reason is simple -
it takes forever to duplicate what a live horn 
section can do. More to the point, however, 
all of the nuances of a horn section 
(shakes, falls, bends, sforzandi, etc.) 

sound ridiculous on sample keyboards. 
While we’re on the subject of synthesizer 

technology, a common sound on pop 
recordings is a mix of horns and synth 
(although quite often the horns are mixed 
to an almost inaudible level below the key¬ 
boards). It’s important to know how to play 
with synthesizers for this situation: i.e., 
match the vibrato, attack and cut-offs, and 
the two sounds usually work. 

The economy of late isn't helping the live 
music scene. Business is down for most 
dance bands, and many clubs are cutting 
back large bands. Wedding bands still use 
horns, however, and the resurgence of 
r’n’b has created work in some clubs. Here 
in Toronto, Latin music is providing work for 
many horn players and, of course, many 
classical orchestras still use trombones 
and trumpets. A further possibility is the 
theatre. 

But the days of weekly (and daily) 
television shows with live bands, travelling 
bands and hotels using large house bands 
seem to be over. These days everything is 

trimmed down to a bare minimum. In spite 
of this, horns are still an integral part of all 
kinds of music, and will be around, at least 
in live and recorded music, a lot longer than 
Emulators and Fairlights. You can quote 
me on that! 
We can draw some conclusions from 

these trends and changes in the overall 
picture. Learning classic r’n’b horn lines, 
like those heard on records by James 
Brown and Aretha Franklin, is a good place 
to start. And don’t forget Chicago; Blood, 
Sweat & Tears, and Earth, Wind & Fire. (Or, 
if your future is in the classical arena, prac¬ 
tice those orchestral excerpts.) 

As well, it would be wise to learn stand¬ 
ards, practice with synthesizers and listen 
to other brass players. Be musically 
flexible. 

There will always be room for quality 
brass players. You can, however, expect to 
pay your dues. That will never change. 

Dave Dunlop is a freelance trumpet 
player based in Toronto. 
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Developing Time Feel 
by Alex Dean 

W hen I first started playing 
saxophone I was always told to get 

a good sound, because it was the first thing 
anyone would hear. These days I would still 
say a good sound was extremely important, 
but I might add that in jazz, a good time feel 
is almost or even more important. After all, 
John Coltrane’s sound was considered too 
bright and loud. Even Charlie Parker’s 
sound wasn’t acceptable to some people. 
However, no one doubted that he could 
swing. Sound, then, like jazz, can be a very 
subjective thing; but if a player’s time feel is 
bad, it’s hard to tell what’s going on. 

I do a few exercises with my students to 
help them develop a good time feel, which I 
would like to discuss here. 

First, the most important thing you can do 
to develop your own time feel is to listen: 
Listen to records, listen to live jazz, listen to 
each individual instrument and listen to how 
they play together and react to each other. 
Don’t just buy play-along records, learn the 
tunes and then expect to play with a live 
band, because you'll still sound like you’re 
playing with a record. The nicest way I can 
describe this is by saying it will sound like a 
one-way conversation. 

Now to the concept of time feel. I think of 
time in jazz not in 4/4, but actually on a 12/8 
grid. (nG ,) 

4* r r r r i 
#^'7 r 

1/8 notes would feel like this: 

I’ve heard these described as gap triplets, 
skip triplets or jazz l/8ths. 

In 4/4, then, even though the l/8ths are 
written straight, they are played as triplets: 

read: 

played: 
(FIG. 4) 

# f nJ r 
Now, how to apply this. Take a major 

scale, and play the scale tonguing all the 
notes. Tongue the chord tones twice. 
(FIG. 5) 

After you’re comfortable with this, try 
taking out the middle triplet. 

(FIG. 6) 

Once this is comfortable, try applying this 
concept to the two bop scales; 

1. the major or b6 bop scale 
(FIG. 7) 

2. the dominant or b7 bop scale 
(FIG. 8) 

. . - - * * " " " * - ■ ■ . .. Ü 

When the two bop scales are feeling com¬ 
fortable, try putting the pulse or click of the 
metronome on beats 2 and 4 where the pulse 
is in jazz anyway. A quick way to find this is 
to call the first click you hear beat 4. For 
example, 

4 1 2 3 4 rather than 12 3 4 
XXX XX 
At this point I’d like to introduce the 

concept of chromatic approach tones. I cre¬ 
ate a Ilm7 V7 17 sentence using diatonic 
four-note chords. I have my students ap¬ 
proach each note by a semi-tone below the 
tone. Once again I do this with a triplet feel, 
keeping the pulse (or click) of the 
metronome on beats 2 and 4. 

The reason I don't start the four-note 
chord until beat 3 of the third bar or I maj7 
chord is so the student can hear the resolu¬ 
tion of the dominant 7th. 

As with all these exercises this should be 
practised in all twelve keys to develop 
facility on the horn. It is also possible to 
move the chromatic tone so that it is not just 
an upbeat but also a downbeat. However, 
generally the accent in bebop is on the chord 
tone, whether it is a downbeat or an upbeat. 
When the tempo speeds up, the l/8th 
generally straightens out, but the accents are 
still on the chord tones. 

I should also point out that the concept of 
chromatic approach tones can also be ap¬ 
plied to all the available partials (9th, 11th, 
etc.) on all chords. 

I would sum up by reiterating that the 
most important tools you have for learning 
are your ears, and to use them all you have 
to do is listen. 

Toronto-based saxophonist Alex Dean 
has played and recorded with Gil Evans, Jim 
Galloway, Aaron Davis, Phil Nimmons, Jay 
McShann and Rob McConnell ’s Boss Brass. 
Both Feet, his second recording with his 
quintet, is available on Unity. 
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BY DON BREITHAUPT 

hen the power ballad "When I'm With You" rocketed to 
_ the top of the Billboard Hot 100 in early 1989, six 

years after the demise of Sheriff, the Canadian band that spawned it, explanations were 
hard to come by. The bare facts were simple enough — deejays in Las Vegas and 
Phoenix who had resurrected the song encountered phenomenal listener approval, and 
the resulting momentum proved unstoppable. What was harder to comprehend was that at 
the height of the video boom, an act with no hot clip, no image and no six-figure 
promotional budget had hit the musical jackpot with good old-fashioned grassroots 
audience support. It was a testament to the durability of a good song. Though “When I’m 
With You” had done respectable business in Canada in its original 1983 release, it had 
never cracked the U.S. charts until its unexpected second honeymoon. 

In spring 1989, former Sheriff members Arnold Lanni and Wolf Hassell were several 
years into a new career as Frozen Ghost. Sheriff’s singer, Freddy Curci, and lead guitarist, 
Steve DeMarchi, were less visible. But not for long. The two had built a sixteen-track 
studio in Toronto and were in the midst of painstakingly demoing their original material 
when Sheriff suddenly became a household name. The lesson of “When I’m With You” — 
that traditional pop criteria like emotion-packed vocals and solid production still mattered 
— was not lost on Curci and DeMarchi. They continued the detailed work of creating 
world-class rock in a humble setting. 

PHOTOGRAPHY BY ANNA MARIA DI SANTO 



With the help of engineer David Runstedler, they committed 
guitars, vocals and cymbals to tape, running drums (per¬ 
formed in real time via pads into a sequencer) and key¬ 

boards from a sync track as they went. “We would leave 
things off to conserve tracks whenever we could,” says De¬ 

Marchi, “One time we wiped a bass track to make room for a 
back-up vocal, then redid the bass when the vocals were 

bounced.” Guitar amps were placed in the wine cellar. A lead 
vocal was recorded in DeMarchi’s mother's bedroom. 

Throughout, a fix-it-in-the-mix philosophy was avoided. “We 
were planning to mix it ourselves,” says DeMarchi. 

“What was on tape had to sound good.” 

Then the phone calls started. The interested parties, mostly 
managers and agents whose interest had been piqued by 

the single-digit success of “When I’m With You,” 
wanted to know the duo’s plans. 

A trip to Los Angeles provided the setting for the birth of 
Alias, one of 1990's biggest success stories. “We ran into 

Mike (Derosier, the band's drummer), who had been playing 
with Richard Marx,” says DeMarchi. Derosier, a founding 

member of Heart, was looking to get back into a regular band 
situation, and brought ex-Heart cohorts Roger Fisher (guitar) 

and Steve Fossen (bass) into what would soon become Alias. 

The name is ostensibly a nod to the quintet's illustrious past. 
But its implication of anonymity gives a clue to the band’s 

priorities: These guys want the emphasis on the music. The 
album cover gives listeners nothing to latch onto in terms of 

visual identity. The implicit command is listen. 

We caught up with Alias' Canadian contingent on a recent 
U.S. junket opening for REO Speedwagon. DeMarchi and 

Curci's comments had the ring of hard-won truth. 

“When Sheriff broke up, everyone wound up with nothing -
maybe an amp or a monitor here or there, but basically noth¬ 
ing,” says DeMarchi. But there is a certain liberation in start¬ 
ing from scratch, and the Curci/DeMarchi comeback seems 
strikingly methodical and deliberate, particularly in a busi¬ 
ness whose basic unit of measurement is the overnight sen¬ 
sation. When it came time to negotiate with labels, the duo 
knew what to watch out for. “Getting signed is only the begin¬ 
ning. We wanted commitment from a record company, not 
just, 'We’ll throw it against the wall and if it sticks, great.’ 
Otherwise, it's not worth doing.” 

If that sounds light years away from a starry-eyed kid for 
whom signing any contract with a major-label logo on it is 
paradise, you're getting the picture. 

Alias’ wealth of experience also came in handy in the Hol¬ 
lywood studio jungle. Having recorded at most of Toronto's 
major studios, and realizing the difference between here and 
there is mostly one of attitude (not hardware), DeMarchi and 
Curci went into Capitol Studios L.A. knowing their methods 
were already sound. They had, after all, landed a record deal 
with their basement tapes. For five of the album’s eleven 
tracks, they bounced their sixteen-track masters up to twenty-
four and took it from there. “These guys couldn’t believe the 
guitar sounds we had,” says DeMarchi. “We had used an old 
(Shure) SM-58 on the Marshalls in Toronto. But we had 
taken our time adding the guitars to the beds. In L.A. it’s: 
‘Does it sound good? Then record it!' ” 

Contrary to the conventional wisdom, then, care and craft can 
substitute for technology. “We took a big chance making a record 
on our little sixteen-track,” says DeMarchi. “If nothing else, it's 
proof you can do it in any format. The quality is the same.” 

Continued. 
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Prestige Studio. The uncompromising sound of 100% birch. Brilliant high end attack, superior low end depth and slightly reduced 

mid range presence. More simply stated, the sound is "naturally equalized." Prestige Studio's extremely dense 

birch shells and Pearl's exclusive infernal finishing technique combine to produce a drum with 

lasting sustain uncharacteristic of birch drums offered by any other manufacturer. Prestige 

Studio's exacting sound properties are complimented by it's lustrous exterior 

finishes, available in a variety of opaque and translucent lacquers. The acoustic 

100% high density 
hand selected birch 
shell, 6 ply. cross 
laminated and 
internally sealed. 

Distributed in Canada exclusively by: Erikson, 378 Isabey, Ville St. Laurent, PQ H4T1W1 (514) 738-3000 



ALIAS 
For producer Rick Neigher, whose credits 

include Vixen and Tonio K, the hard work 
began when it was time to start recording the 
new songs in L.A. The task at hand was to 
partially emulate the sound of the Toronto 
demos (particularly the drum sounds) in order 
to maintain the album’s sonic identity. For the 
studio staff, that was a tall order. "For ex¬ 
ample. we knew from experience that the 
right mic for Freddy’s voice was the AKG 
414,” says DeMarchi. “But they didn’t believe 
it. They kept renting all these tube mies worth 
a couple of grand each. Finally, we ended up 
using the 414.” 

But the sparkling results of the L.A. ses¬ 
sions belie any north/south differences in 
methodology. Neigher’s knack for stripping 
the songs to their essentials proved to be a 
good balance for the pristine order of the 
Toronto sessions. “It’s important to get a new 
set of ears involved, so you’re not just pleas¬ 
ing yourself,” says DeMarchi. 

For Curci’s part, Alias is only the latest 
instalment in an encouraging musical career. 
Having had only eight vocal lessons in his life, 
he took the success of Sheriff as “a reas¬ 
surance that I was doing things correctly. I 
learned to sing by singing a lot.” Maintaining 
the stratospheric vocal power that is his sig¬ 
nature — Curci has been compared to 
Steve Perry — is difficult amid a hectic 
performance schedule, interviews and end¬ 
less hours on tour buses. Curci’s secret is 
simple: “I try to get some sleep and stay 
healthy.” 

While the road had its downside. Curci 
says it has been “fertile for writing. I don't 
think this is a band that will experience the 
second-album jitters. Everybody writes, and 
our philosophy is that the best songs make 
the record." To facilitate writing while on tour, 
Curci and DeMarchi share a TASCAM eight¬ 
track machine with a twelve-channel mixer, a 
Korg M-1 synthesizer and a multi-effects unit. 

Alias’Apparatus 
Both Freddy Curci and Steve De¬ 
Marchi use a Marshall JCM 800 
50-watt head with a 4x12 cabinet, 
an Ibanez guitar with a Floyd Rose, 
and a Samson wireless. Roger 
Fisher uses Fisher guitars and 
Fisher 4x12 speaker cabinets with 
Marshall heads. All three guitarists 
use Ovation 12-string acoustics. 

Bassist Steve Fossen uses a 5-
string Fender bass, a Peavey 
mega amp head with 4x10 and 
2x15 enclosures and a Samson 
wireless. Drummer Mike Derosier 
plays Ludwig drums. 

"It’s good for basics, for dragging into your 
hotel room." says Curci. "I always keep a 
Sony micro-cassette on my person for ideas. 
Then, if it warrants it, we’ll do it on the eight¬ 
track.’’ 

As writing partners. Curci and DeMarchi 
defy the simpler models of yesteryear. “It’s 
never the same twice," says Curci. “If I get an 
idea while I'm driving," says DeMarchi, 'Til 
pull over, call home and sing it into my 
answering machine. We don't have standard 
method. Some songs start with a drum 

groove, some start with a guitar lick. More 
Than Words Can Say' came from the lyrical 
idea. 'Heroes' started with a melody." 

Even more complicated than writing with a 
partner is sharing lead guitar chores with 
another person. Both DeMarchi and Roger 
Fisher are used to taking centre stage. "We 
were both nervous about that," says De¬ 
Marchi. But the extra muscle the two 
guitarists add to the Alias sound more than 
compensates for logistical problems like who 
plays which part. It also allows for what De¬ 
Marchi describes as a “little guitar battle" in 
the show. 

To maintain a “live" energy while in the 
studio, Alias cut many tracks live off the floor, 
some in record time. “For ‘The Power,' 
Haunted Heart' and More Than Words Can 
Say,’ we spent maybe twenty minutes 
rehearsing, then laid them down," says De¬ 
Marchi. That kind of confidence comes only 
after years in the business, and while Alias 
isn’t avoiding its past (the band does “When 
I’m With You" and Heart’s “Barracuda" in 
concert), its world-beating debut album ser¬ 
ves notice that this band-from-the-ashes has 
a very bright future indeed. ■ 

CAUTION! SHARKFIN AREA 
The competition out there is fierce - in fact it's a 
regular frenzy. Sometimes you need an edge or 
maybe three edges. The Sharkfin pick sharpens 
your pick attack by offering three 
différé icking edges. A rounded 
side ' ing, a fine point 
for s and a serrated 
side for a scraping metallic feel... ’ 
whichever suits your sound. 
For a limited time send us $1 to cover shipping 
and we'll send you two varying gauge sharkfin picks, so 
you can test the waters and get an edge or three. 
Make your check or money order payable to J. D'Addario & Co., Inc. 
(US dollars only please) Offer expires April 15, 1991. 

ORIGINAL 

SWEDEN 

Send your check or money order to 
Sharkfin Pick Offer 
J. D'Addario & Co , Inc 
PO Box J 
E. Farmingdale, NY 11735 
Sole US Importer • J. D'Addario & Co., Inc.: In Canada 1. D'Addario & Co. (Canada) Ltd. 
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In the beginning, there was a U.S. independent 
record deal with Dr. Dream. Dr. Dream led to 

Intrepid and, with distribution through 
Capitol, to the Canadian release of Bob's 

Your Uncle's Tale of 2 Legs in October of '90. <■ 
ound confusing? Well, it's all part of the rocky ride 
Bob's Your Uncle took on the way to their first 
record deal. Once called ''Canada's sexiest un¬ 

signed band," The Bobs worked diligently for over two years 
to piece together ''the deal." 

Things were looking good for the Vancouver-based band 
in the summer of 1989. They were featured in the Canadian 
Showcase at New York's New Music Seminar. Playing with 
Spirit Of The West, Chalk Circle and The Holly Cole Trio, The 
Bobs were in great company. Frank Weipert, the band's 
manager, says that their expectations ran high at the seminar. 

"We turned in a really favourable performance, as did 
Spirit Of The West. The general buzz in the room was that 
ourselves and Spirit would be the ones getting the nod for a 
record deal. We had every major A&R person from the U.S. 
sitting in the audience. Everybody made the assumption that 
it was a done deal. At the time we were offered a couple of 
independent deals. But we had to back-burner those." 

Unfortunately, the major deal never materialized. Lead 
singer and guitarist Sook-Yin Lee says that the big labels 
seemed interested, but always with reservations. 

"They always had 
a 'but': they loved 
us, ’but.' It was 
frustrating, but un¬ 
derstandable. We 
are a very original, 
challenging band. A 
record company 
sees that, likes it, but 
worries that we will 
be a hard sell." 
So, what had 

looked promising 
during the summer 
of 1989 looked bleak 
by the winter. The 
band had a great 
reputation for off-
the-wall live shows, 
and a completed, 
self-produced 
album (circa $15,000). 
But no deal. Accord¬ 
ing to Weipert, the 
band was in a jam. 
"We couldn't 

secure a deal with 

lack of good independent distribution for product in 
Canada. Radio can't play something that isn't in the stores, 
that isn't available. 

But wait. The story has a happy ending, and as fate would 
have it, it all came together at this year's New Music Seminar. 
Dr. Dream ran into some people from Canada's Intrepid 
Records, who boast the likes of National Velvet. Intrepid, who 
have a pressing and distribution arrangement with Capitol, 
picked up the Canadian rights to A Tale Of 2 Legs. On 
October 1 of this year, the album was finally released at 
home. 

Was it worth all the work? Well, even before the album was 
released in Canada, Bob's Your Uncle was the number one 
played band on college radio stations across the country. 
Sook-Yin Lee believes that the hard work the band put into 
the project will make things easier next time around. 

"We've been playing together and working towards a 
record deal since 1985; I mean, right now we're on our fifth 
cross-country tour, so we're not kidding ourselves about any¬ 
thing happening overnight. It takes a lot of work to convince 
a record company that you're serious about the music. This 

album is in fact over 
a year-and-a-half 
old. I listen to it now 
and I'm very proud 
of it, but I think that 
we were a very in¬ 
dependent band 
when we recorded 
it. We've grown a lot 
since then. I can 
hardly wait to get 
into the studio 
again." 

Weipert, as well, is 
optimistic about 
Bob's Your Uncle. He 
believes that labels 
like "alternative" 
and "indepen¬ 
dent," which the 
band has been 
stuck with — labels 
which perhaps 
scared off some of 
the major record 
companies last time 
around — will 

A Well-Equipped Bob’s Your Uncle 
Space is at a premium for The Bobs, who have 
to load all their equipment into a converted 
school bus named Bob. 

Bernie Radelfinger 
Larivee and Ibanez basses, Galien Kruger bass 
head, 15” single EV cabinet. Effects: Amdele 
flanger. Pearl delay. Boss chorus. Morley 
volume pedal. Black 1mm Dunlop pick. 

John Rule 
Canwood drum kit: IO”x 10". 12”x 12 "toms; 
16”x 16”floortom; 14”x20”bass; Pearl snare: 
Ambassador heads on top. Diplomats on the 
bottom. Cymbals: 20” Sabían Dry Ride. 18" 
and 16" Sabian crashes, 10" Sabian splash. 14" 
Zildjan New Beat hi-hats. Collarlock system, 
with Tama and Pearl hardware. Vic Firth 5A 
sticks. 

Peter Lizotte 
Peter uses two amps: a Fender Princeton, for 
clean sounds, and an old Gibson BR-A, with 
a Shure SD-245 high impedance mic. for his 

"dirty” sound. Effects: Pearl flanger. Ibanez 
DDL. DOD A-B box. Boss DI. Harps include 
a selection of Hohner Special Chromonica 
270s. He also plays a Paul Dean Odyssey 
electric guitar. 

James Junger 
Aria Pro II electric guitar. Stella 4-string tenor 
acoustic. Yamaha 100 head with two 12" 
speakers. Effects: Ibanez digital delay. Am-
deck compressor and chorus. Boss volume 
pedal. Rat distortion. "Toupee by 
Dansworth." 

Sook-Yin Lee 
Fender Squire electric guitar. Roland Chorus. 
Roland Cube Amp. Other assorted stuff in¬ 
cludes: I ” circumference 4.5 foot long PCV 
tube; baby blue, 12-key toy piano; transistor 
radio: detachable, multi-coloured trumpet 
whistle; sliding whistle; honking cock kazoo; 
train whistle; warbler. 

the majors, and the independents had their noses out of joint 
because we turned them down once. So I went back to the 
independents with my tail between my legs, and I went to Dr. 
Dream, who happened to have a band drop out of their 
release cycle. They said, 'Well, you've got the finished album, 
we love the band, we've got some space to go and release 
the album — maybe we can reach some sort of agreement 
and do the distribution for you in the States.' " 

Finally, in June of this year, A Tale of 2 Legs was released in 
the U.S. by Dr. Dream. Now they were in an even stranger 
situation: a Canadian band, on an American label, with no 
distribution in Canada. Bob's Your Uncle originally tried to go 
the independent distribution route in their homeland: 

"We were sitting in a situation where our U.S. label would 
import the album into Canada," says Weipart. "The album 
would go for a fairly hefty price, maybe $10 on cassette, and 
maybe $17 on CD. It's just an example of what I see as the 
biggest problem in Canadian music today — that is, the 

grow less important as the band matures. 
"It's not a matter of the band shifting for the market, or the 

market shifting to accommodate the band. It's important to 
realize that for the large system, be it the media, be it the 
record companies, be it whatever, their reaction time to 
trends is slow. They've never been leaders; they only react to 
what's going on. Whatever they consider to be the Next Big 
Thing has already been two or three years in the making. I 
don't know if Bob's your Uncle will ever change for the 
market. They will mature as a band. It will take us maybe 
another year, but we'll make it." 

In the meantime, the band continues to stay hard at it. 
They're completing their fifth cross-Canada tour in Bob, a 
converted school bus, and are looking to piece together their 
next record deal. A Tale Of 2 Legs won't be the last story we 
hear from Bob's Your Uncle. 
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By David Henman 
hen I lived there in the late seventies/early eighties, I often heard 
N.D.G. (Notre-Dame De Grâce in Montreal) referred to as the 
"musician's ghetto." I suppose, to look at us sitting in the noonday 
sun on a park bench along Sherbrooke Street West, clutching a quart 
bottle of Molson's beer and/or an acoustic guitar, it's not too hard to 
understand from whence that ignoble epithet arose. 
Recently I went back, on a mission which found me sitting in the Kent 
Pizzeria on a sunny Saturday morning (less than a block from the 
aforementioned park bench), over too many early morning cigarettes 
and cups of coffee, conducting an investigation into a band/ project 
called Sneaky James. This investigation was bom during the late 

summer of last year, when lead vocalist James Mahaffey dropped off a 
fourteen-song demo that he was shopping to A&R departments in Toronto. 



Because our "Showcase" department attracts hundreds of tapes from unsigned artists, it's much like having our own 
little A&R department And while it is not within the man¬ 
date of Canadian Musician to go out on a limb for — or to 
discover — new artists, this tape was too exciting, too much 
fun and far too powerfully performed and recorded to just 
file somewhere. 

"The eight songs on side A," explains lead vocalist, piano 
and harmonica player Mahaffey," were done on twenty-four 
tracks, a full-blown production on a relatively limited 
budget We thought, if we're going to do it, we might as well 
do it as big as we can." "Otherwise," interjects guitarist and 
backing vocalist Wayne Dwyer,"we'd just have to redo it 
anyway." These eight tracks were recorded at Montreal 
Sound and produced by SCI Productions (Bill Szawlowski 
and April Wine guitarist Gary Moffet). 

Due to the difficulty of 
raising the money, the 
recording project took 
about a year and a half. 
"We received two grants 
from the Quebec govern¬ 
ment," Mahaffey reveals. 
"We had applied to FAC¬ 
TOR and to MusicAction 
— which is the same as 
FACTOR but strictly for 
the French scene — but 
to no avail." 

One of the most remark¬ 
able things about Sneaky 
James' demo is that it 
sounds like a very high 
quality live recording. In¬ 
terestingly, this was not an 
accident: "Gary and Bill 
(SCI) talk about 'sound 
pressure' going onto the 
tape — they record hot, 
so that some of the excite¬ 
ment and the loudness actually translate onto tape," explains 
Dwyer. 

At Studio Victor, where the bed tracks were laid down 
before going to Montreal Sound, a natural drum-miking 
technique was used. "The ambient and reverb type of sounds 
on the kit are room sounds," says Mahaffey. "The drum room 
at Studio Victor is like a small gymnasium. It's all oak, and 
round, with parabolic reflectors built into the walls." 

Studio Victor uses an Otari 24-track recorder. At Montreal 
Sound it was an MCI 24-track anda Harrison 32-buss console. 
Dwyer elaborates: "We used a couple of old Urei leveling 
amplifiers, as well as Gatex gates, Lexicon reverbs, and so on. 
We had a ton of vocal mies to choose from, but used a Shure 
SM58 about half the time, as well as an AKG 414. We kept the 
headphones pretty loud." 

"I did each vocal track about three times straight through," 
recalls Mahaffey,"and then Gary and Bill did 'compilation' 
tracks, where you take the best parts of each performance and 
distil them down to one complete 'take.' " 

Side B was done in Dwyer's basement on an eight-track 
Otari. For my money it sounds as good, and easily as exciting, 
as the 24-track stuff. 

This is where Jim Ayoub (Mahogany Rush) was brought in 
to play drums. Mahaffey played drums on the 24-track demo 
— he started out playing drums and, later, keyboards. Jeff 
Phillips, of Gould Marketing in Montreal, loaned us the 
Otari," confesses Dwyer,"as well as a Seek 12-channel board, 
an AKG ADR-68k reverb...about fifty thousand dollars worth 
of recording gear!" 
The Mahaffey/Dwyer songwriting team combines, 

predominantly, Dwyer's music and Mahaffey's lyrics, which 
are usually added after the music is finished. "I’m pretty 
much a failure when it comes to relationships," Mahaffey 
confides,"so I've got enough lyrical inspiration to last the rest 
of my life!" 

At this point, the band consists of whoever shows up, and 
lately that has included Jim Ayoub, who spent many years 
behind the kit with Mahogany Rush. "We're the only two that 

were dumb enough to 
stick at it all this time," 
jokes Mahaffey. "We're 
the writing core. Wayne 
and I take care of every¬ 
thing — writing the 
tunes, doing all the busi¬ 
ness. It's a lot more effi¬ 
cient that way. The in¬ 
dustry being what it is 
these days, you have to be 
very efficient. Don't beat 
around the bush, get to the 
point which, in the end, is 
the music." 

The music, in this case, 
if you'll permit a little 
"mini-review," is what 1 
would call "boys' club" 
rock 'n' roll. It's rowdy, 
raunchy, rude and rated X. 
(The first song is called 
"Wedlock Headlock"). It 
has that joyous, devil-

may-care, good time feel that rock 'n' roll (and many other 
kinds of music) were always meant to have. Though they 
don't sound at all like The Black Crowes or The London 
Quireboys, Sneaky James has its heart in pretty much that 
same place: the roar of a Hammond B3, tire scream of a slide 
guitar, the thunder of a loud drum kit and, naturally, great 
rock 'n' roll songs and singing. 

"We've been doing this for years," Mahaffey points out, 
"and it concerns me that we might be perceived as 
bandwagon jumpers, or trend followers, which is not at all 
the case." 

What is it like surviving as an original band in Montreal? 
Probably the same as anywhere else. Whether you live in 
Armpit, Saskatchewan or Sleeping Bag, Manitoba (or anywhere 
else in the world), one thing holds true: Cover bands make 
money, original bands — up to a point — don't. 

"We've developed a bit of a following," concedes Mahaffey. 
Is a major record deal — and national exposure — just 
down the road? Inevitably, if there's any justice. But, as most 
of us know (or will eventually find out), that can be a long 
and bumpy road. Sneaky James makes great rock 'n' roll, and 
the rest of the country deserves to hear it. 

Sneaky James' Private Stock 
Like Alex Lifeson of Rush, 

Wayne Dwyer uses Odyssey 
guitars. "They were made in 
Vancouver, and the company has 
since gone under. So far I've 
found two of them, and bought 
both. They've got a certain feel 
that I've never found anywhere 
else. I've also got a '62 SG Spe¬ 
cial. I've been offered a lot of 
money for it, but I refuse to part 
with it. One of my Odysseys has 
DiMarzio Super Distortion pick¬ 
ups, but I've been thinking of 
changing them. I don't use a 
whammy-bar — I'm kind of a 
purist, I guess. I use an ADA MP-
1 preamp, which I love. Unfor¬ 
tunately, the solid state circuit is 
not as clean as it could be. I use 
an Alesis MIDIverb II, and a 

MIDI pedal. 1 also have a BBE 
Stinger. I'm not sure what it does 
— it's kind of an enhancer — 
but you can sure tell when it's 
off. My amp is a Bryston 3B 
power amp, 175 watts per side, 
with a Marshall 4X12 bottom. I 
run stereo, so on the other side I 
have a Marshall 100 watt head 
and a 4X10 bottom. 

"I plan to get a MIDIverb III, 
because it's programmable." 

James Mahaffey uses an AKG 
wireless microphone. In some 
shows, he'll play a Hohner har¬ 
monica and a Roland U20 for its 
piano and Hammond B3 organ 
sounds. "It has an amazing 
grand piano sound. I go direct 
into the PA console and hear it 
back through the monitors." 
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THE GREMLIN 
GROUND LOOP 
The Big Letdown 
So you finally did it! In a wild frenzy of retail sharkfest and cheque writing, you’ve 

managed to exhaust your bank account and come home with some quality gear. 

Anxiously anticipating instant tonal gratification, you patch it all together and 

throw the master power switch. BBBBBBRRRRRZZZZZZ!!!!! Hey, what’s with all 

that noise??!! Frantically double checking the spec sheets, you’re sure you bought 

good quiet gear; so what happened to the awesome sound your freshly poverty-strick¬ 

en ears were so badly yearning? Alas, my friend, you are another victim of the 

heinous ground loop. 

Understanding the concept and causes of these gremlins will help to formulate ef¬ 

fective measures to eradicate them. The term “ground” is somewhat ambiguous 

when applied to audio equipment; a processor can have several “grounds” within a 

single unit — the shield ground (case) and the signal ground (audio). These 

grounds end up being tied together at a single point within the unit, hopefully with 

some kind of option to allow them to be isolated from one another. Each piece of gear 

in our rig has its own internal matrix. Problems usually arise from the methods by 

which all of the equipment, and therefore the individual ground matrices, are inter¬ 

connected. 

The Prognosis 
All ground points have a resistance between them, albeit small, due to the fact that 

a perfect conductor does not exist. Current flowing through these ground points 

creates a voltage, not the absolute zero-volt level we would like to see at a ground 

point. Creating a loop by connecting these grounds together via two or more paths al¬ 

lows current to flow between grounds of different potentials. This is done via the 

shield(s) of the audio cable(s) and the third pin of the power cable. And the more 

gear that is interconnected, the more complex the ground loop becomes and the 

noisier the rig can get. 

The resultant interactive hum and noise is a combination of power supply ripple 

and external interference caught by the shield bleeding into the audio path via our 

Continued... 
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Damn Yankees Rocks 
withlSgiTech 

Ted Nugent. Tommy Shaw, Jack Blades and Michael 
Cartel lone left nothing to chance for their debut world tour. 
They selected DigiTech to handle their signal processing needs. 
Below is just some of the DigiTech gear they're using. 

Two GSP 21 Guitar Signal Processors 
21 effects, up to 10 at a lime, plus a full function foot controller. 
Applications: for guitar effects. 

Two Whammy Pedals 
Up to 2 octave up/down smooth note/ 
chord bending, pitch detune, and harmony 
interval shifting. 
Applications: for guitar effects 

Three IPS 33B Super Harmony Machines 
Create 2 & 3 part chromatic, intelligent and user-defined harmonies. 
Applications: for guitar and vocal harmony effects. 

Three DSP 256 Digital-effects Processors 
Up to 4 effects at a time from 24 available. 
Applications: for guitar, bass, and vocal effects. 

■ :! DigiTech 
DigiTech The sound of the 90s 
is a registered trademark of the DOD Electronics Corp. Distributed in 
Canada by Erikson, Vancouver (604) 438-9212, Toronto (416) 764-6350, 
Montreal (514) 738-3000. 



EXORCISING THE GREMLIN LOOP 

friendly ground loop. This is exacerbated by the incompatibilities of 

various manufacturers’ differing grounding schemes and the use of 

unbalanced audio lines. Here, the shield ground is also the signal ground, 

the ground loop noise automatically becoming part of the audio signal. 

So we now know exactly what a ground loop is, its causes and its 

symptoms. Troubleshooting a substantial setup will bring to light that 

exorcising these gremlins can be somewhat of an arduous process. A 

gear but very easy in others; the situation should be evaluated on an 

individual basis. Equipment with a “ground lift” switch is ready to go. 

Just flick the switch as required. Installing a ground lift switch is usually 

an easy task. The signal ground and case ground are commonly con¬ 

nected together at a single point within a piece of gear, at the power 

supply or at the sleeve of a 1/4” audio connector. Ideally our ultimate goal 

is to have the signal ground system and case grounds meet at a single 

t" I 

t 

SPEAKERS 

Li-$ 

NOT CONNECTED 

Vonage -egu 

semblies designed for minimal noise. Note 

that two conductor shielded wire is used in all 

instances; it is imperative that the signal 

ground and case (shield) ground are separated 

wherever possible. Sadly, the handful of com¬ 

mon unbalanced 1/4” to 1/4” cables purchased 

from the local music store generally are not 

conducive to a quiet rack. The shield of each 

cable should be connected only at the receiv¬ 

ing end to the sleeve of a 1/4” TRS plug or the 

case terminal (the often neglected one at¬ 
tached to the set screw) of an XLR connector. 

Only a single shield ground point is required, 

as the chassis are already connected together 

via the third pin of the power cable. Making a 

chassis-to-chassis connection through the 

systematic process of standardizing 

our rigs’ ground system seems to be 

the most effective method to kill any 

ground loops. 

Proper interconnection of our 

equipment using correct cable con¬ 

figurations will help to quell ground 

loop induced noise. The accompany¬ 

ing cable wiring diagram (Fig.3) il¬ 

lustrates examples of cable as-

point within the entire rig. We can 

accomplish this through the use of 

the lift switch and proper wiring 

techniques. 

The standard wiring scheme for 

XLR connectors is: pin 2 is hot, pin 3 

is cold, pin 1 is signal ground, and the 

case terminal is shield ground; for 

1/4” connectors: TRS are optimum, 

wired tip hot, ring cold, and sleeve 

OfeTeMO/j connected together at a 
single point 

case ground for balanced installations and tip 

hot, ring signal ground, and sleeve case 

ground for unbalanced setups. 

Rack-mounted equipment where the 

grounds are difficult to separate, especially in 

tube amps and digital sound processors, can 

have grounding problems alleviated by in¬ 

sulating the whole case from the rest of the 

rack with nonconductive mounting hardware 

and fish paper (a type of insulating material) 

between the rails and chassis. 

This selection of equipment for intercon¬ 

nection compatibility will dictate what, if any, 

modifications may be necessary for the 

quietest operation, so take the time to choose 

carefully. Time spent on conscientious wiring 

GUITAR IN 

Figure 2 
for minimum ground noise Note the 
following 
11 All cable shields connected 

* GROUND LOOP 

Figure 1 : The culprit a ground loop formed by the interconnection of two ¡or morel units ground networks at more than 
one point ¡in this instance via the power cable grounds and the shield of a single conventional unbalanced cable! 

OUT 
PROCESSOR 1 P- _ >?PÑ PROCESSOR 2 

' COMMON 
■J UNBALANCED LINE 1 _ 

audio jacks is redundant and will bring to life a ground loop. 

While we are on the subject of that third pin on power cables that many 

people like to render useless, it may be a good idea at this time to reiterate 

its purpose of existence — safety! That is, protection against possible 

electrocution (read: death). Should a failure occur inside a piece of 

equipment and a hazard¬ 

ous voltage is transmitted 

to the case, where ul¬ 

timately it could be trans¬ 

mitted to the user, the cur¬ 

rent would be conducted to 

ground via that third pin 

and a fuse would be blown. 

THE GROUND PIN 

SHOULD NEVER BE 

DEFEATED AT ANY 

TIME! ! ! A piece of shielded 

wire will be your sole element of 

protection, and it cannot safely con¬ 

duct the almost 2000 watts of power 

available at a common power outlet 

away from a user. So please, take a 

little extra time to de-bug your rig 

safely. 

To further optimize our rig, it is a 

good idea to separate the signal and 

case (shield) grounds inside in¬ 

dividual pieces of equipment. This 

may not be possible in some pieces of 

will exorcise the gremlin ground loops and give the reward of a noise-free, 

consistent rig. No voodoo or garlic necklaces required. 

Exercise Caution 
All of the modifications 
and additions done to the 
equipment in this article 
have been successfully 
performed previously and 
will not damage or impede 
the operation of the gear in 
any way when done cor¬ 
rectly. Therefore, it is 
strongly recommended 
that you have any work 
done by a qualified tech¬ 
nician, should you not 

possess the required technical know¬ 
how yourself. Opening and modifying 
equipment will void said equipment’s 
warranty, and seeing that we are not 
responsible for any damages you may 
incur, BE CAREFUL!! 

Richard Chycki is a freelance 
guitarist and songwriter with uncon¬ 
trollable electronic urges. 

BALANCED 
INPUT 

Note No signai 
ground need De 
accessed m the 
balanced mode 

Figure 4: Isolating the audio and case grounds m a processor with the option to connect or 
disconnect them via a switch ¡ground lift), will help to achieve maximum quiet performance 
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• n the fast-paced world of making 
music, a relatively new and unex¬ 
plored territory is opening itself up to 
Canadian artists and musicians right 

across the country, and with encouraging 
results. The unfamiliar terrain is that of 
children’s music. 

No longer content to be a mere after¬ 
thought within the North American music 
industry, children's music is opening doors 
not only for Canadian performers, who are 
finding seemingly unchallenged success 
south of the border, but for musicians and 
producers who are able to get on the ground 
floor of a rapidly expanding segment of the 
music industry. 

Currently, Canada is recognized as the 
world leader in children's music, providing 
such entertainers as Heather Bishop (Oak 
Street Music). Raffi Cavoukian (A&M), 
Fred Penner (Oak Street) and Toronto's own 
Sharon, Lois and Bram (Elephant Records). 
Raffi has recorded eight albums since 1976, 
selling more than four million copies in the 
United States alone. 

Canada also has its share of record com¬ 
panies that produce children 's artists, includ¬ 
ing Oak Street in Winnipeg and Elephant 
Records in Toronto, rhe Children's Group, 
a Toronto-based record company, is one of 
the largest children’s record labels in 
Canada, with eight artists to its credit. Cur¬ 
rently, The Children’s Group is increasing 
the distribution of quality children's music 
through arrangements with major U.S. and 
Canadian labels — yet another sign that 
children's music is not only a consideration 
for the indies, but a growing concern for the 
conventional record companies as well. 

North American spending on children is 
increasing (a reported twenty-five percent in 
1989) in the face of the recent baby boom. 
Industry statistics indicate that children's 

music products now account for twenty to 
twenty-five percent of sales in traditional 
book stores. The music is not only being 
bought by parents, but by public schools and 
other learning institutions. 

But as the area of children's music grows 
in size and scope, it retains many of the 
characteristics associated with the music 
business. Ken Whiteley, a Toronto-based, 
independent record producer who has 
produced thirty-five children's records to 
date, feels that while performing for children 
is unique, the route into that aspect of the 
industry is parallel with any other. 

"As a producer. I would bring the same 
criteria (to choosing a studio musician) that I 
would bring to any recording,” Whiteley says, 
adding that performing alongside a children's 
artist (in the studio or on the road) is "the same 
as any other kind of gig you might get — it 
requires sensitivity and musical ability the 
same as any other gig does.” 

There are particular considerations, how¬ 
ever, for those wanting to perform directly for 
children, as a children's artist. “It’s very dif¬ 
ferent than playing in clubs," Whiteley says of 
performing for a young audience. "[Children] 
are ready to listen. They want to listen. It's a 
different thing getting a bar to rock than per¬ 
forming in a ¡children's! concert." 

Prior to choosing a career as a children's 
artist, Whiteley suggests that performers, 
first and foremost, explore the elements of a 
young audience. “Find out if you enjoy 
having them for an audience,” he advises. 
“Just get out there and (perform], provided 
you have a certain skill as a musician." 

Whiteley, a children's artist in his own 
right, produced seven albums for Raffi over 
an eleven-year span. He believes that in 
order to become a children’s artist, one must 
start with the basics: Listen to other artists, 
think about the kind of music you liked as a 

child, learn some children’s songs and then 
try them out. He suggests that artists contact 
local nursery, kindergarten and public 
schools to arrange performances. 
Whiteley also names humour and 

audience participation as being key factors 
for pleasing children and keeping them in¬ 
terested. In his own act. The Junior Jug Band 
(Children’s Group), Whiteley and his 
brother, Chris, change instruments 
throughout the set: "That's how we keep the 
interest up. " 

Once artists have some experience behind 
them and have decided to pursue a career in 
children’s music, they can approach such 
programs as the Ontario Arts Council's 
Creative Artists In The Schools. The pro¬ 
gram enables artists to take their music into 
a learning environment and. according to 
Whiteley, has helped numerous artists 
develop skills applicable to concert perfor¬ 
mances: “A lot of artists have really got their 
feet wet through the program." 

The differences between working in 
children’s music and other forms are, ac¬ 
cording to Whiteley, fairly practical. They 
include the ways in which a performer ad¬ 
dresses his or her audience and the kinds of 
hours worked. Many of the other aspects are 
standard within the music industry. 

Bob Roper, general manager of Elephant 
Records and band manager for Sharon, Lois 
and Bram, says that while working within a 
children’s market has its limitations, there 
remains plenty of room for aspiring artists 
and musicians within the field. He explains, 
“It is a limited market, but there's still a lot 
of room. You don’t have to play The 
Diamond (in Toronto) every Friday night in 
order to be successful." The limitations lie 
in the type of material that is appropriate, and 
saleable, for children. 

Continued... 
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One doesn't have to be involved in folk 
music in order to get streamlined into 
children’s music because “it’s not some¬ 
thing you can do three hundred times a 
year." Aspiring performers must take their 
young audiences into consideration, includ¬ 
ing such things as its short attention span. 
Most artists also prefer to play to parents as 
well as children, providing a family-type 
atmosphere to their performances. 

Good marketing is another factor, if not 
one of the keys, to success, and such areas 
as promotion are getting caught up in the 
changes as well. As the children’s market 
continues to blossom in both the U.S. and 
Canada, record companies should con¬ 
ceivably be able to spend the kind of money 
once reserved for big-name entertainers. 

However, overhead expenses for the 
production of children’s music run as high, 
if not higher, than that for other performers, 
and with smaller returns. "When I go on the 
road, I have to pay musicians as much as 
Blue Rodeo would," Roper said. "And my 
tickets cost $12, not $20.” 

But Canada is the place where children's 
music got its start, and continues to help fuel 
the industry through a vast assortment of 
Children 's and Folk Festivals not as plentiful 
in other parts of the world. Roper concedes 
that such opportunities have been the nurtur¬ 
ing point for Sharon, Lois and Bram, as well 
as other Canadian children's artists. "There 
are a number of things available here that just 
aren't in other countries,” Roper offers. "In 
Canada, especially, there is a pretty good 
audience, if you do it right. Per capita, 
(Sharon. Lois and Bram) are much bigger 
here (than in the U.S.)." 

While the children's market in the U.S. is 
just currently starting to take off, as it has in 
Canada, the enthusiasm indicates a long and 
prosperous run. "|h s] a growing industry,” 
Roper confirms. "We've found a niche and 
it's something that parents want. To not put 
records in the stores is to lose out on a huge 
market." 

Gilles Paquin, president of Oak Street 
Music and chairman of the advisory commit¬ 
tee of the Children’s Committee for the Juno 
Awards, believes contemporary children’s 
music got its start as part of a grassroots 
movement that began in the late seventies 
and has since evolved into a solid, expanding 
market. "There isa legitimate industry that's 
growing,” Paquin adds. “As it's evolved, it's 
become its own market. We're seeing a lot 
of interest from all the majors as well. 
Everybody’s looking for the new Raffis and 
the new Fred Penners." 

Oak Street, whose collection of twelve 
children’s artists includes Fred Penner and Bob 
King, has held onto the conviction that good 
business begins with good music. "Basically, 
our goal was to establish it as a legitimate 
business,” Paquin explains. “That includes 
keeping the level of music high [and] strug¬ 
gling hard to make the retailers understand that 
the buyers are out there.” 

For now, however, the bulk of children’s 
music doesn’t get airplay, but Paquin feels 
that will change in the years ahead. Current¬ 
ly, he and those with Oak Street are looking 
for performers who not only have the neces¬ 
sary talent, but who can adapt well to the 
changes facing an expanding segment of the 
music industry. "At Oak Street, we’re look¬ 
ing for acts that can not only perform well, 
[but) who are adaptable to television." Pa¬ 
quin said. 

CONTACTS 
Artists, musicians and songwriters wanting to 

become involved in the children’s music industry 
and/or who have performed for young audiences in 
the past, should contact the following for additional 
information: 
• Ontario Council of Folk Festivals, (416) 651 -8361 
or (705)228-1172 

• Mariposa Folk Foundation Inc., (416) 769-3655 
• Vancouver Folk Festival, (604) 879-2931 
• Mariposa In The Schools, (416) 462-9400 
• Ontario Arts Council’s Arts and Education depart¬ 

ment, (416) 961-1660 
• CBC’s Children's TV. department, (416) 975-6776 
• Independent and other labels specializing in 

children's music, including Oak Street Music Inc., 
(204) 957-0085 and The Children’s Group, (416) 
538-7339 

• Organizers of various folk and children's festivals 
held throughout Canada. 

• Local nursery, kindergarten and public schools. 
• Music academies that provide lessons for 

children. 

But marketing is only one of a number of 
considerations that one must take into ac¬ 
count upon choosing a career in children’s 
music. According to Paquin, making 
children's music requires not only a under¬ 
standing of the marketplace, but of those 
who directly make up that market — 
children. “It’s hard if you're not right for it," 
Paquin cautions. "There's a high degree of 
integrity that's needed, and necessary. Once 
you have a good understanding of what (per¬ 
forming for children) means, then you're 
ready to begin," he said. 

While Paquin feels that the first step for 
artists who want to get involved in children’s 
music is to start performing for young 
audiences, in ordertoforge apersona! "style 
and identity," he suggests that there are 
numerous other routes into the field. 
They include opportunities for 

songwriters, singers, musicians, producers 
and so on. The best route, according to Pa¬ 
quin. is to get in contact with those already 
involved in areas of the business. He sug¬ 
gests contacting record labels, like Oak 
Street, and submitting examples of in¬ 
dividual work, as well as contacting the or¬ 
ganizers of Children’s and Folk Festivals. 
“There is a tremendous number of inde¬ 
pendents out there," Paquin says of the 
record companies that supply children’s 
music. “In the U.S., the network is even 
bigger. ’’ 

When Sharon Hampson of Sharon, Lois 
and Bram first started out as a singer on the 

Toronto coffee-house circuit at seventeen, 
there wasn’t much of a market for children’s 
music in Canada. By the time she hooked up 
with Lois Lilienstein and Bram Morrison to 
put together an album of children's music, 
the trio found themselves working hard to 
"sell ' the idea to industry leaders. "When 
we started out, we were forever trying to 
prove ourselves," Hampson recalls. "We 
had to, in a sense, create the industry.” 

She’s not far from the truth. In fact, the 
group formed its own record company. 
Elephant Records, to put out their first 
album. One Elephant, Deux Elephants, in 
1978. Fortunately, aiding the group in their 
endeavour to reach a market of children were 
a variety of Canadian festivals, a program 
spun out of the annual Mariposa Folk Fes¬ 
tival entitled Mariposa In The Schools, and 
the CBC’s longstanding dedication to 
children’s programming. Their first album 
was an instant hit. 

“It’s a Canadian phenomenon." Hampson 
says of the origins of children's music. “Some¬ 
thing happened very differently here than in the 
United States. The industry thrived in a way 
that it didn't in the U.S." 

The trio has been successful throughout 
North America. Their popular television 
series, Sharon, Lots and Bram's Elephant 
Show, is broadcast nationally by the CBC, 
and by Nickelodeon in the U.S. 

Due to past success stories, children ’s per¬ 
formers now have more opportunities to 
grow and mature as artists. According to 
Hampson, there are numerous more 
facilities to practice and perform in than 
there were a decade ago. "It’s a growth 
industry," she adds. "Things that were in¬ 
novative twelve years ago are quite com¬ 
monplace now." 

And while appealing to a young audience 
may look easy, it’s not. Sharon, Lois and 
Bram Sing A to Z. will testify that working 
within their industry requires a dedicated 
and continued exchange with children. 

Jack (¡runsky. of Hie Children's Group, 
echoes Hampson's sentiments. "Children as 
an audience are wonderful," he reports. 
“They’re very receptive and also very critical. 
It makes the performer work all the harder." 

Grunsky, whose two albums include Im¬ 
aginary Window and Children Of The Morn¬ 
ing, acknowledges the work of acts like 
Sharon, Lois and Bram in helping to bring 
Canadian children's music to both national 
and international audiences. "They have 
paved the way and have contributed enor¬ 
mously to the awareness and the need for 
children's music," he states. 

In the end, Gilles Paquin feels that 
children’s music should serve more than just 
an economic purpose. For his part, he 
believes both the message and the music 
must be strong, and that it be shared by both 
parents and children. Like other forms, 
children’s music should exist to do what 
music has always been meant to do — 
unite its listeners. ■ 
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FUTURE 
OF MUSIC EDUCATION 

Ll] & S2^ann.£.E£ 

It’s a big night for the grade nine band at Toronto’s Nelson Boylan 
Collegiate. They’re playing for Commencement in front of their first live 
audience, and performance pressure is at a peak. But tonight, they’re 

confident they’ll deliver — backed by a sequencer, computer 
and sound module borrowed from the high school’s 

computer music course. 

his may 
sound like a forecast for the future of music education, but it’s happening now. In this fast-paced 
environment of constantly changing variables, the need for teaching facilities, curriculae, and 

instructors to remain current is crucial. In its infancy less than a decade ago, computer and MIDI 
technology is now a fact of life, and more and more educators believe that teaching a music 

student the computer is teaching them to earn a living in the next century. 
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I have always felt and still feel that technology is a great equalizer," says Sara Jordan, head of music at Nelson Boylan, a high school 
breaking new ground on the collegiate level, with courses on 
computer music and computer-based video production. “Everyone is 
put on equal footing because it starts everyone back at square one. It 
allows kids from a school community who may not have had years of 
private lessons to have an edge over traditionally trained musicians. 
They have this edge because they learn to think harmonically, they 
learn good keyboard skills and they are computer-literate through the 
use of MIDI. Or is it that they become MIDI-literate through the use of 
the computer?” 

A pioneer of computer-based music programs, Trebas Institute of 
Recording Arts introduced their first digital course in 1979 — four 
years before the digital CD hit the market. 

“The reaction (from students) was 'Why? What’s this for?’ because 
they didn't see anything out there,” says Trebas president David 
Leonard. “Students don't necessarily have the vision of the future of 
the music industry. They come into the program based on a 
perception, whatever that is, of the industry today or at that time. As 
digital technology started hitting the market, they began to realize 
that they didn’t really understand everything it could do.” 

Trebas offers two separate programs: Recording Arts, which 
encompasses music production and audio engineering technology, 
and Music Business Administration (MBA). The Recording Arts 
courses all use computers, with students learning how to build as 
well as operate equipment. 

“It’s one thing to look superficially at the knobs on the equipment or 
at a sales brochure, but you’re a lot more educated when you 
understand what it can really do. The opportunities are there to be 
more creative as a musician and producer if you understand the 
depth and breadth of what technology can do.” 
Technological advancements in the music industry are also 

re-defining music-based career descriptions. Boundaries such as 
those between recording and production are becoming increasingly 
fuzzy, as technology allows one person to do the jobs of many. 

“A musician and an engineer or producer — until very recently 
- were separate people, separate functions. Now, engineering 

types are learning more of the musical elements and getting into 
production, and we see musicians who are taking control of the 
equipment because, for a $10,000 investment, you can get the 
creative opportunities that used to require a quarter-of-a-million-dollar 
studio. Musicians start learning about technology, and engineers 
produce their own sounds.” Students are increasingly required to 
understand the concerns facing those on both sides of the recording 
studio glass. 

Merging boundaries between audio and video are also affecting 
what students are learning, to be competitive in the work force. 

Though the film and television industry and the music industry 
traditionally were two separate entities, the influx of the music video 
has seen audio people involved in video production and television 
people concentrating more on audio as TV sound becomes more 
sophisticated to meet the requirements of the public’s educated ears. 
As a result, many sound studios have upgraded to post production 
and synchronization facilities, and courses such as Trebas' Audio 
Post Production for Video are becoming more and more popular. 
“This is an area where studios haven’t been able to find people other 
than training them hands-on. There just haven’t been schools doing 
this.” 

Continued... 

Sara Jordan (Nelson 
A. Boylen Collegiate 
Institute). 
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UTURE THE 

OF MUSIC EDUCATION 

Generic Training 
Because current technology is often 
‘flavour of the month,’ there is a risk 
that the equipment learned by a 
student could be outdated before it’s 
even mastered. To compensate for 
this problem, teaching facilities like 
the Ontario Institute of Audio 
Recording Technology (OIART), 
designed to train students for entry 
level into the recording engineering 
studio business, are providing 
students with generic training -
that is, with the ability to apply skills 
to more than just currently popular 
equipment. 

“For instance, with reverb units we 
teach them how all reverb units work, 
whether you’re in a cave or using the 
most modern piece of technical 
equipment. Our thoughts are that the 
industry is changing so quickly that if 

we just teach them how the 
hardware works, they won’t be very 
well prepared for new innovations. 
Rather than learn every new piece of 
equipment, a solid understanding of 
the theory should enable them to 
adapt their knowledge to the new 
equipment as it comes out,” says 
OIART registrar Geoff Keymer. 

“Another problem being identified by 
music educators in this area (not 
performance but a recording studio 
situation),” says Geoff, “is that the 
industry changes so rapidly that we 
have to add more and more courses at 
the end of our program, (like the recent 
addition of an audio for video 
program), but the earlier ones can’t be 
deleted because they act as building 
blocks. In other words, courses aren’t 
increasing in length of duration but in 
content, so the graduate from this year 
will have much more information than 
the graduate from five years ago. It 
becomes a bit of a problem in that 
we’re expecting more and more from 
our students, but in the same respect 
our students are much more 
sophisticated.” 

Though professional musicians 
who have diligently studied an 
instrument for years may find the 
concept of being replaced by a 
sample less than pleasing, most 
educators feel that the technology 
will open rather than close doors. 
Says John Harris, director of 
Toronto’s Harris Institute, musicians 
are now enabled to do things that 
couldn't have been dreamt of ten 
years ago, like being capable of 
handling vastly more elements of 
composition and arranging alone. “A 
lot of people see technology as scary 
and putting people out of work, but 
my view is that it enables the 
creative community to do more than 
a single person has ever been able 
to do before. As a creative tool, it’s a 
bonus for songwriters and arrangers 
who can now do practically 
everything themselves.” At the 
institute which just celebrated its first 
birthday, Harris combines creative, 
technological and business aspects 
in all their courses. Two programs 
are offered: Producing/Engineering, 
which includes composition, 
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Learning! 

Haring Fan! 

Creating Musicl 

Come and join 
over 900,000 students 

worldwide who are enjoying 
our method of 
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Yamaha 
Music Schools 
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Yamaha Canada Music Ltd., 135 Milner Ave., Scarborough, ON MIS 3R1 
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arranging, the technology of sound 
recording and business; and 
Recording Arts Management, 
focusing on industry management 
functions. In development stages is a 
Technical Training Centre, a 
fully-integrated training facility with 
MIDI, a 24-track recording studio, 
audio post-production, live sound 
and lighting. 

The Computer 
As Instructor 
Not only are music students being 
educated on computers, they’re 
being educated with computers. 
“We're seeing a definite increase in 
the number of teachers interested in 
integrating MIDI into their curriculae. 
There’s a new willingness and 
interest level from music educators, 
and that is helping to get the 
technology out into more music 
curriculae,” says Saved By 
Technology’s Jim Burgess. The two 
most popular computers used by 
music educators, according to 

Burgess, are the Apple Macintosh 
and the Atari ST, both of which offer 
a variety of educational software 
packages. For the Macintosh, an 
ear-training program called Listen is 
available that features interactive 
exercises, as well as one called 
Practica Musica, which incorporates 
not only ear training but music 
theory, music notation and scoring. 
One of the top programs for the Atari 
is Take Note, featuring both guitar 
and keyboard mappings for all the 
different chord types and a series of 
exercises that students can choose 
to focus on. Coda is another 
company that offers music scoring 
programs such as Perceive, focusing 
on ear-training. 

“With ear training programs, 
students can work at their own pace 
in an interactive fashion and choose 
the exercises they want. For 
example, some have exercises for 
identifying different intervals or 
inversions, so the student can 
choose his particular area of interest 
or deficiency and concentrate on it, 
working on their own without having 

to have a teacher over their shoulder. 
This sort of software has been 
popular for both music students in a 
traditional school and for individuals 
at home who are just looking to learn 
more about music and feel more 
comfortable working at their own 
pace,” says Burgess. 

Software is also available to 
facilitate the learning of synthesis. 
Opcode produces a line of sound 
editors for this purpose, and Atari 
offers a similar product, a universal 
editor for most synthesizers from Dr. 
T. called X-Or. Sampling is another 
area for people to learn, and a 
variety of sample editors are 
available for various computers. 
DigiDesign produces a program 
called Sound Designer that teaches 
how sounds are put together and 
how to loop, truncate and set up 
sampled sounds. 

“You can speak of a sequencer as a 
sort of MIDI-based tape recorder,” 
says Burgess,“and what most people 
are interested in is being able to record 
and then play it back and build up a 
composition. There are a lot of 
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different sequencers on the market 
ranging from about $100, but the 
best ones offer the ability to instantly 
transcribe what someone plays 
directly into music notation. "This is 
not only a very useful thing when 
you’re composing music, it also has 
a very high educational value. A 
program from C-Lab called Notator 
has been extremely popular because 
it’s one of the few on the market that 
can instantly create a score from what 
somebody plays. If someone wants to 
learn the relationship between what 
they play on a keyboard versus notes 
on a staff or vice versa, this is one of 
the best ways.” 

Nova Scotia’s Canadian 
Conservatory of Music is starting to 
implement technological training with 
a new intermediate teaching tool 
called the Kawai GBI Session 
Trainer. It operates on the concept of 
“music minus one” — offering 

programs from which any 
instruments can be removed, letting 
the student play solos on top of the 
remaining tracks. “It teaches them 
how to play in time, helps them play 
scales over progressions and helps 
them practice soloing or rhythm 
training,” says Bruce Chapman, 
director of the Conservatory. “I think 
it will help them to be better players, 
because no matter how many 
lessons you take or how long you 
play along on a record, if you’re a 
bass player playing along to a record 
that has the bass part on it, you 
never really get down to it until 
you’re playing in a group — and 
this is the closest you’ll come.” 

The advent of music instruction on 
video and audio cassette has 
drastically changed the way many 
musicians are educated. Now, they 
have the ability to learn from people, 
which they otherwise wouldn’t have. 
Music students are becoming 
educated by the best people in their 
respective field in the privacy of their 
own homes, digesting the 
information at their own pace. 

Rumark Video caters to this market, 
offering close to two hundred videos, 
ranging from beginning level to 
professional instruction on all major 
instruments and styles. Mark Helman 
of Rumark explains another 
advantage to this type of learning: 
“Students may become bored with 
one teacher, not because the 
teacher isn’t good, but just because 
they may become disenchanted with 
the same thing all the time and stop 
taking lessons. Video offers them 
something different for the moment, 
so when they go back to their 
teacher, they have something new to 
discuss. It really opens up a lot of 
doors.” 

Putting The 
Fun Back Into 
Learning 
One of the largest changes in music 
education is the recent shift from 
standard one-on-one conservatory 
training as a student’s only option. 

NOMORE 

FOR MORE INFORMATION CONTACT YOUR 
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WES-CAN MUSIC SUPPLIES 
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BC V4A 5M8 
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Memories of weekly childhood piano 
lessons and forced practising at the 
hands of well-intentioned parents still 
haunt many musicians. The 
frustration often associated with 
learning a new instrument can 
ultimately overshadow its pleasures. 
However, the concept of music 
education as a chore is fast 
becoming antiquated, as innovative 
educators are putting the fun back 
into learning, through curriculae 
developed to meet both the needs 
and desires of modern students. 

“It’s really time to put enjoyment 
into music education,” says CM 
publisher Jim Norris. “When you 
think back to high school, who would 
you rather hang out with, the music 
teacher or the gym teacher? 
Chances are it was the gym teacher. 
The fun associated with sports 
should also be associated with 
learning music.” 

Paulette Brault, national director of 
the international, innovative 
Pianosonics program, is an educator 
helping to make this happen. “We’ve 
all learned the old way, and a lot of 

children as well as teachers are 
getting tired of traditional teaching 
methods. The times are changing 
quickly, as far as computers and so 
forth, and education has to change 
with them,” she says. “The 
Pianosonics program, now in its first 
year, was developed over the last 
decade by a collaborative of music 
teachers combining their wants and 
needs for a new program suited to 
current times, but still meeting Royal 
Conservatory requirements. The 
result is a combination of ‘fun’ 
teaching methods like flash cards, 
rhythm drills, creative work, listening 
games and ensemble experience 
teaching students to read music, 
transpose, improvise and sight read 
all within the first year. Students 
aren’t restricted to the middle range 
of the keyboard, as with traditional 
training, allowing them to play more 
satisfying music from an early 
stage,” says Brault. Another large 
break from traditional training is that 
students don’t read standard 
notation in the beginning, based on 
the idea that playing facilities 

shouldn’t be limited by note reading 
level. 

“The importance of developing the 
much needed reading skills is not 
ignored; therefore, the rules and 
concepts of music are mastered one 
step at a time, giving the student the 
background to move into traditional 
note-reading more progressively. “By 
the time they arrive at traditional 
music, both the sight-reading skills 
and playing skills are fundamentally 
sound,” says Brault. 

“What’s different about our 
program is that it's a peer group 
situation that provides extra incentive 
to practice, making it enjoyable for 
all. Teachers were getting tired of 
losing their students at about the 
grade 4 or 5 level. The number of 
students who couldn’t learn with the 
traditional approach, which is largely 
the ‘show and tell’ method of 
teaching, and had long been 
considered ‘untalented,’ turned out to 
be a sizeable majority. “Music is a 
language that’s meant to be 
enjoyable. A lot of people are what 
psychologists called ‘motor minded' 
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— they learn readily through 
muscular experience — so we're 
actually teaching kinesthetics at the 
same time, which is highly effective 
but seldom used in the teaching 
profession. In order to truly learn 
anything, one first needs to 
experience it; so what we’re doing is 
actually lending our hands to our 
students to help them memorize the 
correct feeling. Music is a means of 
communication and self-expression, 
and that’s how it should have been 
taught in the first place. 

“Kids and adults are learning the 
same things they did twenty years 
ago, it’s just a different approach. 
We’re doing it quicker because of the 
steps that are combined — the 
theory and the practical, together -
and they're getting a quicker 
understanding of what they’re doing 
so that the music background is 

becoming stronger in the first two 
years, rather than push, push, 
shove, learn how to read, get into the 
conservatory, and then if you ever do 
get around grade eight level you’ll 
understand how it all works’. Nobody 
wants to learn that way anymore.” 

Moving With 
The Times 
Changes in the way music is taught 
go hand in hand with changes in 
styles of music being taught. Gone 
are the days when a young Zeppelin 
fan would come away from his 
umpteenth guitar lesson with a long 
face and another verse of Four 
Strong Winds under his belt. Hardly 
satisfying, and certainly not reflective 
of the unbridled passion oozing from 
the instruments of his rock heroes. 
The surge of jazz programs in music 
schools during the early seventies 
laid the groundwork for the 
acceptance of non-classical music 
training as a legitimate form. Since 
then, music schools focusing on 

commercial and pop music, like the 
Professional Musicians College, 
open for five years in Regina and 
two years in Winnipeg, have grown 
to meet the very legitimate needs of 
today’s professional musician, 
catering to the practicality of music 
training in the nineties. “What we try 
to do is prepare people to go out and 
play gigs wherever they have to, so 
we go through a lot of different 
media, like rock, country and jazz. In 
order to be a musician who plays all 
the time, you have to be able to play 
a variety of styles. When you go to a 
university or a more traditional style 
of teaching, you’re pretty well into a 
classical style only,” says principal 
Greg Dunstan. 

In the same vein of commercial 
music, Selkirk College in Nelson, B.C 
has been offering a Professional Music 
Program for the past two years. 
Demand for the program, which 
includes use of an eleven-station MIDI 
lab and 24-track recording studio, “has 
been phenomenal, even without the 
use of advertising,” says chairman 
Darcy Hepner. 
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Traditionally-based educational 
companies like Yamaha are also 
moving with the times, teaching not 

I only traditional piano courses but 
also group courses, like the one 
designed for the “Yamaha Electone” 
electric organ. Alan Pulsifer, national 
course supervisor, says programs 

I like this are of increasing interest to 
children and teens as well as adults. 
“Obviously, a lot of people’s 
conception of the organ is your 
typical Hammond church-style organ; 
but today it has really grown into a 
three-keyboard, multi-synthesizer, 

I using a lot of sampled sounds that 
sound like the real instrument. “We 
deal with arranging concepts and 
orchestration, because the 
instrument has that capability. It can 
sound like anything from a full 
orchestra to a jazz trio to a pipe 
organ,” says Pulsifer. “I think the 
general public is becoming much 
more aware of what’s going on out 
there, technology-wise. You still have 
that old school of people who stick to 
the traditional acoustic instruments, 

I like piano, but I’ve seen a marked 
increase in the number of people 
who are considering all the options 
of modern technology. People are 
becoming more educated and 
therefore they’re demanding more as 
well.” Yamaha also has a pop 

I ensemble course in the pilot stages, 
I using current synthesizers and drum 
machines in a group format. 

Basic Skills 
Unchanged 
Though technology is changing 
teaching styles and content, the 
basic fundamentals of music are still 
as important as ever. Without them, 
the musician runs the risk of 
becoming merely a ‘button pusher’. 
“Music itself still involves the same 
things as it always did. The teaching 
of music requires skills that remain 
the same, whether the application is 

Canadian Musician — 56 — February • 1991 
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by Rob Bailey 

HYPER HACKING 

CHEATING YOUR OWN PROTEUS LIBRARIAN 

AV s Carl Sagan would say, “In 
J order to bake an apple pie, we 

must first...invent the 
universe!” Well, I can’t give 

tips on your own personal universe creation, 
but I can provide the third and final instal¬ 
ment on how to create a patch librarian in 
HyperCard for the Emu Proteus! All of the 
introductory poop has been covered in the 
first two instalments, so you may want to 
dust those off and review a bit to bring your 
bad self back up to speed. For the vast 
majority of you out there who have been 
keeping a vigil by your mailbox, sleeping in 
a moldy pup tent surrounded by enough 
empty beer cans to make your trendy en-
vironmentally-conscious neighbours file a 
petition to have you forcibly removed 
beyond the city limits, here are the final three 
button scripts. First up is the ‘Load’ button. 
Type this into the ‘Load’ button’s script 
exactly as you see it. 

on mouseUp 
global DataType.InByte,theLength, -> 
thePatch,thePatch2 
global thePatch3,thePatch4,thePatch5 
put“ ’’into cd fid Status 
put“ ’’into InByte 
put“ ’’into thepatch 
put“ "into thepatch2 
put“ ’’into thepatch3 
put“ ’’into thepatch4 
put“ ’’into thepatch5 
get hmUtility(“flushInput”,l) 
put fileName(“TEXT”) into filename 
if filename is not empty then 

go to this card 
put “Opening file” & filename into 
cd fid Status 
open file filename 
read from file filename until return 
if it is “Proteus" &return then 

read from file filename until return 
end if 
if it is “User Preset"&return then 

put “User Preset” into DataType 
end if 
if it is “Factory Preset”&return then 

put “Factory Presets” into -■ 
DataType 

end if 
if it is "Master Settings"&return then 

put “Master Settings” into -> 
DataType 

end if 
if it is “Tuning Table”&return then 

put “Tuning Table”into DataType 
end if 
set cursor to busy 
put “Unpacking Data...” into cd -■ 
fid Status 
read from file filename until return 
put it into thePatch 
read from file filename until return 
put it into thePatch2 
read from file filename until return 
put it into thePatch3 
read from file filename until return 
put it into thePatch4 
read from file filename until return 
put it into thePatch5 

else 
answer “Not a Proteus File” with “OK” 

Robert Bailey teaches Digital Sound at 
Capilano College, works as a software engineer 

at MotionWorks (a Vancouver Macintosh 
developer), and has been the keyboard player 

for Paul Janz for the last four years. 

exit mouseup 
end if 
close file filename 
put thepatch into outbyte 
put thepatch2 after outbyte 
put thepatch3 after outbyte 
put thepatch4 after outbyte 
put thepatch5 after outbyte 
if last word of outbyte <> “F7”then 

beep 
answer “Not a complete Sys-Ex -■ 
file!” with “OK” 
exit mouseup 

else 
repeat while last char of filename -• 

put last char of filename before -■ 
temp 
delete last char of filename 

end repeat 
put numtochar of 34 & temp & -> 
numtochar of 34 &“has been -• 
loaded!” into cd fid Status 

end if 
put Datatype into cd fid “DataType” 

end mouseUp 

The ‘Load’ button reads a suitable data file 
from your disk and loads it into handy con¬ 
tainers in HyperCard. It then verifies that the 
last byte of information loaded was an “F7” 
(the decimal equivalent of this number is 247), 
which signifies the end of a System Exclusive 
message. The most accurate way to error¬ 
check a bulk dump message is to count the 
number of bytes. However, every synth has a 
different number of bytes in its patch dump 
message, so if this stack were to be modified 
(easily done!) to include other synths, a more 
generic approach to error-checking such as the 
one we use would be called for. 

The ‘Save’ button script performs the in¬ 
verse operation of the ‘Load'button. It packs 
the data that has been comfortably residing 
in the various HyperCard containers and 
writes it to disk as a data file bearing the 
name of your choice. This is a great example 
of how HyperCard enables a very involved 
bit of programming to be done using only a 
few lines of code. 

Continued... 
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global InByte,theLength,thePatch,the -• 
Patch2,thePatch3 
global DataType,thePatch4,thePatch5 
put newFileName(“Save Dump As:”, -• 
“Proteus”) into filename 
if filename is not empty then 

go to this card - refresh 
if InByte = “ ” then exit mouseup 

open file filename 
write “Proteus” & return to file -> 
filename 
write DataType & return to file -■ 
filename 
set cursor to busy 
put “Writing new data file...” into -• 
cd fid Status 
write thePatch & return to file -
filename 
write thePatch2 & return to file 
filename 
write thePatch3 & return to file -• 
filename 
write thePatch4 & return to file 
filename 
write thePatch5 & return to file -• 
filename 
close file filename 
put “Done!” into cd fid Status 

end if 
end mouseUp 

Last, but certainly not least, is the ‘Send' 
button. It packs the necessary data in much 
the same fashion as the ‘Save’ button, but 
writes the data to the MIDI interface (check 
your MIDI Manager!) instead of the disk. 
Due to the conversion routines I have in¬ 
cluded here (I like to work in Hex, don’t ask 
me why...), it can take a few seconds for your 
Mac to finish chugging before the actual data 
is sent, so don’t freak out if you try the stack 
out for the first time and the send button 
doesn’t appear to work! 

on mouseUp 
global thepatch,thepatch2,thepatch3, -■ 
thepatch4,thepatch5 
set the cursor to busy 
put "Packing Data...” into cd fid Status 
put thepatch into outbyte 
put thepatch2 after outbyte 
put thepatch3 after outbyte 
put thepatch4 after outbyte 
put thepatch5 after outbyte 
put “Converting From Hex...” into -■ 
cd fid Status 
put hmConvert(outByte) into temp2 
put “Sending Bulk Data...” into -■ 
cd fid Status 
hm WriteMIDI temp2 
put "Done!...” into cd fid status 

end mouseUp 

That should do it! This stack was written 
with the beta version of HyperMIDI 2.0, for 
which I would like to thank Nigel Redmon 

(of EarLevel Engineering, 21213-B Haw¬ 
thorne Blvd., #5305, Torrance, CA 90509-
2881 [213] 316-2939), who is the creator of 
HyperMIDI 2.0 and has given us reg’lar 
folks a great quick ’n’ dirty path to writing 
our own custom software. I would also like 
to hear from YOU! If there are any other 
projects like this one that you would like to 
see created, or if you have any other com¬ 
ments, please write. If you want a free copy 

of this stack, send a Self Addressed Stamped 
Floppy Disk Mailer with a formatted 800k 
Mac disk in it and, yea verily, thou shalt 
receive: 

Robert Bailey c/o Canadian Musician 
3284 Yonge St. Toronto, ON M4N 3M7 

I’m already dreaming of the possibilities 
of creating custom transposable tuning 
tables...gotta go! 

GHS & George Lynch 
"Mr. Scary" is raw, nasty, adventurous—and a 
perfectionist. He busts his chops to get in his 
licks! Lynch even co-designs his own guitars to 
get them right. He thinks nothing of searching 
the world to find frets that are wide and tall 
enouglifor him. He’s just as particular when it 
comes to the finishing touch. For Lynch, GHS 
Strings are always Essential Equipment. 

(MSstrings 
The String Specialists 
Manufactured by G.H.S. Corporation 
2813 Wilber Avenue, Battle Creek, Ml 49015, U.S.A. 

Hear Lynch Mob's 
Wicked Sensation 

on Elektra Records. 
(To copy his riffs and 

shreds you'll need 
GHS Strings.) 
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Meet The Team* 

Mobile and Installed Sound Systems 
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 C Churches C Music Videos □ Dance Bands □ Solo Entertainers 
□ Schools/Universities □ Sports Events □ Disc/Video Jockeys 

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

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

□ Entertainment □ Stadiums/Sports Arenas 

Better sound through research. 



Meet The Team. 

Call your nearest 
member of the 
Bose Team 
of Professional 
Product dealers 
for sales or service: 

ABI Audio Video Systems Ltd. 
Dartmouth, N.S. 
902-468-2807 

Electrosound Entertainment 
Victoria, B.C. 
604-389-0005 

Gould Vibrations 
Regina, Sask. 
306-565-3111 

Hirtle's Stereo 
West Royalty, P.E.I. 
902-894-7666 

King's Stereo 
Thunder Bay, Ont. 
807-344-0828 

Orchard Sound 
Norval, Ontario 
416-451-2804 

Perbro Audio Inc. 
Woodbridge, Ontario 
416-851-7272 

Solotech Ltd. 
Montreal, Quebec 
514-526-7721 

Sound Ideas for Business 
Vancouver, B.C. 
604-298-4177 

Stage Sound Productions 
Toronto, Ontario 
416-532-2569 

The Perils of 

SHOWS 

varied with se 
scenarios. 

When mixing a live show, you must take 
into account the structure of the entire room 
that you are working; chances are it is not a 
controllable environment for sound. There¬ 
fore, you will be confronted with many dif¬ 
ferent acoustical problems, for example, low 
end drag, long reverb decay times, etc. These 
types of problems are not easily rectified. 
You may be able to make the corrections by 
working with your house EQs, boosting and 
cutting frequencies to help you locate the 
problem spots. 

It is futile to place a PA system suitable for 
two hundred people in a room that can be 
occupied by six hundred. Now you’re con¬ 
fronted with a dilemma — how to dis¬ 
tribute your sound. You have three choices: 
drive your system beyond its capability, set 
a normal working level for that particular 
system, or leave. 

If you decide to go with the first choice, 
you take the risk of damaging the speaker 
system, which in turn becomes costly to 
band members when the system is returned 
to the rental company. The other possibility 
is having six hundred dissatisfied, unhappy, 
paying customers and having to deal with the 
repercussions. If you opt for the second 
choice, you will find that the desire to go 
with number three will gradually dissipate as 
the evening progresses. You will now mix 
your show with quality in mind and not 
quantity (there may be some flack directed 

necessary equipment to properly execute 
this show. If this is not feasible, another step 
to take to achieve greater room coverage 
would be to spread your monitor speakers on 
the stage and direct them towards your 
audience. You may come across phasing 
problems, but your audience won’t notice 
the difference. Another possibility, if you are 
using a four-box system, is to place two 
boxes on the stage and two boxes further out 
facing outwards to the audience. This would 
be similar to using a “satellite system’’ for 
large venues — you will now have to deal 
with “time delay.’’ You can time-align this 
system, but you must have “time alignment 
units’’ which, on the average show, are not 
readily available. But let’s be honest — 
most audiences will not notice the delay 
factor. 

The last option is to mix for an audience 
equivalent to your system capabilities. To 
accomplish good sound you must place both 
the soundman and his/her console at a decent 
location in the crowd so that the sound being 
heard is equal to both parties — the sound 
technician and the paying customer. As we 
know, the best vantage point for the best 
sound should be at the mixing console. 

I have just touched the tip of the iceberg 
regarding low budget shows. A good thing 
to keep in mind whenever you are put in 
these or similar circumstances is, think 
quick, think thorough, and always wear a 
smile! 

John K. Young is a professional 
sound engineer with Kostar 

Sound in Montreal. 

towards you as to the over¬ 
all output level — techni¬ 
cally it is an inefficient 
PA). 
There are several ap¬ 

proaches you may take 
towards alleviating your 
troubles. You may want to 
discuss with the promoter 
and/or band members any 
possibility of finding the 
funds in order to rent the 

echnicians often 
differ in their out¬ 
look on the way in 
which sound 

should be reproduced. As a 
soundman, I have found 
myself at many different 
venues, whether behind the 
house console, monitor 
console or just a paying 
customer, and I have dealt 
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TORONTO 
RECORDING 
WORKSHOP 

The Toronto 
Recording 
Workshop believes 

that sound engineering is best 
learned through direct hands-on 
training in a fully-equipped, 
working studio. 

Recording 
engineering, at 
the Workshop, 

is taught in our in-house, 
24-track studio. Our programme 
includes MIDI/sampling and 
computer-related technology. 
We offer three month certificate 
programmes and job placement 
assistance. Call for our 
free brochure. 

W e have three ex¬ 
citing new 
courses available: 

"Making Music Make $en$e" -
conducted by a top Toronto en¬ 
tertainment attorney and artist 
manager and focusses on 
important music business 
elements such as contracts/ 
copyrights/publishing/ 
merchandising. 
"An Introduction to Recording" 
"Production Et Mixing Techniques" 
Call today for registration details! 
Registered and Approved as a Private Vocational 
School under the Private Vocation Schools Act. 
Financial Assistance may be available to those 
who qualify. 

—=TRl/V 
374 BERING AVE TORONTO, ONT. M8Z 3A9 CANADA 

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

Back to Basics: 
Recording Seventh Son 

In early 1990 the band Seventh Son approached me with the intention of 
recording an album as live as possible, 
with minimum over-dubbing, and that the 
only sound processing should be ‘pre-
1970,’ such as reverb, delays, guitar wah-
wah’s, etc. 

The band was very adamant about not 
using any modern-day type of auxiliary 
gear like choruses, phasers, harmonizers, 
etc. Their reasoning for this was that they 
felt the songs should stand up on their 
songwriting merits alone and that a lot of 
production and processing would only un¬ 
dermine the direction the band wanted to 
pursue. As an en¬ 
gineer, I felt that 
this would be 
simple but also 
challenging, be¬ 
cause it’s too 
easy these days to 
take an average 
quality sound and 
make it sound 
better, or com¬ 
pletely different, 
through a lot of 
processing. 

It was decided that, for a different drum 
sound, we would switch the actual drums 
(mostly snare drums) but retain the same 
mic positions. For assorted guitar sounds, 
we would use different guitars with dif¬ 
ferent amplifiers. The guitar player, 
Michael Zweig, is an engineer’s dream 
come true when it comes to getting good 
guitar sounds efficiently. He uses heavy 
gauge guitar strings in conjunction with 
high action, which produces a really good 
sound for guitar amps to work with. By 
using older Fender guitar amps and an 
older, low-wattage Marshall, it was much 
easier to access good distorted guitar 
sounds at reasonable spl levels. It can 
often be very difficult to get good dis¬ 
torted guitar sounds, especially in live 
rooms, from high wattage amps with low 
gauge strings, because you have to turn 
them up so loud (try standing behind a 747 
during a take-off — you’ll know what I 
mean). 

Once Michael and I would agree on a 
guitar/amp combination. 1 would record 
the sound before we tracked with three 

different types of mies — Shure SM57, 
Sennheiser 421 and Sanken 41. Michael, 
Tim Thorney (the producer) and I would 
find the type of mic combo and placement 
we liked and then start recording. (I tried 
other types of condensers, e.g. AKG-
414/U-87, but found that they coloured 
the sound too much because you had to 
use a mic pad. With the Sanken there is no 
mic pad and it will not break up at high spl 
levei, so if I wanted more bottom end in 
the guitar sound I would usually use this 
mic rather than dynamic ones.) 

For keyboards there was a piano, Wur¬ 
litzer and (mostly) a B-3 organ with two 

Leslie cabinets. 
The idea of two 
cabinets was to 
get stereo separa¬ 
tion and a bigger 
sound. The Wur¬ 
litzer was run 
through an amp¬ 
lifier to get more 
edge, and the 
piano was often 
recorded in mono 
with a lot of com¬ 
pression. 

For lead vocals I would use either a 
Shure SM7 or the AKG tube mic in con¬ 
junction with a Massenburg preamp and 
Equalizer. For compression I used a Urei 
LA-3 that I’ve had extensively modified 
(so that it works quite well on vocals, but 
you wouldn't want to use it on a bass). 

With bass guitar I used a mixture of both 
direct (with a 0-3 ms delay) and amp with 
a little bit of EQ from a Pultec and com¬ 
pression from a Urei LA-2. 

Since more than sixteen tracks were 
rarely used in the recording stages, and the 
auxiliary outboard gear was minimal, 
mixing proved to be very efficient as com¬ 
pared to more complex 32 or 48 track 
recordings, which require a lot of time. 

The only processing I did use was two 
different types of reverb (one at 1 second 
and the other at 2.2 seconds) and one 
delay, usually used in an eighth-note con¬ 
figuration. When the mixing of a track was 
nearing completion I would buss EQ and 
compress the mix using a 2:1 ratio with a 
slow attack time (50ms) and fast release 
time (100ms). 

dehut album, which is fast approaching Diamond 
status (one million units sold) in Canada. 
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by Holly Cole 

Listening toOtherlnstruinents 
T i he best thing that ever happened to 
-L me as a singer was growing up in a 

family of instrumentalists. Although I had no 
intention of going into music until I was in 
my late teens, my parents were developing 
my ear at a very young age, and I was always 
surrounded by music. I started piano lessons 
(against my will) when I was five, and when 
we listened to the radio it was usually the 
CBC. which play a lot of classical music 
(which bored me as a kid). But when I got 
the chance to sing along to popular music, 
my dad would suggest that, instead of sing¬ 
ing the melody, I pick out one of the har¬ 
monies to sing, or maybe even the bass line. 
This was an excellent approach for a kid 
because I got to listen to the kind of music I 
liked in such a way that it made me learn a 
lot about music generally. 

When I was sixteen 1 took at trip to Boston 
to visit my brother, who was studying piano 
at the Berklee College of Music. It was then 
that I discovered jazz music and decided that 

Holly Cole's first album, Girl Talk, performed 
by the Holly Cole Trio and produced by Peter 

Moore (Cowboy Junkies) is available 
on the Alert Label. 

I would become a jazz saxophone player. 
When I returned home 1 bought a junior 

model alto saxophone and tons of used jazz 
instrumental albums. I imitated every sax 
player and listened to tons of other in¬ 
strumentalists as well. 

Then one day someone played a Sarah 
Vaughan album for me. Until that point I 
hadn't really heard any of the great jazz 
singers, and I instantly became obsessed 
with it. So I bought all the vocal jazz albums 
I could and, at first, spent a lot of time 
imitating those singers. But I never stopped 
listening to those instrumentalists who had 
initially influenced me before 1 was a singer. 

Being a singer and only listening to 
singers, or only listening to the vocals within 
music is like listening to only one style of 
music. It can only limit your ideas. The main 
problem 1 see in singers is a limited under¬ 
standing of how the music works, one that 
only stretches as far as their role within it; 
whereas, if you understand, even generally, 
the roles that the other instruments play, it 
will affect the choices you make as a singer. 

York I nivcrsitx • Toronto. ( añada 

Music 
Fall/Winter ’91 

Featuring: 

• Four-vear degree programs: BFA and BA 
• Specialized courses in jazz, classical ensemble 

performance, composition, electronic media, 
theory, history, ethnomusicology. performance 
in world music 

• Masu r s program in Musicologv of Contemporars 
Cultures 

• SI MMER program: das and evening courses 
(Mas to August) including intensive 
performance workshops in jazz 

Programs also offered in Dance, Film and Video. Fine 
Arts Studies, Theatre, and Visual Arts. 

Por further information, contact: 
Room 216F, Fine Arts Centre Phase 11. 
Faculty of Fine Arts, 
York University, North York. 
Ontario, Canada M3J 1P3 
Telephone: (416)736- 5135 

Interprovincial 
Music Camp 
August 24th - Sept. 2nd 1991 

Jazz Camp 
August 17th-23rd 1991 

For more information, contact: (416) 922-1591 
251 Davenport Rd., Toronto, ON M5R 1J9 
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by Brian G.M. Daley 

OUT OF M USIC MAN UFACTURING 
PART • TWO 

C
D technology has without a doubt 
revolutionized our industry faster 
than anyone could have imagined. 

—— It has allowed us to transfer and 
reproduce up to seventy-five minutes of pro¬ 
gram from virtually any source and gain the 
highest fidelity possible. This theory sounds 
great but, unfortunately, it is not quite 
precise. In actual fact, a finished product 
compact disc will only supply an enhanced 
version of the master used to manufacture it. 
In other words, if your master tape is not 
produced exactly the way you want it. the 
CD you make from it won't sound any bet¬ 
ter. The process of manufacturing compact 
discs cannot, for example, alter the top or 
bottom end of your tape master, but will 
instead exaggerate them and any other defect 
present. 

Here then are the steps your master tape 
will go through during manufacturing, and 
some things you should be doing to ensure 
a smooth transition from plant to store shelf. 

Most manufacturers can accept any for¬ 
mat of master tape but must, without excep¬ 
tion, change your master to a Sony format 
1610 or 1630 U-matic tape with a sampling 
frequency of 44.1 kHz. This pre-mastering 
stage can be done at the plant or a select 
number of qualified mastering facilities. 
This transfer process also involves prepara¬ 
tion of the master for P&O subcoding. This 
subcode will eventually enable the CD 
player to define the program configuration 
on the finished CD. The next step is to 
produce a glass master. As with the lacquer 
cutting process in vinyl manufacturing, the 
glass master is the first disc impression of the 
final product. Digital information is trans¬ 
ferred directly from your PQd master to a 
glass disc coated with organic polymer. A 
series of positive and negative impressions 
of this glass master is then manufactured 
until a suitable stamper is obtained for the 
injection moulding process. 

Contrary to popular belief, a compact disc 
is not pressed as its distant cousin, the vinyl 
record. It is instead extruded through an 
injection moulding machine. Its content con¬ 
sists of a polycarbonate resin which is intro¬ 
duced in dry pellet form and then super¬ 
heated until pliable. After moulding, the next 
step is to coat the finished disc with a film of 
aluminum to protect this surface against 
damage. A thin layer of lacquer is then ap¬ 
plied. After final inspection of the finished 

disc, the label is printed directly onto the top 
surface. This is usually done using a silk 
screen method. 

Depending on the extent of the services 
provided by the manufacturer you have 
chosen, you may have to provide them with 

Brian Daley is Marketing and Sales Account 
Executive for Canadian independent artists at 

Cinram Ltd. Cinram Ltd. manufactures compact 
discs, cassette tapes and vinyl LPs and singles 
for most of Canada 's major and independent 
record labels. Brian is closely associated with 
radio promoters and independent record labels. 

finished label negatives and printed inserts. 
If your supplier provides a full design and 
printing service in addition to manufactur¬ 
ing, it pays to have as much of the typesetting 
done yourself prior to bringing the package 
to them. This can be sourced easily by asking 
a local print shop who they might recom¬ 
mend. By doing this, you decrease the pos¬ 
sibilities of type errors and have greater con¬ 
trol over type style and layout. The CD 
manufacturer should be able to provide ac¬ 
curate dimensional information for any size 
booklet and tray card. 

I can’t stress enough how important the 
graphic design stage of your project is. The 
image portrayed by your graphics can have 
a profound effect on its distribution success. 
This is not to suggest that elaborate and 
expensive artwork and design will guaran¬ 
tee sales. An imaginative, fresh approach 
using eye-catching visuals can usually 
produce the best results. Some of the most 
appealing graphics I’ve seen use no colour 
at all, but are simply variations of black on 
white. I suggest you take the time to inves¬ 
tigate different graphic styles used by major 
recording artists prior to beginning your 
design. 

In addition to the standard information 
you put on the graphics, don't forget the 
obvious things that will make your product 
more readily accessible to the customer, dis¬ 
tributor or radio station music director. They 
include a) catalogue number, b) manufac¬ 
turer reference (name, address, phone num¬ 
ber of your record company), c) copyright 
and publishing information, d) M.A.P.I.. 
Canadian content logo, e) compact disc 
logo, f) master source indication logo (i.e, 
A.D.D. or D.D.D.) and g) distribution infor¬ 
mation. if applicable. 

The most common method of packaging 
a compact disc is in a clear plastic jewel box 
with black tray and shrinkwrap. CD singles 
can also be supplied in 5” CD jackets, 
eliminating the need for jewel boxes. This 
lightweight alternative may be a considera¬ 
tion when your postage budget for promo¬ 
tional distribution of singles is tight. These 
methods of packaging have proven more 
effective at the retail level and do not con¬ 
tribute as much to our country's growing 
environmental concerns as did their 
predecessors, the blister pack and long box. 

Manufacturing costs can vary depending 
on the type and style of the inserts you 
choose. A standard compact disc product is 
supplied with a two panel (4” high x 8” long, 
folded once) insert and tray card. Costs per 
l.(XX) discs can range from $3,300 for black 
and white graphics to $3,700 on average for 
colour. These costs include manufacturing, art, 
film and print. As previously discussed, costs 
for participation in a CD compilation usually 
start just under 1,000. Remember that, whether 
you put a five-minute program or seventy-two 
minute program on a disc, in most cases the 
manufacturing costs are the same. 

As discussed in my last article, the move to 
manufacturing your own compact disc may not 
be for you now. You may decide that a com¬ 
pilation better fits your budget. Whatever your 
decision, a cautious, step-by-step approach 
should be used. You must evaluate carefully the 
product mix between CD, tape and LP you 
have chosen. At $3.70 each, you don’t want to 
be stuck with 999 compact discs in your base¬ 
ment collecting dust. 

My next instalment will investigate in 
more detail the manufacturing process of 
cassette tapes and cassette singles. I will also 
explain, in detail, how you can manufacture 
these 1,000 compact discs for free. 
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HOW TO MAKE A 

Ini flan ^A/l. 

Ian Menzies is a freelance producer, 
songwriter and guitarist based in Toronto. 
Three of the videos he has co-produced 
are in rotation at MuchMusic. 

Ithough most of the videos 
seen today cost more than the 

average house to make, there have been 
a great many very successful ones made 
on surprisingly low budgets; there’s no 
reason you can’t do the same. Here are 
some suggestions that will help you spend 
your limited resources in the right places. 

Getting Started 
First and foremost, make sure you’re 

happy with the quality of the recording of 
your song. Things will be much easier if you 
have the finished mix before you do any¬ 
thing else. And you’ll also be more inspired 
as you work on the video if you've got a 
great sounding track. The other thing to 
establish right up front is just exactly what 
your budget is. Whether it’s $5,000 to 
$25,000, knowing your spending limit will 
help ensure that you get everything done 
before you run out of money (financial as¬ 
sistance is available from several sources, 
including VideoFact and Factor). 

Pre-Production 
There are several things that need to be 

done in preparation for the actual shooting 
of the video. The first one is probably the 
easiest — coming up with a concept. Al¬ 
though thematic story lines can be good, I 
strongly recommend a live performance 
approach for first-time videos — they are 
generally more effective and less expen¬ 
sive. 

The next thing you have to do is probably 
the most difficult — finding the right 
people. There are three key jobs in the 
video process that are best served by 
knowledgeable professionals. They are: 
cinematographer, editor and director. To 
me, the single most important factor in 
making a good looking video is who’s be¬ 
hind the camera. No matter how many 
friends you know who will do it for free, a 
professional cinematographer is worth the 
money. The other thing that can make or 
break a project is the editing. This is where 
both the flow of the video and the timing of 
the lip-sync are decided — crucial in¬ 
gredients to an overall professional look. 

As far as a director goes, someone with 
video experience is not essential; but you 
should have someone who understands 
your concept and from whom everyone feels 
comfortable taking directions. At all times 
you should try and get people who are en¬ 
thusiastic about your project. Many profes¬ 
sionals, if properly approached, will take on 
a project at well below their normal rates. 

The other major decision to be made is 
location. To keep costs low it is absolutely 
essential that you shoot all your footage in 
one location, preferably indoors (you don’t 
want to rely on the weather). For this 
reason a place with several possible chan¬ 
ges of scenery, such as a warehouse with 
several small rooms and hallways, is a 
good choice. With a little creativity you 
should be able to find a spot that you can 
use free of charge; but remember, you'll 
need it for a whole day and you'll be making 
lots of noise. 

Finally, call on all your friends to help out 
with the logistics of putting it all together. 
You’ll need lots of help with transportation, 
loading, food, etc., so get the whole gang 
involved. 

Hard Costs 
There are some things that you are 

going to have to pay for outright. The cost 
of the film, (don't shoot on Betacam — it 
just doesn't cut it) the processing, transfer¬ 
ring to video and a decent editing suite for 
the final edits are all very hard to get a deal 
on, but shop around for the best price and 
take the advice of your cinematographer or 
director as to who does the best work. You 
may also have to rent some of the equip¬ 
ment you can't borrow, such as special 
lighting or a dolly track. 

Post-Production 
The editing process can be very time 

consuming, but it does not have to be 
expensive. Finding the rough edit points 
can be done quite effectively with two high 
quality VCRs, as long as you have SMPTE 
code on your video master. This enables 
you to spend a minimum of time in a profes¬ 
sional editing suite making the predeter¬ 
mined final edits. 

Of course there are many other things 
involved in the making of a full-fledged 
video, but with these basic points, a lot of 
ingenuity and all the favours you can 
muster, you should be able to pull together 
a cohesive, well-run project that will result 
in a work that sits comfortably between the 
latest vids from Colin James and Jeff 
Healey. 

Next issue: Finding The Right Producer 

PROFESSIONAL BACKGROUND TRACKS 
to just about every great song of today, the '60s, '70s 
& '80s, Country, Pops, Standards. Over 2000 songs 
from Tiffany to Randy Travis. Recorded on BASF 
chrome cassettes with removable vocals plus lyrics 
and Stereo background tracks. 
Write for your free catalogue and name of nearest dealer. 

Mayfair Music Publications Inc., Unit 220, 
2600 John St., Markham ON L3R 3W3 

Professional training 
in Music at 

VANCOUVER 
COMMUNITY 
COLLEGE 

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

PRE-WAR 
NATIONAL 
GUITARS 

Large selection of new and pre-VWV2 
wood body Dobros, lapsteels, metal 
body Nationals including; Duolian, 

Triolian. Style O and Triplâtes. 

MANDOLIN BROTHERS 
FREE CATALOG (718) 981-3226 
629 Forest Avenue, Staten Island, NY 10310 
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Yamaha Rackmount 
Version Of SY77 
Yamaha has introduced the Yamaha TG77 
Digital Tone Generator, utilizing the same 
RCM (Realtime Convolution and Modula¬ 
tion Synthesis) as the Yamaha SY77. 

Although compatible with the SY77, the 
TG77’s 128 ROM 
voices and 16 ROM 
Multis are new. In 
addition, a new 
naming system al¬ 
lows for quick iden¬ 
tification of the type 
of voice being 
called up. In addi¬ 
tion to the two sets of stereo outputs featured 
on the SY77, the TG77 has 8 programmable 
individual polyphonic outputs (for a total of 
twelve outputs). The Multi Edit menu has 
been expanded, allowing the user to assign 
any voice to any output. 

Static Voice Allocation (SVA) has been 
added to the TG77, providing an alternative 
to Dynamic Voice Allocation. SVA allows 
exact programmability of polyphony per 
voice. 

As with the 
SY77, the front 
panel of the TG77 
has a 40 X 8 charac¬ 
ter, backlit LCD. 
New screens have 
been added to the 
software. The front 
panel also contains 

dual concentric volume controls, headphone 
jack, and effects bypass switch. 

For more information, contact: Yamaha 
Canada Music Ltd., 135 Milner Ave., Scar¬ 
borough, ON MIS 3R1 (416) 298-1311, 
FAX (416) 292-0732. 

New from TASCAM 
TASCAM has introduced three new Portas¬ 
tudios, including the Porta-03, the 424 and 
the 488. The Porta-03 features two mixable 
mic/line inputs that can be recorded onto any 
of four tracks. The 424 features three speeds, 
eight inputs, DBX noise reduction, pitch 
control and MIDI sync in-out jacks. The 488 
features twelve inputs, 3 3/4 ips tape speed, 
DBX noise reduction and an eight-track cas¬ 
sette recording system. 

For more information, contact: TEAC 
Canada Ltd., 340 Brunel Rd., Mississauga, 

ON L4Z 2C2 (416) 890-8008, FAX (416) 
890-9888. 

Slingerland 
Radio King 
The Slingerland Radio King snare drum has 
been re-introduced. The snare drum was 
developed decades ago by the original 
Slingerland designers. 

Two models will be available: the 
SRK110, a 5 1/2” X 14", and the SRK111, 
a 6 1/2” X 14”. The shell is made of one-
piece, steam-bent sugar maple with a hide-
glued lap joint; one-piece, hide-glued, 
lapped reinforcement rings, and a 30-degree 
beveled bearing edge. Hoops include 

original Slingerland-style, straight, flanged, 
brass counter hoops which are chrome 
plated, and include an engraved batter hoop. 

For more information, contact: B&J 
Music, 469 King St. W., Toronto, ON M5V 
1K4 (416) 596-8361, FAX (416) 596-8822. 

Drum Gun 
Held and worn like a guitar, the Drum Gun 
is outfitted with three touch-sensitive pads 
in the body, and a series of sensors implanted 
in the neck. Through its interface with the 
Roland OctaPad, many percussion and 
melodic sound combinations are possible. 

For more information, contact: Drum Gun 
Inc., 76 Clinton St., Doylestown, PA 18966. 

Kurzweil 
MicroSequencer 
The Kurzweil MS-1 MicroSequencer is a 
digital data recorder that works with any 
MIDI-equipped home keyboard. The MS-
i’s cassette deck-type controls let the user 
record, edit and play back up to four different 
“tracks.” Each track can be made up of a 
number of musical “parts.” The user can 
play in one part at a time, or can listen to one 
part while recording the next. The MS-1 also 
has advanced editing capabilities such as 
track merge, track loop, patch thru, volume 
adjust, play all songs and track channel as¬ 
signment. 

For more information, contact: Young 
Chang (Piano) Canada Corp., 130 Royal 
Crest Ct., Markham ON L3R 0A1 (416) 
513-6240, FAX (416)513-6252. 
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California Series 
Acoustic Guitars by Fender 
Fender’s Montara models 
are Dreadnought style guitars 
with the Fender headstock 
that feature a special convex 
back design for smoother, 
richer tone, according to the 
manufacturer. 

Construction for the black, 
natural and sunburst models 
includes mahogany back and 
sides and a spruce top, while 
the flame maple model fea¬ 
tures flame maple top, back 
and side construction, a maple 
neck, and a rosewood bridge. 
All models have a rosewood 
fretboard, and die-cast 
machine heads with pearl but¬ 
tons. 

An onboard 
electronic circuit 
offers active 
graphic equaliza¬ 
tion with volume, 
bass, mid and 
treble slide pots. 
The circuit is 
powered by a 9-
volt battery, 
which is accessed 
via the sound 
hole. 
Fender’s La 

Brea black, 
natural and sun¬ 
burst guitars fea¬ 
ture mostly 
rosewood con¬ 

struction with a spruce top, 
while the La Brea flame 
maple model offers flame 
maple top, back and side con¬ 
struction, as well as a maple 
neck and a rosewood bridge. 
All models have a rosewood 
fretboard and chrome die-cast 
machine heads. 

An onboard piezoelectric 
pickup is mounted under the 
bridge; volume and tone con¬ 
trols are accessible on the 
body. 

For more information, con¬ 
tact: Fender Canada, 45 
Mural St., #7, Richmond Hill. 
ON (416) 881-7555. 

Two-year diplomas in Performance, Recording Arts, 
Composition, and General Music, individual instruction; 
substantial ensemble and studio playing; a demanding 
programme and superb facility on an exciting 
campus entirely devoted to tbe performing arts. 

FOR INFORMATION 
CONTACT: 
me Registrar 
Box 1796 
EDMONTON, Alberta T5J 2P2 
(403) 483-2380 

Grant MacEwan 
Community College 

16 Authentic guitar tab arrangements of the best of 

KIM MITCHELL including music from 
MAX WEBSTER. 

Titles include the following:All We Are, Diamonds 

Diamonds, Go For Soda, Hangover, Patio Lanterns, 

Rockland Wonderland, as well as Toronto Tontos. 

Published by 
Warner/Chappell 
Music Canada 

Available at all good music stores 
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Emax II Enhancement From E-Mu 

mm in nm il m 

EMAX II 

tom digital lowpass filters (1 per 
channel) provide “analog-style” 
timbre control. Eighteen-bit 
DACs (Digital to Analog Con¬ 
vertors) are at all eight 
polyphonic outputs (configured 
as four stereo pairs). 

For more information, con¬ 
tact: E-mu Systems, Inc., 1600 
Green Hills Rd., Scotts Valley, 

The Emax 11 is a 16-bit digital sound system, 
with 2Mb of internal RAM standard. Addi¬ 
tionally, a 4Mb version with stereo 
s.unpling w ill be ollcrcd. I he new ■■■! 

soltware 2. Ill adds com-
patibility with new and existing 
( l)-R( )M drix cs and disks o\ er its 

Small ( ompntei Sxstem Interface 

(ses». ■■ 
Available in rack-mount and 

keyboard form. Emax II is both a 
professional 16-bit sampler and a 
synthesizer, utilizing E-mu’s Spectrum In- Il’s thirty-two channels are configured as CA 95066 (408) 438-1921. 

terpolation Digital Synthesis. sixteen voices or sixteen monophonic voices 
Designed specifically for stereo, Emax with true stereo chorusing. Thirty-two cus-

' a- i = £ 

§ & st Í 

BBE 651 Guitar Preamp 
The BBE 651 is a rack-mountable guitar 
preamp with three channels (clean, volume¬ 
dynamic crunch and volume-dynamic dis¬ 
tortion). It has three bands of EQ, which 
control all three channels. 

Other features include: built-in custom 
BBE circuit with noise filter, Speaker Voic¬ 
ing Circuit for direct PA or recording, stereo 
headphone driver for silent practice and out¬ 
put mute for individual monitoring. 

For more information, contact: Lasalle,PQH8R4B4(514)595-3966,FAX 
Soundcraft IMG Inc., 0281 Clement, (514)595-3970. 

MosValve 
Pristine sound. Awesome power. Ultimate control. Get it all. 
With MosValve. No other amp in the world sounds 

as good. J ust ask Brad Houser of the New 

Bohemians-“Presence! Volume! Clarity!” Or ask 
Bill Andersen, touring sideman-guitarist, “MosValve 

is very, very musical? With models conservatively 

rated at 80 and 250 watts per channel, MosValve 
sounds like amps with at least twice the power 

rating. It delivers the superior tone quality you 

want, but for a fraction of the price of a tube amp. 

In other words, “An item thought impossible ’til 

now," Billy Gibbons, ZZ Top. 

.Mid with REAL TUBE II. Dollar for dollar, feature 

for feature, no other pre-amp gives you more. 

Marlow Henderson of Buddy Miles & The Mighty 

Rhythm Tribe agrees-“REAL TUBE II is the most 

versatile non-midi pre-amp around? Pure and 

sweet, gain from hell, or anywhere in between, 

choose your sound. 
Choose Tube Works. Because “these units are 

the primary sources to push the guitar into the 

next century,” Joe Cadrecha, Grammy-nominated 
studio session guitarist And they’ll let you kick 

amps all the wav there 

Tube Works 
A Division of Keynote Industries. Inc. Ji 
«201 E. Pacific Place, *606, Denver, CO 80231 | 

Made in the USA [REAt 

1-800-326-0269 W 
Life is too short for bad tone.™ 

Canadian Musician — 70 — February • 1991 



Pocket Sequencer and 
Pocket Sync From Anatek 
The Pocket Sequencer is a compact sixteen-
track MIDI sequencer. Pocket Sync is a 
“smart” FSK-to-MIDI tape sync device, al¬ 
lowing the user to synchronize his or her 
sequencer to any tape deck. 

Pocket Sequencer features the capability 
to overdub new parts as well as punch in and 
out at any point in the song. An “Accept” 
buffer allows experimentation without writ¬ 
ing over existing track data unless desired. 

ADA Vintage 
Splitstack 
2-12 Speakers 
ADA’s new Vintage Splitstack speaker 
cabinet system for guitar is an 8-ohm, 2x12” 
cabinet loaded with 50-watt Celestions. 

There are also four levels of quantization to 
correct any timing errors on desired tracks. 
Song data is stored in a RAM card that plugs 
into a port on the side of the unit. 

Pocket Sync has MIDI in and out and 
audio in and out. All functions take place 
automatically. When MIDI timing data is 
present at the MIDI input. Pocket Sync will 
output FSK at the audio out. When FSK is 
present at the audio input, the corresponding 

MIDI timing data is output from the MIDI 
out. 

These devices require no batteries or ex¬ 
ternal AC adaptor. 

For more information, contact: Anatek 
Microcircuits Inc., 230-212 Brooksbank 
Ave., N. Vancouver, BC V7J 2C1 (604) 980-
6850, FAX (604) 980-2722. 

Each Vintage Splitstack has a switchable 
filter that lets the guitarist choose between 
the classic vintage tone or extra brightness. 
Available in either slant or straight face 
designs, each Splitstack is capable of han¬ 
dling up to 100 watts. 
For more information, contact: 

Soundcraft IMG Inc., 0281 Clement, 
Lasalle. PQ H8R 4B4 (514) 595-3966. FAX 
(514)595-3970. 

CRASHERS 

— METAL 
PERCUSSION 

PETE ENGELHART 

FINE QUALITY HAND-MADE, 
HAND-TUNED PERCUSSION /X ■ 
INSTRUMENTS, CRASHERS, BELLS, " 
STANDS, BRACKETS AND SPECIALLY 
DESIGNED MUSICAL SCULPTURES 

Send $2 for 
Information 
and Poster 

Please contact: Locha L. Engelhart. Mgr., 
153 Huntington St Brooklyn, NY 11231 
(718) 624-7482 Fas# (718) 237-2349 

If You Take Music 
Seriously... 

Take Serious Training. 
HZ .A INSTITUTE OF COMMUNICATION ARTS 
ONE & TWO YEAR CERTIFICATE PROGRAMS/PART-TIME STUDIES 

Commercial Muele Performance • Audio Engineering • Music Production • Video Production • Muele Theory and Arranging • Electronic Mueic and Synthesizers • Audio Production • Technique tor Video • Entertainment Busies • Sound Reinforcement • Audio Electronics • Effective Commun cations • Instrument Tutorials • Vocal • Piano • Guitar • Homs • Saxophone • Bass Guitar • Drums/Rercussion 

Eligible for Cdn. Fed. & Prov. Loans recognized by U.S. Dept, of Ed. & eligible for 
U.S. student loans 

For further information: ■ A THE INSTITUTE OF COMMUNICATION ARTS 
I.CA Institute, 5787 Marine Dr., Burnaby, BC V5J 3H1 (604) 430-4092 

THE INSTITUTE OF COMMUNICATION ARTS is a registered trade school under 
the apprenticeship and Training Development Act for British Columbia. 
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Ensonic Digital 
Sampling Workstation 
The Ensonic EPS-16 Plus digital sampling 
workstation provides 16-bit sampling with 
lOOdB signal-to-noiseperformance. Internal 
memory comes standard with 1 megabyte 
RAM, with optional expansion to 2 
megabytes. A new form of optional memory 
expansion, FLASHBANK, is user-program¬ 
mable ROM memory, which can be written 
to multiple times, and retains its memory 
even when the unit is turned off. Effects 
provided include reverb, chorusing, flang¬ 
ing, phase shifting, delay, and distortion. The 

EPS-16 Plus can resample sounds with their 
effects. 

The EPS-16 Plus has an upgraded 16-
track sequencer with complete editing and 
MIDI automated mixdown capabilities; 96 
PPQ clock resolution; up to 160.000 note 
memory and the ability to audition all edit¬ 
ing changes against the original part and to 
load sounds while the sequencer is playing. 

For more information, contact: Kaysound 
Imports, 2165 46th Ave., Lachine. PO H8T 
2P1 (514) 633-8877, FAX (514) 633-8872. 

Trace Elliot 
Compact Stack 
The Elliot Compact Stack utilizes the 1153 
and 2103X speaker enclosures headed by 
either the AH100S or AH200S sleeved 
amplifiers. The system is designed to pro¬ 
vide "stack" performance from a relatively 
small rig. Either cabinet can also be used as 
an extension for Trace Elliot’s 1210, 1215 or 
TwinValve combos. 

For more information, contact: The Russ 
Heinl Group, 64 Eastman Cres., New¬ 
market, ON L3Y 5S2 (416) 836-9309. 

‘ 1990 Crest Audio Inc 

FA = Financial Advantage 
...plus sonic quality plus reliability plus features. 
Finally, for all those who have wanted to use Crest 
amplifiers but whose budget or application did not 
permit it, Crest Audio proudly introduces the new, 
expanded FA Series. 

By using the same quality components, modular 
construction, and output design topology that have made 
the Professional Series an overwhelming choice in the 

touring industry, the FA's provide true cost-effective quality; 
without skimping, without compromise. 

All FA's incorporate important standard features that most 
other amp manufacturers don't even make available 
optionally:a real Clip Limiter, IGM“ impedance sensing, 
DC and thermal protection, a variable speed DC fan, a full 
complement of input and output connectors, detented 
front panel gain controls and Clip, Signal and Protect 

EIA of 0 05 THO 

)i s i ri b uti on l t d 60 Venture Dr. Unit 6, Scarborough. ON Ml B 3S4 (416) 287-1144 FAX (416) 287-1204 

LED's per channel. 

The FA Series.. .serious power with a financial advantage. 

ZREST AUDIO 
power is serious business. 

FA601 FA901 FAI 201 FA2401 

8ohms/ch. 150 watts 280 watts 300 watts 350 watts 

4ohms/ch. 275 350 475 600 

2 ohms/ch. N/A 440 680 770 



EDUCATION_ 

VOCAL TRAINING - Imme-
diate improvement within first 
lesson. Benefits all singing 
styles. Send $10 for Cassette to: 
D. Popp, PO Box 419, Selkirk, 
MB, R1A2B.3. 

GUITAR CONSTRUCTION 
SEMINARS - Learn as you 
build during our 7 week semi¬ 
nars. Housing included. Phone 
(306) 759-2042. Timeless In¬ 
struments, PO Box 51, Tugaske, 
SK SOK 4B0. 

LEARN KEYBOARDS BY 
VIDEO with Talc Tolchin. Vol. 
1: Scales, improvisation, 
chords, rhythm. Vol. 2: Ear 
Training. Vol. 3: Blues. Vol. 4: 
Exercises. Vol. 5: Songwriting. 
Vol. 6: Demo Production. 
$50.00 US each; 3 or more 
$40.00 each. Visa/Mastercard 
accepted. Postage $6.00. 
Billboard: “Highly Recom¬ 
mended.” Video Review: ***♦. 
Keyboard: “Could help ab¬ 
solute beginners start sounding 
good fast." Forte Productions, 
Box 325C, San Geronimo, CA 
94963 USA (415) 488-9446 

FOR RENT_ 

Music building has office 
space for rent. Suit one man 
operation. $250 monthly. Free 
parking. Scarborough. Call 
(416) 281-4447. 

OPPORTUNITIES 

VELVET RECORDS is look¬ 
ing for SONGWRITERS & 
PERFORMING ARTISTS 
wishing to get exposure on inter¬ 
national compilation CD. For 
more information call or write 
VELVET RECORDS (416) 
891-3314, 205A Lakeshore Rd. 
E.. Mississauga. ON L5G 1G2. 

BRUCE MARSHALL 
MANAGEMENT seeks addi¬ 
tional artists. Forward photos, 
demos, to: Bruce Marshall 
Artist’s Management, 4600 
Kingston Rd., Scarborough, ON 
MIE 2P4. Phone (416) 281-
4458. 

PRODUCTS 

FREE GUITAR MUSIC 
CATALOGUE - Over 50 pages 
packed with hot guitar music, 
featuring the biggest names in 
rockjazz, classical, and country 
guitar today: Black Sabbath * 

Cinderella *Eric Clapton * 
Chick Corea * Def Leppard * Al 
Di Meola * Jimi Hendrix * Judas 
Priest * Leo Kottke * Yngwie 
Malmsteen * U2 * and many 
more. Also includes a wide 
selection of self-teaching books, 
note-for-note transcriptions, 
videos and audio cassettes. Most 
books include standard notation 
and tablature. Music Dispatch, 
Dept. CM2, PO Box 13920, 
Milwaukee, WI 53213. 

GUITAR SHOP SUPPLY: 95 
page catalogue full of hard-to-
find tools, finishing supplies, 
instructional videos and accous-
tic guitars, banjos and man¬ 
dolins. STEWART MAC¬ 
DONALD Int., PO Box 1087 
CM, Boseman, MT 59715 
(800) 848-2273. 

Sampling, Digital and Analog 
Multi-Track equipment avail¬ 
able for rental anywhere in 
North America. Reasonable 
rates. Many other services. 
Call or FAX Elliot Audio (416) 
663-3111. 

STOP AMP ABUSE!!! 
America’s #1 protective cover. 
Extremely durable. Water-repel¬ 
lent nylon. Custom-fit guaran¬ 
teed. 6-year warranty. Amps, 
vintage, PA cabinets, keyboards 
and more. All models. 
VISA/MC/AMEX. Free 
catalog. TUK1, Dept. CM. PO 
Box 2545, Summerville, SC 
29483, USA. (803) 821-1664. 

PREZMITH ENGINEER¬ 
ING is ‘Creative Electronics for 
the Arts’. We’ve done work for 
the Phantom of the Opera, the 
Elgin/Wintergarden Theatre and 
Les Miserables. For affordable 
custom electronics call Prez-
mith. Prezmith offers cassette 
duplication products including 
line drivers and the Time-
Winder semi-automatic cas¬ 
sette loader for custom tape 
lengths. For rugged reliability 
on the road or clean 
functionality in the studio, Prez¬ 
mith has the rack mounting ser¬ 
vices you need. We will Rack 
Adapt almost anything, includ¬ 
ing stereo equipment and 
computers. Ask for our 12 page 
brochure. Call (416) 461-4891. 
FAX (416) 462-0894. 

PUBLICATIONS 

CANADIAN MUSICIAN -
Back issues. For a complete list 
of back issues, write, phone or 

FAX Canadian Musician. 3284 
Yonge St., Toronto, ON M4N 
3M7 (416) 485-8284, FAX 
(416) 485-8924. 

THE MUSIC BOOKSTORE 
MIDI tips, rock riffs, the music 
business “how to's” and more! 
Titles included — THE MIDI 
HOME STUDIO, HOW TO 
MAKE AND SELL YOU OWN 
RECORD. LEAD GUITAR, 
and many others. For a free 
catalogue of exciting new publi¬ 
cations, contact: CM Books, 
3284 Yonge St., Toronto, ON. 
M4N 3M7 (416) 485-1049. 
VISA, Mastercard & American 
Express accepted. 

RECORDINGS 

TROY CRAIG and the 
DREGS "Picks up where Lou 
Reed leaves off" 10 Song Tape 
available now! Send $5.00 to 
Son of Sam Productions, 797 
Euclid Ave., Toronto, ON M6G 
2V3 (416) 538-6682. 

SERVICE 

CUSTOM BUILDING, repairs 
and custom finishing for 
stringed instruments. Kits to 
build guitars, dulcimers, man¬ 
dolins. banjos, lyres, psalterys, 
harps, hurdy gurdys and more. 
Luthier supplies mail ordered. 
Nationwide service. Timeless 
Instruments, PO Box 51, 
Tugaske, SK SOK 4B0. (306) 
759-2042. 

SERVICES 

GRAPHIC DESIGN FOR 
ALL YOUR CREATIVE 
NEEDS: Brochures, Promo 
Kits, Catalogues, Print Advertis¬ 
ing, Logo design. Posters. Call 
Rob Jacksie, WHITNEY 
GRAPHICS, 3284 Yonge St., 
Toronto, ON M4N 3M7 (416) 
485-8292. 

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 Fender, Gibson, 
Guild, Ibanez, Kramer, Lar-
rivee, Martin, Simon & Patrick 
guitars. Plus amps by ADA. 
Fender, Groove Tube, Marshall. 
Rexx, Rockman, Tubeworks; 
multitrack by Fostex; effects 
and sundry by Alesis, Boss, 
Digitech, DOD, Roland. Sam¬ 

son, Shure, etc. at low, low 
prices. We ship anywhere! Write 
920 Kingston Rd., Toronto, ON 
M3E 1S5, (416) 694-8162. 

DEMO YOUR SONG =$195. 
This mail order service really 
works! Let us prove it. Also 
Etobicoke studio $ l()/hr. 
Sample tape $5 (refundable). 
August Night Music. Box 195. 
250 St. Helens Ave., Toronto. 
ON M6H 4A4 (416) 233-0547. 

ART-TEC RECORDING 
STUDIOS: specialize in 
songwriter development. Full 
production services. 
RECORDS & TAPES: In 
house cassette manufacturing 
and duplication. Record & C.D. 
packaging. GRAPHICS: In 
house computer art with colour 
scanning/separating. Full print¬ 
ing service. PUBLISHING: 
Songwriter promotions and 
presentation. St. Thomas, ON 
(519) 633-9549. Toronto 
representative: (416) 924-2386. 

Committing The Professional 
Image To Paper: Bios, promo¬ 
tional kits, marketing plans, 
press releases and record 
releases. Rates negotiable. 
For consultation call Jillian 
(416) 733-9721. 

Attention Songwriters. Mail 
order service for your recording 
needs. Demos ($85). Printed 
scores ($40). Master quality 
demos ($ 160). Cassette projects. 
Introductory special; two 
regular demos for $85. Write for 
brochure, tape ($5 refundable) 
to KANOSON PRODUC¬ 
TIONS, 71 St. Louis Avenue, 
Beaconsfield, PQ. H9W 4X8. 
Serving Canadian songwriters 
coast to coast for six years. 

IF YOU'RE LOOKING 
FOR AN INEXPENSIVE 
WAY TO ADVERTISE 
YOUR SMALL BUSINESS 
TO A LUCRATIVE 
MUSIC MARKET LOOK 
TO OUR CLASSIFIED 
SECTION OF CANADIAN 
MUSICIAN MAGAZINE. 
Rates: $.90 per word. Mini¬ 
mum $15.00. Frequency dis¬ 
count: 3 ads- 4%, 6 ads-8%, 12 
ads-12%. Payment In Ad¬ 
vance. Visa, MasterCard & 
American Express accepted. 
Contact Penny Campbell, 
Canadian Musician, 3284 
Yonge St. Toronto, ON M4N 
3M7 (416) 485-8284. 
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Products Record Manufacturers Music Stores Services 

« (416) 298-8190 M1B 2W3 

MARKETPLACE 

SCORE.' 

call (416) 338-7126 

We also have great pnces on Atans1

OF CANADA 

EVEN 
THE 

(604) 684-4136 
VANCOUVER 

(403) 433-6070 
EDMONTON 1333 SHEPPARD AVE E. STE 246. 

WILLOWDALE. ON M2J1V1 
TEL: (4I6i 498-4151 

(403) 229-2582 
CALGARY 

(204) 453-3947 
WINNIPEG 

CALTON CASES OF CANADA 
Bay 3, 4215 Brandon Street S.E. 
Calgary, Alta, Canada T2G 4A7 

Telephone: (403) 243-4099 f 

CUSTOM 
ANDEI 

•Professional 
MIDI Productions 

•Fl m I Uli ISti 
demos to 

printed music1

CANADA’S LARGEST 
CUSTOM MANUFACTURER 
OF RECORDS.TAPES 
& COMPACT DISCS 

Custom fitted 
2-piece molded 
fiberglass instru¬ 
ment cases for: 
• Acoustic guitar 
• Electric guitar 

I • Electric bass 
' guitar 
V • Mandolin 
\ • Banjo 
I • Violin 

BAND CENTRE 
112 Newkirk Rd N. 
Richmond Hill, Ont 
(416) 770-5222 
(416) 324-2818 
TORONTO LINE 

WHEN ONLY THE BEST 
WILL DO . . . 

FOR MORE 
INFORMATION ON 
PLACING AN AD IN 
MARKETPLACE... 

ÍNOW rOPENj 

CONTACT: 
PENNY CAMPBELL 
(416) 485-8284. 

ER-15 CUSTOM 
HEARING PROTECTION 
WITHOUT COMPROMISING 
MUSICAL FIDELITY 

STATE OF THE ART 
HEARING PROTECTION 
FOR MUSICIANS 

the Audiology 
Centre inc. 

ESI cinram 
2255 Markham Road. Scarborough. Ont 

EVEN THE SCORE 
222 Lakeshore Rd. East 

Oakville L6J 1H8 
(inside 'The Music Stand') 

TELL US WHAT YOU WANT 

Prezmith 
Engineering 
416-461-4891 

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 

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. 

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 



lhe MONIIOR Magazine br Peavey is a publication filled with lhe latest information that musicians want Io know. Io receive 4 issues lor only S5 
(price good in U.SJ. only) send check or moner order to: MONITOR MAGAZINE, Peavey Electronics, 711 A Street, Meridian MS 393022898 
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The drums 
beat 

The Atari 1040STE ™ is the only personal com¬ 
puter designed to make music. It’s also the 
only computer with built-in MIDI ports, allow¬ 
ing direct and efficient interfacing with all 
kinds of equipment. This exclusive built-in 
MIDI feature is one reason why the Atari 
IO4OSTE™ has become the standard in the 
music industry. The other reason is software. 

The majority of new music software is 
published almost exclusively for the Atari 
ST™. This gives musicians the power to com¬ 
pose with incredible variety, using multi track 
sequencers to control digital sounds on all 16 
MIDI channels. Play notes and watch them 
appear simultaneously on the screen. Edit in 
real time. When everything’s in place, print 
directly from the program in one easy step. 
Even the most complicated scores. 

As for price, the Atari 1040STE ™ is very 
affordable. No wonder it’s the most popular 
computer among all people who love music, 
not just professionals. Atari. Committed to 
bringing music to life. 

For the dealer closest to you 
or for more information 

please contact: 

Atari (Canada) Corp. 
90 Gough Road, Units I & 2 
Markham, Ontario, L3R 5V5 

Phone: (416) 479-1266 Atari ID40STE , SMI24 and Yamaha SY77. 

The lead 
guitar wails. 

A ATARI 

And you’ve 
got it all 

down in print. 




