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EXPAND YOUR CAREER OPPORTUNITIES 

* FILM & TELEVISION 
PRODUCTION 
Become a 

• Film Director 
• Video Producer 
• Lighting Designer 
• Film/TV Editor 
• Screenwriter 
• Cinematographer 
• Special Effects Designer 
• And more 

Or* INTERACTIVE 
MULTIMEDIA 
Become a 

• Corporate/lndustrial Communicator 
• Medical/Science Communicator 
• Architectural/Graphic Designer 
• Advertising/Media Producer 
• Exhibit/Kiosk Designer 
• 3-D Computer Animator 
• Virtual Reality Creator 
• And more 

or RECORDING 
ARTS & SCIENCES 
Become a 

• Recording Engineer 
• Digital Audio Engineer 
• Producer of Recorded Music 
• Electronic Music Synthesist 
• Songwriter/Arranger 
• Music Business Manager 
• Publicist 
• And more 

* Programs available at selected campuses 

• Current theory mixed with practical training 
• Modern state of-the-art labs, studios, and equipment 

• Small classes taught by leading industry professionals 
• Student orientation, guidance and career counselling 

• Language of instruction, English (and in Montreal, French also) 
• Developing people for the media professions since 1979 

6464 Sunset Blvd., #1180 
Hollywood, California 
U.S.A. 90028 
Tel.: (213) 467-6800 
Fax: (213) 467-0946 

TREBAS 
INSTITUTE 

112 East 3rd Ave., # 305 
Vancouver, B.C. 
Canada V5T 1C8 
Tel.: (604) 872-2666 
Fax: (604) 872-3001 

410 Dundas St. East 
Toronto, Ontario 
Canada M5A 2A8 
Tel.: (416) 966-3066 
Fax: (416) 966-0030 

451 St. Jean Street 
Montreal, Quebec 
Canada H2Y 2R5 
Tel.: (514) 845-4141 
Fax: (514) 845-2581 



synthesizer 

Please print 

NAME 

ADDRESS 

CITY 

If you want a great ear for music 

S For fastest delivery, call 24 hours: 

(515) 472-3100 
FAX: (515) 472-2700 

“It’s so 

simple 

“This is absolutely 
what I have been 

searching for.” 
D.F., piano 

“I am convinced that a 
finely tuned ear is the 

greatest gift that I could 
ever give my students.” 
J.F., music teacher 

“Although I was at first skeptical, 

I am now awed.” R.H., sax 

“The life and breath 
of feeling part of 
what we play can be 

more fully experi¬ 
enced through this 
knowledge of Perfect 

Pitch.” D.S., piano 

“Perfect Pitch for a 
musician is more 

valuable than gold.” 
E. V. guitar 

ridicu 
lous.” 
M.P., 
guitar 

“Someone played a D major 

chord and I recognized it 

straight away. 

“I enjoy listening and play¬ 

ing more and I get new 
musical ideas as a result. ’ 

S.C., bass 

“It’s like hearing 
in a whole new 
dimension.” 

L.S., guitar 

“I can't understand why it's 

remained a secret for so 

long.” B.T., mu i¡ HUiicUl— 

! Rush me my FREE Perfect Pitch 
Lesson #1—taught by David L. Burge—plus a FREE 

Perfect Pitch Report with more info. 

You can imagine my joy 

when I listened to your tapes 
for the first time, went to the 

piano, and make the startling 
discovery of Perfect Pitch! I 
started crying and laughing 

all at the same time.” J.S., 
educator__ 

I PERFECT PITCH 
LESSON #1! 

“Mr. Burge 
has given me 

the key to 
what I once 
considered a 

closed door.’ 

D.H., Ph.D., 
voice/piano 
professor 

“It’s hard to describe. 

It’s like hearing more 

of the piece or the dif¬ 
ferent feelings evoked 

because of the key it’s 

played in. 

“I can listen to my¬ 
self better and hear 

what I’m doing, 

allowing me to 
express myself better. 

“It’s amazing how 

easy and simple 
Perfect Pitch is. After 

understanding it, it 

was like the pitches 

were at the 'tip of my 

ear.’” C.L., piano 

“I used to sleep in instead 
of practicing in the morn-
ing, but since starting your 

course I haven’t skipped 
one day. My improvisa¬ 
tions have improved.” 
M.S., piano/synthesizer 

“I never before thought it was 

possible to obtain Perfect Pitch, 
but now I know it is.” T.S., piano 

“It’s strange 

how some 

things that 

seem so 
hard are so 

simple. 
D.W., flute 

“I believe! It 

works Just 
because it’s 
so simple.” 

S P-, sax 

“It feels like I’m 

singing and playing 
‘my’ notes instead 

of somebody else’s’ 
notes—like music 
is more 'my own.’ 

Improved delivery 
because of being 
able to make more 
natural music.” 

L.H., voice/guitar 

STATE ZIP 

Mail to: American Educational Music Publications, Inc. 
Music Resources C14, 1106 E. Burlington, Fairfield, IA 52556 

• h i could h»« 
“I Wish I V aRO; 
¿d this 30 years 4b 

R.B., voice

' have already acquired ab.Ht.es I nev. 

dreamed of having y m ade a
overall zest for music You 
difference in my life-

“AU music listening is 
improved quite markedly 

on the level of happiness, as 

you pointed out on one of 

the tapes." S.H., jazz guitar 

“The information I received was 

worth more to me than most of 
the instruction I had received up 
to that point. Everyone who plays 
must know about this. )■!.. guitar 

“Wow! What an 

amazing thing! It 

really worked. 1 
couldn’t be happier. 

I started last 
Halloween and can 
now distinguish all 

the notes on my 
piano. Mr. Burge, 1 
am grateful for what 

you have given me— 

I feel like a new 
musician. Since 1 am 

a drummer, 1 am 

very proud that 1 
could achieve some¬ 
thing of this caliber. 1 
feel as if 1 have a leg 

up on those who I 
will be competing 

with in college. 
j M., percussion 

“I can now hear and identify 

tonesand the key m which a 
song is played just by hearing 

it. My sight reading has 
improved, lean also recall 
and sing individual tones at 

will. My music teacher and 
classmates are amazed at my 

advancement! 

“Perfect Pitch is like learning 

a foreign language. Before, 

things don’t make sense, an 
then things become more and 

more clear as you progress 
It’s not just the memorization 

of a pitch. The pitch colors of 

the tones have a subtle feel¬ 
ing; every pitch is distinct 

and has its own personality. 

“When 1 hear music now it 
has much more definition, 

form and substance. 1 don t 
just passively listen to music 
anymore, but actively listen to 

detail. With Perfect Pitch I 
can make up my own mmd 

about what and howl feel 

when I hear music, and also 
know why I feel that way. 

M.U: bass 

“After just a few 
minutes of your 
instructions, I coul 

locate an Fl by ear 

even when it was 
hidden in a group o' 

several tones! G.B-. 

¿n^ 

“ so excited rh„ i _ . ® 

«when 1 heard the first St be 
Mr. Burge described^ t ir hear the differences. 
so I tried other synthesizers. 1 how

“Now 1 listen more carefully to the soun s writing, all of 
they blend together. While working; ona p. 

. 

“I began to transcribe 

Queensryche Silent 
Lucidity. It seemed 
simple. I forgot about 
it until I happened to 
be in a music store 

and saw a $25 book 
with the song in it. It 

was transcribed total¬ 
ly wrong from the 

way I figured it out. 

"Then I picked up the 
latest Guitar for the 

latticing Musician. 
It was exactly the way 
I transcribed it 

months ago. Let’s say 
that I grinned like a 
little kid with candy. 
D O., guitar 

J 

s"'far ' 

,hearasong 
on 'he radio 

a"dlknow 
’’'hat they’re 

doinB without 
my bass guitar 

“My improv¡. 

“Rons have 
improved. 1 

more in 
control of 
what I'm 
doing."I 

Co^ta Rieu ’_I 

“Perfect Pitch is an invaluable asset in my 
musical career. 1 feel if every musician 

could hear as 1 do, they would realize ho 
useful it is and how delightful. ” H.M., voice 

Read what musicians say about Burge’s Perfect Pitch" SliperCourse-
the #1 ear-opening method today! 

I m able to play 
things I hear in my 

head a lot faster than 
ever before. Before I 
-started the course, I 
could barely do it.” 

L W., keyboards 

“It touches 

the core 
of musical 
perception. 

D.S., 

violin/ 
viola, 

Los 
Angeles 
philhar-

tnonic 

to taking the “It all boils down 
ua .. . - ” M.ß. pian» time to listen. 

in my “in three s ¿ifference 

noticed»'' „•r.E..g'*"i'r 
listening *"*" 

“This course 
at the very 

could replace, 

, least, cut in 
half the tune lavished on 



Thirteen of the world's most respected keyboard artists have created 
original sequences using only the Korg 01/Wfd, and they’re available now 

Send $4.50 to cover postage 
and handling to Korg 
Canada, 378 Isabey, 
St-Laurent, PQ, H4T 1W1. 

on compact disc. 
Get this special limited edition Korg "Best of the 01W/" CD 

and hear your favorite musicians creating on their 
favorite workstation. 

Please send check or money order and allo' 
4 to 8 weeks for delivety. Offer good until 
February 28, 1993 or while supplies last. 

You'll also get a copy of 
Pro View, Korg's new 80 page 
magazine. Act now because 
supplies are limited. 

And if you want to hear the 01/W bring KORG Ol/W Series 
out the best in your music, audition one at 
your Korg dealer today. 

Korg Canada • Head Office: 378 Isabey • St-Laurent, PQ*H4T 1W1 • Tel: (514) 738-3000 



MUSIC 
EDUCATION 58 

The music industry is changing, and 
the degree of competition gets 

fiercer each minute, One thing is 
certain — knowledge and versatility 
will be prerequisites for success. CM 
speaks to teachers, musicians and 

those in less common music careers 
to see how education figures in the 

big picture. 
by Pearce Bannon 

'/¡^ 
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CANADIANS 
IN LA. 

There's a whole new breed of 
Canadians making waves south of 
the border, and nowhere can this 
be seen more clearly than in the 
City of Angels. CM talks to some of 
the Canadian artists, producers, 
engineers and others who are 
making it in L.A. 
by Ashley Collie 

PAUL JANZ 
42 
Artistic control is one thing Paul Janz 
won't compromise. CM visits Janz' 
own "Mission Control" studio to gain 
some insight Into the recording of 
his latest Attic release, Trust. 
by Tim Moshansky 
photos by Garth Bowman 

Q FEEDBACK 

¡Q UPFRONT 
Doing it Yourself, Breaks for Musicians. 

E PRODUCT REPORTS 
Alesis Adat 8 Track Digital Multitrack Recorder; Ross 
Systems Minimix; Aphex Aural Exciter Type C2 with 
Big Bottom. 

36 

TRIUMPH 

With a new axeman, a new album 
and a new attitude, Triumph are 
back from the edge and poised to 
attack the airwaves after a five-
year hiatus. CM catches up with 
the rockers at their Metalworks 
studios. 
by Richard Chycki 
photos by Wolf Moehrle 

IVl E N 
E PRODUCT NEWS 

EQ MARKETPLACE 

□ SHOWCASE 
The Explorers, Bob McAthey, Generation. 

□ Guitar Phil X 

E Keyboards Rob Cooper 
E Bass Mike Farquharson 
E Percussion Dave Clark 
E Brass Chase Sanborn 
ED Woodwinds Gene Hardy 

E Vocals Crusoe 
E Writing Doug Blackley 
E MIDI Paul Lau 
El Live Sound Al Craig 

E Recording Jamie Stewart 
□ Business Martin Gladstone 

COVER PHOTO: WOLF MOEHRLE 
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Our New 
Business Major 
Will Be Muac 
To Your Ears. 

Music Business/Management Credits 
Can Apply To An M.B.A. 

Berklee College of Music offers the only program that integrates 
contemporary music and business studies. Our Music Business/ 
Management Degree will empower you ;ls a professional musician. 
It can prepare you for the vast opportunities in today's multihillion 
dollar music merchandising, publishing, and recording industry. 

Also, by special arrangement, your Berklee Music Business/ 
Management major credits maybe applied toward an M.B.A. from 
Suffolk University, saving you nearly a semester of M.B.A. study. 

Now. more than ever. Berklee means business when it comes 
to music. If you mean business, too, call Berklee College of Music: 
1-800-421-0084, ext.9808, or return this coupon for admissions 
information about our Bachelor's Degree and Professional 
Diploma Programs. 

Telephone 

Berklee College ol Music 

Office of Admissions. Dept. 9808 

1 ho Boylston Street. Boston. MA 022IS 

Please send me information about 

_Admissions 

_Music Business/Management major 

Countn 

Instrument 

C()LLEGEOF MUSIC 
It's where you go. 

Xante 
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P OWE R 

For You! TRI? H ave We 

TRIPTO 

MUSIC WEST 

where a 3 day, jam packed, 

international Conference, 

Exhibition and Festival bring you 

together with people from every aspect of the 

music industry. Music business pros grappling with 

today’s issues, looking for new talent and making deals. Music 

West delivers the people who know and the way to meet them. 

Before Feb. 5, delegate pass only $ 100. All the power for 40% less. 

For More Information, Please Contact: 

Music West 
203 *1104 Hornby Street 
Vancouver, B.C., Canada 

V6Z IV8 
Tel: (604) 684-9338 
Fax: (604) 684-9337 

WSIC 

(GST not included). 

May 7 - 9, 1993 
Vancouver Trade & 
Convention Centre 
Vancouver, B.C. 

Canada 



Are you a 
Tube 
Man? 
This amp's got 

Your name on it. 

TubeMan 
4-Channel Tube 
AMP EXPANDER 
RECORDING AMP 
PREAMP 

Amp Expander' to instantly 
breathe four new channels of life 
into your old rig, 

Recording Amp with H&K’s own 
authentic tube circuitry and 
Cabinet Simulator to record direct 
anytime, and 

Tube Preamp with four distinctive 
channels offering all the control 
you want, in a compact, portable, 
and professional unit. 

Io get the tone you always wanted from your amp, contact: 

Hughes & Kettner, Inc. • 35 Summit Ave 
Chadds Ford PA 19317 • (215) 558 0345 
H & J Music • 469 King Street West 
Toronto Ontario M5V 1K4 • (416) 596 8361 

Where Do I Scnb For 
These Tickets? 
Here’s a story/question: 1 finished filling 
out " The Record's Music Industry 
Conference/CMX '93/MusiCan '93/ 
Canadian Music Festival "93” ordering 
coupon on the bottom of page nine in your 
magazine (December ’92). I then made out 
a cheque for the full amount owing for two 
tickets. When 1 tried to find an address to 
send it to ... NOTHING!! 

It reminded me of looking at many a 
fellow musician's brand-spanking new 
promo kit: marvelling at great photos and 
wonderful fonts, but no phone numbers or 
addresses with which to contact them. Just 
one question: WHERE DO I SEND FOR 
THESE TICKETS??? 

Victor J. Hanson 
Men Without Hairs 
Downsview, ON 

*Ed: Victor has already been contacted 
with an answer to his question, bat for any 
others who were mystified by this omission, 
tickets for Canadian Music WeeA 93 are 
available at all Ticketmaster outlets or by 
contacting: The Record, PO Box 201, Stn. 
M, Toronto, ON M6S 4T3 (416) 533-9417, 
FAX (416) 533-0367. 

Victor also made a very good point: we 
receive numerous band promo kits here at 
Canadian Musician every week. Many of 
them arrive without any contact name, 
telephone number or address. Please, 
please, PLEASE remember to label all 
parts of a promotional kit (including the 
cassette), no matter where it 's being sent. 
What if someone liked your demo enough to 
sign you to a multi-million dollar record 
deal, hut had no idea who you were or how 
to get in touch with you? It may sound 
silly, but it's something every single AAR 
person in the business has dealt with at 
least once. 

Digital Sampling = 
Copyright Infringement? 
Could you please pass this letter on to the 
attention of your readers. 

1 am a law student at the University of 
Calgary and I am writing a term paper in 
an Intellectual Property course on Digital 
Sampling in the music industry. I am also a 
member of the Edmonton-based reggae/ 
dancehall/soul group Reality. Through this 
connection 1 have experience in the use of 
sampling as a creative tool in songwriting 
and live performances. My thesis is (put 
simply) that non-substantial (de minimus) 
digital sampling should not be considered a 
copyright infringement (as some legal 
writers and observers have proposed). 
Regardless of whether you agree with that 
proposition or not. I would very much 
appreciate any input you may have on the 
topic. My aim is to add as many Canadian 
sources as possible as there already has 
been a lot of commentary arising out of the 
U.S. If you know of any cases currently in 
the courts or decided already, or if you 
would just like to make a comment I would 
very much appreciate it. Thank you in 
advance for your cooperation. 

David St. Pierre 
3926-16 St. S.W. 
Calgary, AB T2T 4H4 
FAX (403) 282-0473 

A Note of TIiamIcs 
Just a short note to let you know that we 
are very pleased with your write-up of our 
new Grand Stick and the photo in the 
November/December Canadian Musician. 

You did a beautiful and professional job. 
and we very much appreciate the work and 
care that goes into presenting new 
products. Best wishes to you and your staff. 

Emmett H. Chapman 
Stick Enterprises, Inc. 
Woodland Hills, CA 

Write to Vs! 
Address your letters to 

FEÈDBACK, 
c/o Canadian Musician, 
67 Mowat Ave., #350, 
Toronto, ON M6K3E3 



PLAN ON IT 
MUSICIANS INSTITUTE 

MUSICIANS INSTITUTE 10 WEEK WINTER + SUMMER DISCOVERY SESSION fli 
FOR INFORMATION WRITE TO MUSICIANS INSTITUTE, BOX 41 CM, HOLLYWOOD, CA 00018 OR CALL I -800-155-PLAY 



fl Quick Independent Release Primer 
BY LINDSAY GILLESPIE 

Wie are all aware of the suc¬ 
cess stories: artists like the 
Barenaked Ladies, Loreena 

McKennit and Moxy Fruvous, who have 
made and sold tremendous quantities of their 
own independent releases, even achieving 
gold and platinum status. 

In all three of these cases, their success 
was, and is, a direct result of careful prod¬ 
uct and marketing planning. 

For the sake of this article, we will as¬ 
sume that you already have a master quality 
recording finished and are wondering what 
to do with it now. Let's assume further that 
you have decided to release it yourself, ei¬ 
ther because no label has signed you yet, or 
you want to exercise more creative or finan¬ 
cial control. Now you must determine just 
what your objective is, and who your target 
market is. 

One possible target market is record la¬ 
bel A&R departments. With the increased 
competition for recording contracts, and de¬ 
creased signing budgets at many labels, a 
finished product, especially on compact disc, 
makes a much more appealing prospect to 
an A&R rep. One reason is that they don't 
need as much imagination to envision what 
you may sound like when fully produced, 
but also, it is a lot less work to sign or li¬ 
cence a finished product than a raw band 
and potentially less money. For label shop¬ 
ping purposes, a cassette may not make quite 
the impact of a CD. but it can be a lot less 
expensive, and can be duplicated real time, 
in smaller quantities than high speed dupli¬ 
cation allows. It is always a good idea to 
have a plan as to what to do with all of the 
leftover CDs or cassettes you’ll have, if you 
do high speed dubs, so read on. 

A second target market is radio. Airplay 
helps in many ways, not the least of which 
is promoting your product to the public (and 
further to A&R reps) and encouraging sales. 
Don't overlook possible income potential of 
radio play, however. More than one record 
has been released, received massive radio 
play and yet no sales. This is what the in¬ 
dustry calls a turntable hit. The upside of 
this situation is that the record or song can 
generate substantial airplay royalties. In fact. 

many artists who receive regular radio play 
earn good money in spite of lacklustre sales. 

In many cases, financial considerations 
may prohibit widespread distribution of a 
complete CD to radio stations. The cost of 
servicing a CD to radio includes the cost of 
postage and postal packaging. Postage alone 
for a CD in jewel box is at least $ 1.30, plus 
the cost of a padded envelope at $0.35 or 
more. A CD single in a cardboard sleeve 
may cost half of that to mail, and doesn't 
require as elaborate a mailing envelope. 
Multiply the savings by several hundred ra¬ 
dio stations, plus the reduced cost of pro¬ 
ducing a CD single without the jewel box, 
tray card and booklet, and the CD single 
idea makes a lot of sense. 

In addition to the expense, there is a stra¬ 
tegic reason for releasing a CD single. Ra¬ 
dio stations need to know what track is be¬ 
ing promoted. This necessitates follow-up 
promotion and callouts, which again may be 
financially or logistically unfeasible. In situ¬ 
ations where radio promotion is the primary 
target, a CD single or inclusion on one of 
the many radio compilations available may 
serve the purpose quite nicely, although your 
song stands the chance of being lost in the 
volume of material on the compilation, 
which can reach 16 songs or more! 

The third and possibly most obvious tar¬ 
get market, especially if you are releasing 
independently by choice, is the record buy¬ 
ing public. Before the public buys your prod¬ 
uct, though, you first have to sell it to record 
retail. Once again, radio plays a key role 
here, but with tightening playlists on radio, 
and the move towards more classic rock for¬ 
mats, you must look to other forms of pro¬ 
motion and marketing, such as video, press, 
in-store concerts and the old standby, live 
g'gg'ng-

Keep in mind that selling your product 
generates income, paying for your record¬ 
ing. pressing and duplication, promotion, and 
eventually your next release. Sounds like 
how a record company functions, doesn't it? 
The important advantage to doing it your¬ 
self is that you can make all of the profit by 
avoiding the label and distributor share of 
income. The downside is that labels and dis¬ 

tributors are good at what they do and may 
make up for you in volume what you lose in 
per unit gross profit. 

In all of the above situations, your release 
will be competing against other, equally pro¬ 
fessional releases, many on major record la¬ 
bels, some with greater financial backing or 
from established acts. If you are going to 
cut it and be taken seriously, and assuming 
that musically you can, the release must 
present itself in as professional a manner as 
possible. 

Next issue, I'll examine how you can 
make your release look like a major label 
release. 

Lindsay Gillespie is President, Dizzy Records. 

BREAKS 
. . . The Axemen Cometh, the ultimate 
guitar and bass workshop, will be 
presented by Canadian Musician and 
Musicians Institute on its new date, 
Sunday, February 21, 199.3, at The Phoenix 
Concert Theatre in Toronto. This one day 
event will focus on technique and perform¬ 
ance and feature some of the hottest players 
in the country. 

Clinicians confirmed to date include 
G.I.T. instructor Roy Ashen; one of the best 
guitarists in North America, Canada's own 
Rik Emmett; bass virtuoso Adrian Davison 
and new Triumph axeman Phil X, who has 
also played alongside Aldo Nova and 
Jon Bon Jovi. Canadian Musician and 
Musicians Institute are also sponsoring a 
contest, giving one lucky axeman a trip to 
California. The winner will get a musician's 
tour of Hollywood, including round-trip 
airfare, one week's accommodation, study 
sessions at Musicians Institute and much 
more. This contest is open only to people 
who register for The Axemen Cometh in ad¬ 
vance. The fee for the day is $45.00 and to 
register by credit card, call toll free 1-800-
265-8481 (US & Canada). 

continued. . . 
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It takes great skill and 

demanding challenge of 

Purity. By design. 

Now Distributed in Canada Exclusively By: 

Rane equipment is uniquely 

engineered with the same 

meticulous craftsmanship, 

perfected through continu¬ 

ous technological innovation. 

and engineers have come 

to appreciate the audible 

difference in Rane gear: 

experience to create the 

distinctive flavor and power 

of a fine musical instrument. 

audio reproduction. That’s 

why discriminating artists 

To accurately preserve the 

full richness of complex 

acoustic timbre is the most 

PURITY 
BY DESIGN 

PURE 
AS 

9653 Cote de Liesse, Dorval, PO, H9P 1A3 
(514) 636-9971 Fax: (514) 636-5347 



Superstar is Bo 
Introducing a microphone that represents a major 

breakthrough in performance—the Beta 58. It is the 
best dynamic microphone ever designed for hand-held 
vocal applications. It incorporates a host of significant 
advances over all currently available live performance 
microphones: 

Distinctive Shure sound, with smooth presence 
peak and extended top end. No off-axis coloration. 

A true supercardioid pickup pattern. 
Extremely lightweight, yet incredibly rugged. 
Neodymium magnet gives extra hot output. 

Absolutely minimal handling noise. 
Singular immunity to hum. 

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

The Shure Beta. 58 
The Sound of the Professionals —Worldwide® 

Simmonds Communications Ltd. 
975 Dillingham Road • Pickering, Ontario, L1W3B2 



For more information, contact Canadian 
Musician at (416) 641-3471. 

Rik Emmett 

. . . Undiscovered bands should start gear¬ 
ing up now for Yamaha Music Quest '93. 
Local competitions will be held by partici¬ 
pating radio stations, and regional winners 
will go on to compete at the Canadian 
finals taking place on August 14, 1993 
at Sunfest "93 in Gimli, MB. The top 
Canadian band will then represent Canada 
at the Yamaha Music Quest world finals in 
Japan, competing for a top prize of $20,000! 

Prizes at the local and regional levels in¬ 
clude Yamaha music gear and travel and 
accommodation packages for bands qualify¬ 
ing to compete at higher levels. Complete 
entry rules will be made available in 
February. Look for further details in future 
issues of Canadian Musician and at your 
local Yamaha Combo Products authorized 
dealer. For more information contact: 
Yamaha Music Quest '9.3, c/o Creative 
Event Marketing, (604) 946-6949. 

... A new book is available free of charge 
through the Ontario Arts Council for those 
interested in learning more about how deci¬ 
sions are made in the awarding of Ontario 
Arts Council grants. 

Understanding the Assessment Process: 
The Ontario Arts Council and Its Granting 
Procedures may he obtained by contacting 
the Ontario Arts Council. Information As¬ 
sistant. Communications and Research Dept. 
151 Bloor St. W„ #500. Toronto, ON M5S 
1T6 (416) 969-7400, FAX (416) 921-876.3. 

. . . WMBR is the college station associ¬ 
ated with MIT, serving the greater Boston 
area. They pride themselves on innovative, 
alternative music and news unavailable on 
local commercial stations. They have re¬ 
cently added a two-hour weekly show with 
an alternative Canadian rock format. 

The show is hosted by two students from 
Toronto. At present, they rely on their pri¬ 
vate collections and American labels, how¬ 
ever. they would like to receive product from 
Canadian indie labels and artists. If you are 
interested, write them at: WMBR 88.1 FM. 
3 Ames St.. Cambridge, MA 02142 (617) 
25.3-4000. 

. . . MIDI enthusiasts can now go online to 
network with others by joining the Saved 
By Technology BBS. You'll find a huge se¬ 
lection of MIDI software, including demo 
versions of popular music programs. Partici¬ 
pate in MIDI, digital audio or education-re¬ 
lated conferences. You can also access an 
ever-expanding online library of text files 
and resources related to computer music. 

All you need is a computer, modem, and 
communications software. Macintosh us¬ 
ers can download FirstClass1M Client, a 
Canadian-made terminal program that pro¬ 
vides a highly graphical interface for access¬ 
ing the BBS. For more information, contact: 
Charles Macchia at Saved By Technology, 
10 Breadalbane St., Toronto, ON M4Y 1C.3 
(416) 928-MIDI. FAX (416) 928-0262. BBS: 
(416) 964-MIDI. 

... In response to the recent riots that af¬ 
fected both the U.S. and Canada. Musicians 
Institute in Hollywood. CA is spearheading 
the Help Heal L.A. . . . Through Music" 

songwriting contest. Songwriters are asked 
to submit material that is positive and in¬ 
spires a sense of unification amongst peo¬ 
ple. A panel of industry professionals from 
record companies, music associations and 
celebrity songwriters will serve on the judg¬ 
ing board. Submissions for songs will be 
accepted until April 15, 1993 and the win¬ 
ning song will be formally unveiled during 
a celebrity benefit concert. Monies raised 
will help several charities that support the 
rebuilding of Los Angeles. For further in¬ 
formation, contact Musicians Institute at 
(213) 462-1384. 

. . . Music West comes to the Vancouver 
Trade & Convention Centre from May 7-9. 
1993 and brings together an international 
cast of major and independent record ex¬ 
ecutives. publishers, managers, agents, 
songwriters, producers and other industry 
professionals in three days of seminars and 
workshops. As well, over 100 acts will 
have the opportunity to showcase in 12 
Vancouver clubs over the course of the 
event. Applications for Music West show¬ 
cases will be accepted until February 28, 
1993. For more information or to register 
for the event, contact: Music West, 203-1104 
Hornby St., Vancouver. BC V6Z 1V8 (604) 
684-9338. FAX: (604) 684-9337. 

. . . The Country Music Association of 
Calgary was organized in 1987 to promote 
the development, appreciation and perform¬ 
ance of country music in all its various 
forms. The Association, which has over 270 
members, holds an annual CountryFest 
Week which includes the Alberta Country Mu¬ 
sic Awards Show. Country Connection, a club 
operated by the Association at 426 8th Ave. 
S.E., hosts a weekly Country Gospel Jam on 
Sundays, an Open Stage Jam on Saturday eve¬ 
nings and a monthly Songwriters' Cooperative. 
For more information, contact: Country Music 
Association of Calgary. 426 8th Ave. S.E.. 
Calgary. AB T2G 0L7. 



TORONTO • MARCH 20-21, 1993 
PRODUCING AND MARKETING YOUR 

INDEPENDENT RECORD 
SERIOUS SINGERS, SONGWRITERS AND MUSICIANS CAN'T MISS THIS TWO DAY 

CONFERENCE WHERE THE INDUSTRY'S MOST INFORMATIVE NATIONAL & 
INTERNATIONAL SONGWRITERS, EXCECUTIVES AND ARTISTS SHARE THE 

ESSENTIAL FACTS THAT MAKE IT HAPPEN IN THE MUSIC BUSINESS. 
BE SURE TO ATTEND THIS TWO DAY EVENT. 

WESTIN HARBOUR CASTLE • TORONTO 
9:30 AM TIL 5:00 PM 

REGISTRATION FEE: $75.00 INCLUDES GST 
YOUR TICKET ALSO INCLUDES ADMISSION TO CMX 93 
TICKETS AVAILABLE AT ALL TICKET MASTER OUTLETS 

MARCH 20 AND 21, 1993 
CANADIAN MUSIC EXHIBITION IS TORONTO'S ONLY MUSIC INDUSTRY TRADE 

AND CONSUMER EXHIBITION! 
FEATURING 

✓ A WIDE RANGE OF AUDIO PRODUCT DEMOS ✓ MUSICAL INSTRUMENT WORKSHOPS 
✓ NEW PRODUCT DISPLAYS AND HANDS ON ✓ CELEBRITY & ARTIST AUTOGRAPH SESSIONS 
DEMONSTRATIONS ✓ MAJOR ARTISTS SHOWCASES 

FOR INFORMATION CONTACT: KATHLEEN MILLER - THE RECORD MAGAZINE 
TELEPHONE (416) 533-9417 FAX: (416) 533-0367 
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ALESIS ADAT ROAD TEST 

Thanks to Alesis and their new Adat 
digital recorders, 1 have a newly reno¬ 

vated studio. 
About a year ago. I started evaluating rea¬ 

sonably priced recording equipment. 
After careful consideration. I decided to 

purchase two Alesis Adats. After all. who 
else was offering an 8-track digital machine 
for a list price of $5.0(10, using low cost 
S-VHS tapes? The machines work modu¬ 
lar. so you can continue to expand as your 
budget allows — up to 16 Adats for a total 
of 128 tracks! 

There were a few road blocks, however. 
The machines were not yet available for 
testing, but a number of retailers and indus¬ 
try insiders had seen them at trade shows 
and the reports were good. Also, Alesis has 
a history of releasing innovative new gear 
at reasonable prices, and their new prod¬ 
ucts are generally reliable first time out. 
I decided I could afford to wait two or three 
months, and put down a deposit. Little did 1 
know the anxiety I would go through over 
the next few months as shipping dates for 
the Adats kept being delayed. To make mat¬ 
ters worse, the industry was rife with ru¬ 
mours that the Adats were having syn¬ 
chronization problems and just about any 
other problem that could be dreamed up. 

It wasn't until early July that I received 
the Adat units, and after delivery. I eagerly 
unpacked the boxes and admired the new 
machines. They are the size of an older 
VCR. rack-mountable (.3 spaces) and 
weight 1.8 kg each. The front panel is well-
laid out and finished in a very professional 
manner. The controls are the same as on 
any standard analog deck (stop, play, fast 
forward, etc.) and there are also three 
autolocate points plus the addition of a 
couple of buttons that are exclusive to the 
Adat. The control panel is duplicated on a 
small remote which comes with the unit. 
The rear panel jacks allow you to hook up 
your mixer at either -10 dBV with 1/4" jacks 
(for most home studio gear), or +4 dBu 
(professional studio standard). The +4 bal¬ 
anced inputs and outputs are done with an 
Elco connector for which snakes are not yet 
readily available, so you will have to do 
your own soldering or hire someone to build 
one for you. Using the hotter levels from 
the +4 set-up would probably result in a qui¬ 
eter signal if your mixer is equipped to han¬ 
dle it? 

The Adats are a linear style machine, that 

is. they record on tape working from the be¬ 
ginning to the end. unlike the hard disk re¬ 
corders which allow you to access any sec¬ 
tion of your recording in milliseconds. The 
Adats are digital machines, so they work by 
encoding the tape, unlike an analog system 
which works by rearranging the tapes' mag¬ 
netic particles. 

Each machine has a "digital in" and "for¬ 
mat" button. The Adats use 1/2", S-VHS 
tape (the shell mechanisms and tape are of 
very high quality), which has to be format¬ 
ted in order to provide the synchronization 
data that allows more than one Adat to sync 
together. The machines have a pitch control 
which also allows selection of higher or 
lower sampling (recording) rates. The Adat 
normally defaults to 48 kHz. These ma¬ 
chines use a standard VCR transport but run 

tracks on the second machine. And when 
these units become more common, you 
could send a tape with a guide track to your 
favourite sax player who lives in another 
city. They could record solos on seven 
tracks, at home or in an Adat studio, send it 
back and the tracks could later be assem¬ 
bled any way you want. The internal code 
allows each formatted tape to play in sync 
in any other Adat. Right now. I have my 
units mounted in a road case so 1 can take 
them out to bigger facilities, but that may 
not be necessary in the future. I think that 
most pro studios will eventually buy these 
units so they can attract clients with the 
Adat format and provide them with serv¬ 
ices that are not available in the smaller stu¬ 
dios. 

You do not need to tie up a track to sync 

faster than normal, so only about 40 min¬ 
utes is available on a 120 minute cassette. 
If you have two decks, you can back-up one 
to the other using the digital in. If I used 
one tape for each machine and made back¬ 
ups. the tape costs would be around $50 for 
an average album as compared to almost 
$1.000 for the standard 2" analog format! 
But that's not the only pleasant surprise, be¬ 
cause the Adat's use of S-VHS tapes in a 
modular system does much more than save 
you money. 

For example. I could mix a music guide 
track onto a fresh tape, put seven tracks of 
guitar solos down, pick and choose between 
them and then mix them to one or two 

one Adat to another, because there is a pro¬ 
prietary sync-out jack on the back of each 
machine that can be hooked up to addi¬ 
tional machines to keep them running to¬ 
gether. Using a combination of mechanical 
and software-based technology, the syncing 
between the two machines is phenomenal 
(but not flawless, as 1 will explain later). 
Please note that you still have to stripe one 
channel (it doesn't matter w hich one as the 
cross-talk is negligible!) of one machine 
if you intend to sync your computer to 
the deck. There are. however, two alterna¬ 
tives to doing this. J.L. Cooper is selling 
a box called the DataSync which will take 
the Adat's sync out (if running multiple 
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machines, from the last machine in the 
chain) and drive your computer for a cost of 
about $400. 

The other option is the BRC (Big Remote 
Control). This device, listing at approxi¬ 
mately $2500, will allow you to sync up 
your computer without using an audio track, 
as well as do several other amazing things. 
Using two Adats without the BRC. you can 
bounce digitally from any number of tracks 
on one machine to the same one(s) on the 
second machine (i.e. track 7 to track 7). 
With the BRC, you can bounce any track(s) 
to another track(s) whether the track num¬ 
bers are lined up or not. The BRC has 200 
locate points and will allow you to offset 
one machine from the other. So. for in¬ 
stance. if you like the back-up vocals on 
chorus 1 and would like to copy them into 
chorus 2, you can bounce them onto another 
Adat and fly them back into the first ma¬ 
chine in the correct position, all digitally of 
course (so without any generation loss). The 
BRC is apparently very accurate and will 
enable one to do very sophisticated editing 
and assembly operations with a multiple 
Adat system. Incidentally, even using the 
analog outs to bounce, the loss of sound 
quality is almost negligible and certainly far 
less noticeable than bouncing on a conven¬ 
tional analog machine. By the way. don't 
count on the BRC if you arc planning to 
buy your Adat system now. It was still not 
available as of November, and after my ex¬ 
perience. 1 wouldn't trust any promised de¬ 
livery date. 

The Test 
I was due to start a demo session two weeks 
from the time that I took delivery of my new 
machines, so I set them up, wired them into 
my system and turned them on. I was in for 
a major shock! 

As the machines kicked into play, they 
emitted a high-pitched whine. At first. I 
thought they were defective, but then real¬ 
ized that it was just normal VCR transport 
noise, magnified because of their faster run¬ 
ning speed. To make matters worse, I was 
running two Adats together! This was very 
upsetting because I expected to be able to 
continue recording my vocalists in the same 
room as my recording unit. With most ana¬ 
log decks and headphones, it works just fine 
and now the Adats were forcing me to re¬ 
think my whole operation. Fortunately. 1 had 
access to more credit and had a small store¬ 
room next to the control room, so 1 was able 
to expand and add a vocal booth. 

The big lesson here is don't plan to 
record anything acoustic in the control room 
unless you are prepared to design some kind 
of a baffling system. Those who are plan¬ 
ning on buying multiple units should con¬ 
sider building a machine room, because sev¬ 
eral Adats running together in the control 
room arc likely to be too noisy for a mixing 
session. The BRC would in this case be a 

necessity, as it visually duplicates the meter 
and clock functions so you can run the Adats 
without looking at them. 

Since there is no tape hiss with digital 
technology, be aware that if your mixing 
board, outboard gear and cabling are not up 
to, or close to digital specs, you will notice 
hum and crackles that the tape noise has 
previously covered. Be prepared for the pos¬ 
sibility that you may need to upgrade some 
of your gear if you are purchasing any dig¬ 
ital recorder. 

Two weeks later, after a lot of renovat¬ 
ing, my vocalist arrived for her first session. 
The Adats reproduced the vocals accurately 
and they sounded great. Just to give you an 
idea, the Adats sound similar to a good 
DAT player, so if you are not a fan of dig¬ 
ital recording, these machines won't change 
your mind. I later recorded electric and 
acoustic guitars and the results were excel¬ 
lent. I also printed some synth and sampler 
tracks to tape with the same results. The 
rumours about mediocre or harsh sound can 
be laid to rest! The machines are 16-bit and 
use really good components, such as 64 
times oversampling Delta-Sigma converters. 
A/B tests with a CD player turned up only 
the most subtle difference. 

Even more impressive, was the test 
where one side of a stereo program was re¬ 
corded onto one Adat and the other side 
onto the second Adat. There was no detect¬ 
able "flange" between the frequencies of the 
same instrument coming from the two ma¬ 
chines — a sure sign that the lock-up is 
superb. However, twice during two weeks 
of recording, when working continuously on 
the same section of tape, the “slave" ma¬ 
chine failed to lock to the "master". Sweat 
was beginning to bead on my forehead as 
my client inquired what was causing the de¬ 
lay. So I did what any experienced studio 
person would do. I ejected the tape and 
turned off the machine. That seemed to 
solve the problem! I called Alesis at the first 
opportunity and was told that the problem 
was a tape that wasn't formatted correctly. 
Had the problem not fixed itself, 1 could 
have digitally backed up the offending tape 
to a newly formatted tape (presuming that 
sync was possible for one more pass) and 
then continued with no loss of fidelity. This 
is why it is good practice to have a back-up 
take for each machine so if something hap¬ 
pens, you won't lose the whole project. Dur¬ 
ing the 200 hours that I spent on this ses¬ 
sion. I worked extensively on many other 
sections of tape and could not duplicate the 
problem, even though I continued to use the 
original tape. 

I wasn't too impressed with the perform¬ 
ance of the transport mechanism. The first 
thing was the rewind speed. When I at¬ 
tempted to go back a line or two in order to 
punch-in. it was almost impossible to find 
the location accurately — even when watch¬ 
ing the counter. I often ended up four or 

five lines back instead. The amount of time 
it was taking to set up locate points to prac¬ 
tise a punch-in was bothering my vocalist. 
Even after working over 200 hours on the 
machine, I still have the same complaint. 
The only real solution is to buy the BRC, 
which will allow you to rewind to the exact 
spot by entering the time on the keypad. 
The second problem with the transport is 
that being VCR technology, it is relatively 
slow to kick into play after stopping. The 
solution is to press Play instead of Stop 
when rewinding. This cuts out a second or 
two when winding back to punch-in. This 
may seen like nit-picking, but when you are 
working quickly on punch-ins and don't 
want to destroy the creative flow with your 
vocalist, you must be able to find the right 
spot in the song quickly and accurately. 
Mostly the punch-ins were seamless, so I 
became very confident and started fixing 
tight phrases and even single words. The 
results were excellent. 

Summary 
I recommend these machines without hesi¬ 
tation if you are looking to purchase a rela¬ 
tively low cost, tape-based digital recorder. 
The Alesis Adats are quality machines and 
will give you the tools to produce profes¬ 
sional masters in a home or project studio, 
provided you upgrade your other compo¬ 
nents to the same specifications and take 
careful note of the next paragraph. 

1 will again remind you that recording 
(and even mixing with a multiple machine 
set-up) in the same room as the Adat will 
prove difficult, if not impossible, because 
of the transport noise. The irony is that 
Alesis has designed a low-cost digital re¬ 
corder that makes virtually noise-free mas¬ 
ters. but while doing it. emits more me¬ 
chanical noise than the tape hiss generated 
from just about any analog machine. The 
problem can be totally solved by placement, 
which might make purchasing the BRC a 
necessity, but these solutions cost money 
and saving money is a big part of the reason 
for buying the Adats. Please be aware that 
interfacing with large studios can be a prob¬ 
lem (I just came back from a 24-track facil¬ 
ity and learned the following the hard way). 
The Adat is so accurate and the noise floor 
is so low, that you or the studio has to have 
the right wiring harness or you will encoun¬ 
ter unnecessary noise problems. 

Any other problems that I have pointed 
out can be lived with when one considers 
the Adat's low cost, exceptional sound qual¬ 
ity. relative ease of use and flexibility. The 
Adat will appeal to a broad spectrum of the 
music business — from the aspiring song¬ 
writer to the professional studio owner. 

Andy Krehm. owner ofSilverbirch Productions in 
Toronto, ON is a freelance producer and artist 
manager. One of his artists, Vivienne Williams, 
has recently released her debut album. My 
Temptation. 
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A PROFESSIONAL WIRELESS SYSTEM 
PRICED SO COMPETITIVELY IT HAS 

Presenting Concert Series II 
Hey, we’re serious. Nothing even comes close to 

our new Concert Series II. 
Why? Because we thought long and hard to 

come up with the most cost-effective fully pro¬ 
fessional wireless system ever created in the 
course of human events. 

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

Fashionably slim and stylish, the new Concert 
hand-held and belt pack transmitters also have 
what you need: Sparkling sound, eye-opening 

RF performance, a dazzling array of 
on-board controlsand all kinds of 
popular hand-held, lavalierand 
wireless headset mies to choose 
from. 
Here’s the deal. If you can find 

a professional wireless system 
with all these high falutin’ fea¬ 

tures at this low a price, we’ll buy it. 
Sound reckless? Were not worried, 

because when it comes to competition 
for the Concert II. there simply isn’t any. 

SAMSON 
WE ARE THE WIRELESS FUTURE’ 

Distributed in Canada exclusively by: OmnÍmOdÍQ ' ’XiÇXidj'iSGÔ©® ‘">53 Cote de liesse Dorsal. Quebec HOP IA3 III (514) 636-9971 I AX (514) (>36-5347 



Address 

Quest ion: 

Name ike major rock (estival 

of ike 80s al wkick Triumpk 

was ike only Canadian rock 

acl lo appear? 

(Hint: Il wu held in ike US!) 

Enter my name In the Triumph 
GO TO THE EDGE Contest Giveaway. 

Name 

Fill out ike knllol kelow. answer ike skill testing question 

and send it lo Canadian Musician kefore 

Fekruary 28. 1993. and you could win this 

AMAZING Triumpk prize package. 

Triumpk is 

wilk ike koi 

Edge of ' 
and Canadian 

ease 

for you! 

new rel 

xcess 
Musician 

PLUS 
om píele Triumpk CD catalogue, 

including ikeir latest — 
Edge of Excess, featuring 

new guitarist Pkil X! 

Complete Triumpk lour 
merchandise package from ikeir 

upcoming lour! 

A.N A D> I A N 

GRAND PRIZE 

board, with ebony uni 

chrome kardward. 
and finished in Cherry Sunburst. 
CouHe«y of 

The Special Edilion 

PHIL X SIGNATURE 
GUITAR 
- the same model Phil 
uses onstage, custom-buill lo his 
specifications. Made of guilled 
maple and African mahogany wood. 

Prov/Stote 

Coda 

Uli rm ■ rTiOfiw 

Complete and mail lo: 
Canadian Musician 

a Hannover Dr. *7. 
Si. Calk.ri.en ON I2W 1A3 

(416) 641-3471. FAX (416) 641-1648. 

LET TRIUMPH AND 
CANADIAN MUSICIAN 

TAKE YOU TO 
THE EDGE! 



STAND THEM 

ON THEIR EAR 

You're a Pro. You're confident. You've got the 

talent. And you've been looking for a portable 

electronic keyboard that does your music justice. 

You want to pick it up and go. To the studio. To the 

jam session. To play for a client. On the road. 

The Yamaha PSR-SO16 series lets you just 

play your heart out. No worries about the quality of 

the sound. It's there. So is the range and flexibility. 

Express yourself completely on the 61-note touch 

responsive keyboard. Play it soft or hard. Need a 

beat? Choose from 269 automatic accompaniments. 

Or simply create your own. Looking for extensive 

MIDI capability that's easy to use? No problem. 

And the on-board 16 track sequencer offers the 

power of creation. 

Yamaha has also purposely provided you with 

a full palette of AWM voices and rhythms, multi¬ 

mode accompaniments, digital effects, built-in floppy 

drive, auto harmony, stereo sound and much, much 

more. That says it all. Or rather, plays it all. 

YAMAHA 

The Key To Making Beautiful Music. 

Yamaha Canada Music Ltd., 135 Milner ave., 

Scarborough, Ontario MI S 3R1 (416)298-131 I. hax:(416) 292-0732 





HimilCr ■» 

APHEX AURAL 
EXCITER TYPE C2 
WITH BIG BOTTOM 

Aural excitation has always been a kind 
of audio guru, non-tangible element. 

Since its inception in 1975 by Aphex Systems, 
aural exciters have been used to enhance 
intelligibility and clarity of recording. live 
and broadcast situations. The Big Bottom unit 
is the next generation in excitation technology, 
enhancing bass frequencies as well as the 
upper frequency regions using Aphex’s 

generated harmonics added to the original 
signal and the lower cutoff frequency of 
those harmonics respectively. This is adjust¬ 
able from 800 Hz to 6 kHz. Earlier Aphex 
models had a level drive control which has 
been replaced by an internal autodrive level 
circuit. Lipper harmonics can be added in 
two switch selectable level ranges. In the 
Big Bottom area of the unit, the overhang 

proprietary methodology. 
Occupying a mere single rack space and 

less than 11 cm deep, the Type C2 is made 
of rugged steel. The rear panel is relatively 
sparse. Inputs and outputs are all 1/4", 
switch selectable between -HldB and +4dB 
operating levels. Because of the dynamic 
nature of aural excitation, correct switch set¬ 
ting here is critical if the unit is to perform 
satisfactorily. The inputs are true balanced 
when set to +4 operating level and quasi¬ 
balanced when set to -10. The outputs arc 
always quasi-balanced. Quasi-balanced con¬ 
nectors arc generally transparent to the user. 
Terminating the outputs with a 600 ohm 
load will cause a drop in output level of 
about 0.7dB. The Aphex is yet another in 
the long line of effects that use those wall 
wart AC adaptors. When are these compa¬ 
nies going to include power bar rebates for 
all the extra space these things eat up? 

Aphex aficionados will recall the pair of 
mix and tune controls found on earlier mod¬ 
els. These controls adjust the amount of 

control adjusts the sustain of the bass ef¬ 
fect. or how long the low end hangs over 
past the original decay point. Girth adjusts 
the amount of this effect. Unlike past Aphex 
units, the type C2 is solely an in-line dc-
v ice; no effects looping or back buss insert¬ 
ing is recommended. 

How it Works 
Excitation according to Aphex is as follows: 
an input signal is split into two paths. One 
is sent unmodified to the output. The other 
is contoured via an adjustable high pass fil¬ 
ter which in turn, is fed into a harmonic 
generator. These harmonics arc then intro¬ 
duced into the unmodified signal, giving the 
listener the impression of greater detail, 
clarity and intelligibility. 

The Big Bottom increases perceived bass 
with little increase in overall amplitude, 
f requencies affected are in the 2(1 Hz to 120 
Hz range. Here, the low end is dynamically 
contoured according to the program signal's 
bass content. Note that this unit enhances 

The setup makes all the difference. 

These Touchboard" models are designed 
for the setup. All components are now 
adjustable to accommodate any tuning. 

You select a stereo pair of tunings for 
our 10 or 12 string models, for example. 
Stick 4ths & 5ths, guitar & bass, violin & 
guitar, two basses — any set of intervals. 

Everything adjusts that can be adjusted 

• A universal bridge and tailpiece unit 
firmly sets individual string action and 
intonation with no loss of sustain. It 
accepts any bass or melody string at any 
position. It regroups 10 strings from 5 + 5 
to 6+4, and 12 strings from 6+6 to 7 + 5. 

• A rear-accessible, exposed truss-rod 
straightens the fretboard instantly. 

• Belt hook, shoulder strap, nut, pickup 
box & single poles are all adjustable. 

You can reconfigure your Touchboard, 
for instrumental tunings of your own, 
using our "Setup Instruction Sheet" 
and our "String Gauge to Pitch Guide." 
(We carry gauges for all tunings.. 

Photos: The 12-strmg GRAND STICK?' 
in lightweight one-piece hardwood, 

STICK ENTERPRISES, INC. 
1992 

6011 Woodlake Ave., 
Woodland Hills, CA 91367-3238 
Tel. (818) 884-2001, FAX (818) 883-0668 
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bass that presently exists. It does not gener¬ 
ate bass frequencies like a dbx 120X-DS. 

Listening 
People familiar with the Aphex sound won't 
be disappointed with the C2. This unit has 
the same brightening and enhancing effect 
as its older brother, the model Type C. 

I found it to be quieter and a real snap to 
use with the autolevel system. Bass-light 
mixes began to thunder when the Big Bot¬ 
tom circuitry was brought into play. I found 
myself wishing for a frequency control to 
really fine tune its overall effect on the bass 
energy of the program material. 

Whether you are using the Type C2 on a 
2-mix or on individual instruments, the C2 
allows you to re-contour the source input 
and breathe life into it. The uses of this box 
are many — post compression revitalizing, 
instrument/vocal enhancement, broadcast 
enhancer, live audio or dubbing facilities. 
Any body working with audio can find a use 
for the Type C2, and its price puts that leg¬ 
endary Aphex sound within the reach of 
most. Recommended. 

For more information, contact: Erikson 
Pro Audio. 378 Isabey. St. Laurent. PQ H4T 
1W1 (514) 738-300(1 FAX (514) 737-5069. 

Richard Chycki is a freelance engineer guitarist 
in Toronto presently working at The Jeff Healey 
Rand 's l one Sound Studios. He can also he seen 
occasionally hiding behind the SSL desk at The 
Metalworks in Mississauga. 

Manufacturer's Response 
Aphex would like to thank Richard Chycki for 
such a concise and accurate review. It is obvi¬ 
ous that he really locked into the idea of the C2 
as the engineers had envisioned. There are only 
a few points which could stand to be clarified. 

First, the +4-10 switch is necessary for 
proper threshold setting of the Big Bottom as 
well as optimum mix return level for both Big 
Bottom and Aural Exciter process sidechains, 
not to accommodate “the dynamic nature of au¬ 
ral excitation" as stated. The direct path re¬ 
quires no level change as it is unity gain with 
enough headroom to perform at either level. 

The C2 was designed for in-line channel 
processing: either at the patch point, the stereo 
buss patch point or in-line with a line level 
sound source. It is not recommended to be used 
in a parallel path such as an Aux send and ef¬ 
fects return since the Mix control will not give 
the user 100% process at output. Such a case 
would allow two paths for the “dry” signal 
causing a small level increase when the effect 
would be used. But given the price point of the 
C2, many will find the need to own more than 
one! 

Although the author states he would prefer 
a fine tune on the Big Bottom circuit, the cho¬ 
sen low-pass filter frequency is very important 
to the perception of the effect. Since the Big 
Bottom uses both dynamic and fixed frequency 
contouring to arrive at the effect, a fine tune 
could in fact negate some of the effectiveness 
of the Big Bottom process. 

Paul Freudenberg, Sales Manager, 
Aphex Systems 

ROSS SYSTEMS 
MINIMIX RACK 
MOUNT MIXER 

The Ross Minimix stuffs a 16:2 mixing 
system into an 8 unit, all-steel rack 

mountable package. Ideal for keyboard 
submixing, small PA mixing and simple lo¬ 
cation recording. Aimed at the working mu¬ 
sician. the Minimix boasts features not nor¬ 
mally found in a mixer in this range . . . 
with several compromises as well. 

Each of the 16 channels utilize a 1(10 mm 
fader, as does the 2-mix master section. The 
faders feel somewhat firm: it is safe to as¬ 
sume that these will relax slightly ox er time 
for smoother fading function. Both XLR 
transformerless balanced mic inputs and 
I 4" unbalanced line inputs are offered, 
selectable via a front panel push-button 

switch. The XLR inputs have the option of 
being phantom powered. This feature is en¬ 
gaged globally by a single phantom power 
switch on the rear panel. Gain is controlla¬ 
ble via the gain control by a 40dB margin; 
no pad is available though. The EQ section 
is very basic. Fixed shelving bass and tre¬ 
ble controls are centred at 100 Hz and 10 
kHz respectively for +/- !2dB of frequency 
control. If you feel the need to further alter 
the input signal, with more EQ or compres¬ 
sion for example, you'll have to connect 
your toy's pre-mixer as there are no channel 
inserts. 

Each channel has four auxiliary sends. 
They come factory preset — two prefade 
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and two postfade. This is internally adjust¬ 
able. Of course, there are the obligatory 
panpots. PFL and mute switches for each 
channel. The auxiliary returns are stereo 
I 4" TRS jacks with no return level con¬ 
trols. A headphone jack, rear mounted, al¬ 
lows the user to monitor PFL selections. A 
simple but useful 2-mix off switch kills the 
main buss outputs. The I 4" main buss outs 
can deliver levels up to +23 dBu. monitored 
by a pair of 12-segmcnt LED meters. A 
ground lift switch that isolates the chassis 
and circuit grounds resides on the rear panel 
— a small but crucial feature. 

Test driving the Minimix. the unit was 
remarkably free of noise and hum artifacts 
and was quite transparent in audio quality. 
The mandate of the Minimix is to provide 
studio-quality features of a substantially 
larger mixer in a compact, mobile package. 
Given that information, the Minimix per¬ 
forms very well. Four auxiliary sends allow 
for an adequate amount of effects to be 
added to the signal path.The phantom 
power is a great touch for a mixer in this 
price range. However, some dynamic mies 
and ancillary equipment may not approve 
of +48 volts at their outputs. Although most 
of the board, except for the mic inputs, is 
unbalanced, most of the equipment like key¬ 
boards. rack mount effects, etc. provide un¬ 
balanced outputs anyway, so this should not 
be seen as a drawback. The lack of auxil¬ 
iary return level controls should not pose a 
problem cither. How many effects have you 
seen that don't have an adjustable output 
level? 

C learly Ross Systems has a winner here. 
The Minimix is ruggedly assembled and 
boasts features of mixers in price ranges 
above this unit. Ross selected their 
economizations well with respect to its 
stated applications. If you need a lot of in¬ 
puts to be simply combined in a compact 
package, the Ross Minimix may just be 
your ticket. 

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

Manufacturer’s Response 
In response to your review, I would like to 
state that we at Ross Systems constantly 
strive to improve the quality and flexibility 
of our products. The Minimix is one of our 
most recent engineering efforts, and we feel 
that we have completed our design objec¬ 
tives by providing a compact, rack-mount-
able mixing console well suited for a vari¬ 
ety of sound reinforcement or studio appli¬ 
cations. This objective was completed with¬ 
out sacrificing any critical features or speci¬ 
fications. 

The Mintmix is a prime example of our 
product philosophies and engineering capa¬ 
bilities. In the future, you can look forw ard 
to a wide variety of products from Ross Sys¬ 
tems incorporating the same type of quality 
and versatility as the Minimix. 

Ramon West, Product Specialist, 
Ross Systems 
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l^Æell... it seems that every time I write 
If IF a column for CM. I'm in a different 
band — doing my "thing" in a new environ¬ 
ment. What's my "thing”? A guitar on my 
shoulder, sneakers on my feet and a smile on 
my face. I guess what and how 1 play once 
I'm plugged in has a lot to do with it, too. 

In my last column. I was in the middle of 
this feel kick, so I went on about how playing 
from the heart is so important. This is in no 
way a retraction. If you feel what’s coming 
out of your guitar, the listener will feel it as 
well ... if they give you a chance. You have 
to grab their attention. It could be your choice 
of notes, choice of effects, speed, flash, vol¬ 
ume or a hole in the crotch of your jeans. You 
have to be interesting or you won't stand out 
— or up for that matter. You want them to 
look up and ask "What the heck was that?“. 

If developing a uniqueness in your style is 
a new concept for you. here are some sugges¬ 
tions to get you started: 

1 ) First of all. you can t lock yourself in a 
room and force it or have a "time-to-revolu-
tionize-guitar-playing” mentality. Your 
frame of mind is very important. Relax and 
have a blast. 

2) Not every person finds the same things 
interesting, so you shouldn't keep anyone's 
opinion in mind but your own. Do you think 
this lick is interesting? Would you think this 
lick was interesting if you heard somebody 
else playing it? 

3) Expression! If you're p.o.’ed at the 
world, it's obviously going to surface in your 
style (after you move to Seattle). The bottom 
line is expressing yourself. . . honestly. 

The figures shown may give an idea of the 
kind of variations you can apply to licks that 
already exist in your vocabulary. 

Toronto-based Phil X is the new guitarist for 
Triumph. He 's lent his chops to releases by Frozen 
Ghost and Aldo Nova, and can still be found 
leading many Toronto jam sessions. 

FIGURE 1 

key of G 

T 12 15 18 
13 14 15 

A 9 12 15 
M  10 11 12 

B 
finger 123 124 123 124 

Fig. I is a simple pentatonic (blues) scale with a flat fifth (D Hat). What is different about this 
version is that the seventh (F) has been omitted and the major sixth (E) added. 

FIGURE 2 In example of Figure 2 can be heard on "Love in a 
Minnie (bar eleven of the second solo) from the new 
Triumph release Edge of Excess. In this case, the run is 
played in sixteenth notes. 

key of G 

-|-[ s 12 15 12 15 18 15 18 20 22 18 22^’ 

A 
B 
finger 2132123133123213212323312231213 

20 18 13 14 13 15 14 15 
9 12 9 12 15 12 15 

11 10 12 11 12 -

Fig. 2 takes Fig. I a step further, playing with the sequence of notes. This is a great fingering 
exercise as well as a neato lick. Note: all two note slides are of equal time value as one note. 

FIGURE? 
In example o/ Figure 3 can be heard on the title track 
"Edge of Excess " (bar eleven of the main solo section). 
In this case, the lick hits a quick swinging triplet feel. 

key of F# 
T I 21 19 17 19 14 12 14 17 14 17 9 8 7 
1 *9 17 14 12    17 14 —— 10 7 , 

A 
B 
finger 3313133131331313321313 

In Fig. 3, I utilized a fourteen fret area on two strings with a sliding technique, again 
incorporating a Hat five pentatonic pattern. 

In closing, I hope I’ve at least given you something to think about . . . then again, too much 
thought takes all the fun out of it. ■ 
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SUCCESSFUL WlTONG 
Here’s a situation: You’ve spent the last X number of years study¬ 

ing classical piano, to the point where you can sight read a 32nd-
note passage in any key at tempos bordering on the speed of light. Now 
someone wants you to play a piano accompaniment following standard 
blues chord changes in F and make it swing a little. Or how about this: 
You’ve learned to play all of Ray Manzarek’s keyboard parts for your 
Doors tribute, but someone asks you to play a gospel-waltz style bal¬ 
lad. Can you pull it off? 

These may sound like unlikely situations, but they are part of day-
to-day life for freelance keyboardists. Freelancing is a great way to 
make a living playing music, but, just as with other career choices 
within the industry, it entails its own special set of requirements. I’ll 
illustrate what I feel are some of the most important. 

First is Flexibility of Technique. This is pretty straight-forward 
and obvious. Different styles of music require different playing styles. 
You won’t learn boogie-woogie piano in your classical repertoire, nor 
will you find many country piano licks in your jazz studies. The key to 
becoming fluent in a variety of styles comes down to lots of homework 
and practice. Start by listening to a selection of records of the better-
known artists in other styles. Concentrate on the keyboard tracks. What 
is the general role of your instrument? Is it a dominant instrument or 
does it play a more supportive role? Are the parts generally rhythmic or 
are they more often melodic? Become familiar with the general role of 
keyboards in each new style of music before you tackle any actual 
technique. 

Once you’ve got a grasp of the generalities of the style, begin by 
researching each style through books, instructional videos and cas¬ 
settes and, if your budget allows, private instruction. The more infor¬ 
mation and practice you have, the more solid your grasp of the genre. 
Another possibility (and one that I highly recommend), is to go to a 
concert and really scrutinize the keyboardist, both with your ears and 
eyes. If possible, try to talk to him/her after the show. Most players are 
not adverse to helping out younger players with the basics. The key 
here is to be POLITE and BRIEF. No one wants to spend time talking 
to an arrogant know it all, let alone giving useful information out to 
one. You’ll find that the majority of successful musicians, especially 
sidemen, are extremely humble and pleasant individuals. 

The second most important requirement is Have the Right Tools 
for the Job. You wouldn’t hire a carpenter who didn’t have a hammer 
and nails, neither will you get hired without the right sounds at your 
disposal. If you are hired for a country gig, you should have a good 
piano sound, maybe a good organ patch and (rarely) any variety of 
synth sounds. Likewise, having a million Moog-style solo patches 
won’t get you a gig playing in a jazz ensemble. Fortunately, the equip¬ 
ment on the market today tends to be aimed at everybody and his dog, 
without catering to any select group of individuals, so this isn’t a hard 
problem to solve. Most workstation-style keyboards are judged by 
their piano, organ and string sounds, so you can probably cover most 
gigs with one or two boards. I would suggest that you spend some time 
learning to be fluent in the programming of your equipment. If it takes 
you forever to come up with a useful sound for each song, that will 
count as a strike against you, just as though you had played the wrong 
chord on the one of every chorus. As a freelance keyboardist, you are 
hired so that others don’t have to worry about that end of the job. The 
smoother the job you do, the more likely you are to be recommended 
and, more importantly, hired again. 

Next is Attitude (no, I don’t mean disobeying your parents). Each 
style of music has its own state of mind. Did you ever see a classical 
pianist playing in ripped jeans and a leather jacket? How about a 
country band in yellow and red spandex? This isn't to suggest any one 
style is better than another because all music is equal as long as it is 
created honestly. Music is an art that conveys moods and emotions. 

and if the performer playing that music isn’t in touch with that attitude, 
the music won’t sound genuine. WARNING!! Those ofy ou considering 
playing country music are NOT advised to cause your relationships to 
self-destruct for the benefit ofy our attitudes! 

So, now that you’ve learned to play polka accordion and Tibetan 
religious mantras, what is the next step? Well, that depends on your 
ultimate career goal — Live Performance vs. Studio Recording. Both 
of these paths have their pros and cons. Live performance, for exam¬ 
ple, generally consists of varying amounts of travel, little or no sleep 
and different playing environments from day to day. However, it also 
means meeting lots of new people (and contacts), and going places you 
may have always wanted to visit while getting paid to do it! Studio 
recording, on the other hand, consists of a generally unchanging envi¬ 
ronment (the studio control room), little or no natural light (ever heard 
of a studio tan?), and more coffee than your nervous system can han¬ 
dle. The flip side to this is that you have an ongoing record of your 
career (and a steadily increasing portfolio), you get to sleep in the same 
bed and you usually work on a different song every session, which 
means the boredom factor doesn’t usually enter into things. Your choice 
between these two paths doesn’t have to exclude the other, but one 
usually becomes the predominant choice for most people. 

One other important component needed to be a successful sideman 
is a cheerful disposition. If you are a member of your own band, 
chances are that you won’t get fired for whining about your troubles. 
This is definitely not the case when you are hired for a gig. The last 
thing any employer wants is to pay good money for a player and have 
to listen to all of that person’s problems. Don’t show anything but a 
pleasant demeanour on the gig, and buy a punching bag for the privacy 
of your own home. Keep your personal life separate from your profes¬ 
sional life and your career will run smoother. That’s not to say that if 
the leader treats you like a piece of crap that you shouldn’t speak your 
mind, but do it tactfully and at the proper moment (not on the way 
to the stage from the dressing room!). Remember, this is the music 
BUSINESS, and as such, your mannerisms should reflect that you 
want to stay gainfully employed in the long term. 

When talking with another musician, no matter what their instru¬ 
ment or style, treat them as you would like to be treated. It doesn’t 
matter what their position in the business now — next month they 
might be the ones signing your cheque. All too often I’ve seen other 
players treating younger ones like ignorant buffoons, only to run into 
these same people years later when they are agents, A&R people, or 
the like. Remember, you are judged on your past actions. Don't ruin 
your career with some careless words; they may come back to haunt 
you. This is a tough enough industry to survive in on the basis of talent 
alone — don’t make it harder on yourself. Always consider yourself 
fortunate to be where you are and don’t take anything for granted. 
There’s always someone better than you just around the comer and 
they want your gig. Don’t let them have it without a good battle! Plus, 
you may find that you are hired on the basis of your easy-going manner 
and good attitude, over someone with slightly better chops. Most bands 
are willing to have a player grow and nurture with them, if they can 
stand to have him/her around for 
that long. 

Being a freelance musician isn’t 
for everybody, but if you choose to 
be one, expect a lot of hard work 
just like with every other career in 
music. Always be ready because 
you never know when opportunity 
will come knocking and, when it 
does, invite it in and offer it milk 
and cookies. See ya! ■ 

Roh Cooper is a freelance 
keyboardist living in Toronto. He 
currently performs with Warner 

recording artists Harem Scarem. He 
spends time practising his Hanon 

exercises with his toes so he can play 
four keyboards at once, rendering his 

sequencer redundant. 
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Balloon Song 

Jaco Pastorius 

In my last few articles, 1 have focused primarily on technical exercises revolving around scales and the pros and cons of taking 
the time to learn how to read music. These are sometimes viewed, 
and rightfully so, as tedious at times, albeit necessary. It is sometimes 
necessary to find things to practice that are enjoyable and stimulating 
in a positive way, as a means of reaching the level of expertise that 
you wish to attain. 

The first thing to look for is a player that you would like to 
emulate. For me, in my early years, Jaco Pastorius was (and still is) 
the bassist I regard as my mentor. Find a player that you hold in high 
esteem in whatever style of music that you wish to play. Listen to 
their playing very closely in order to pick up any of those elements 
that make him/her unique. Listen for tone quality, time feel, rhythmic 
variations, note choices, and any other parts of the music that really 
“turn your crank”. From this point, start to learn the bass part that you 
like. If possible, a really good idea is to try and transcribe the part, 
that is, to write is out on music paper. 

There is so much to learn from doing this. If you are a highly 
motivated person, it is like having a free lesson from the greatest 

CANADIAN MUSICIAN 

players in the world. By writing the parts out. you can actually 
analyze how and why the bassist played the part that way. When you 
have the chord progression also written out, you can see how the bass 
part relates to the chords that are being played. Quite often, what 
makes a bass part really fabulous is not the difficulty or technical 
prowess, but the way the part relates to the music (a la Sting, Marcus 
Miller, Geddy Lee, etc.). By learning these elements from the pros, 
you can start to incorporate these into your own playing. 

Always try and find a piece that is technically challenging. I have 
given an example here of an obscure Jaco Pastorius piece entitled 
"Balloon Song”. This piece of music is one of the most incredible 
bass tunes ever written, and after hearing it performed on Jaco’s 
original demo tape, I decided to record it on my solo album as a way 
of tribute to him. It encompasses all of those things that make 
transcribing a bass part rewarding. It is an enormous challenge 
technically, it is very interesting musically and leaves plenty of room 
for personal expression. I gained a lot as a musician from learning 
this tune. By learning it, I got a deeper insight into Jaco’s composi¬ 
tion, technique, sound, time feel accuracy, and way of thinking. I urge 
you to take this excerpt that I have presented and learn how to play it. 
Start slowly at first, learning a good fingering, make the notes really 
even. Work with a metronome so that you are always in control. 
Learn a few bars at a time, then memorize them so you can increase 
the speed over your practice time. Songs like this, and countless 
others are a great way to make your practice time more enjoyable, 
and offset the relentless task of those endless scales studies. RE¬ 
MEMBER: always be consistent and never settle for anything but the 
best you can possibly do! ■ 

Mike Farquharson is a 
freelance musician based in 

Toronto. He teaches part-time 
at Humber College and holds a 

Master 's Degree in Jazz 
Composition and Theory from 

the New England Conservatory 
of Music in Boston. 
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The wall which often exists in front of 
our mind’s eye is erected and main¬ 

tained by the dominant left-brain. The foot 
with which we kick down this obstruction 
is a function of the right-brain. The right-
brain works in such a way that it allows us 
to take a holistic approach to learning. And, 
in this case, to the betterment of our drum¬ 
ming skills. It is the freedom to access the 
mind's eye view of what is on each of our 
musical maps. 

Often times, repetitious practice of a 
drum part results in the frustration of never 
clearly knowing what it is that we are 
playing. Even greater agitation comes 
when the wall is hit at the same , 
point every time. 

apply the sounds to it. Run it down as slowly 
and concisely as possible. If the mind’s eye 
soundtrack or picture fades, then stop, pull 
the individual sounds into focus and com¬ 
pletely re-visualize the groove until you be¬ 
come re-focused. Patiently begin again. Be 
happy with yourself . . the wall is almost 
completely down! 

Mind-playing 
Now that you can visualize and hear the 
example given, try 

Feeling 
The wall which may have once been in front 
of your mind’s eye is down to the last few 
bricks. Clear them away by visualizing how 
it feels to mind-play the groove. Envision 

The actual physical execution 
of the groove will be much 
easier to do now that you’ve 

’ been able to rewrite, hear. 
mind-play and feel the drum 
pattern with your mind’s eye. 
Call up the written pattern, re-

you and sit down at your 
drumkit and play it. If at any 

time you feel unsure of what you 
are attempting to play, then retrace 
your steps. You will find that this 

whole process becomes more rapid 
with practice. The wall is now com¬ 

pletely down! You've come to mastering a 
skill that will have an inexorable positive 
effect on your drumming. 

There are many ways to apply vis¬ 
ualizations to anything you do. What I have 
spoken of is only one variation of this theme. 
Those drummers who played a chart that 
they glanced at once, did more than glance 

they visualized. The composers who 
w rite their compositions without aid of the 
instruments (ic. what notes, intervals and 
chords sound like on piano), are at liberty 
to daydream a score into reality. So strap on 
the boot to your hoofin' foot and start kick¬ 
ing until you can use your mind's eye to 
visualize what the whole musical picture is. 
Start with mastering the basic ideas con¬ 
tained here and apply them patiently to your 
practising. Learn to kick the left-brain down 
and to see with your right-brain. Enjoy it. 
because with each kick, the wall falls down 
easier until you only 
have to kick it once 
and down it comes! 

The part is played incorrectly 
at this point, or it simply can¬ 
not be executed. Ugh! This can 
be avoided. If you are studying 
a drum part, try laying down your 
sticks and get to clearly seeing 
(and therefore, knowing) what it 
is that you are working at. 

Dave Clark is the 
drummer for the Rheo¬ 
static* and can he heard 
on their albums Melville 
and the recently released 
Whale Music. Rased in 
Toronto, he is also a 
freelance session player 
and drum instructor. 

drumkit with yourself sitting at it 
(I often picture the view of myself and my 
drumkit as if I were seeing myself from 
behind. I then focus in on individual limbs, 
drums and sounds). 

Attempt to w atch and hear yourself slowly 
executing the drum part. If you have diffi¬ 
culty with visualizing this, then try seeing 
and hearing yourself striking the hi-hats 
opened slightly and then closed. Likewise, 
sec and hear yourself playing your snare 
drum in a cross-stick fashion and finally, 
move to striking your kick drum. If you 
w ork slowly and relaxed, you will be able to 
use this method to mind-play the part we 
are attempting. If you find that you are still 
having difficulty mind-playing the exam¬ 
ple. then step back to seeing and hearing the 
written part. You might find that it takes a 
good w hile to master each of the steps until 
this point. Don't despair — when you've 
got them down, they stay with you as long 
as you use them. 

how it feels to strike each part of the drum 
kit involved in this exercise. Feel the bounce 
of the kick drum pedal and the response of 
the stick on the hi-hats and cross stick on 
the snare drum. You'll see yourself and 
hear yourself doing so. Once feeling your 
drums out is conquered, visualize and re¬ 
run the drum pattern very slowly. Adjust 
the dynamics of all or any of your limbs, 
feel the individual limbs playing it out. Hear 
the differences of the sounds as you shift 
dynamics. Always see yourself playing the 
part. Focus in on your posture, how you 
strike each part of the drumkit (ie. foot and 
hand positioning/movements). Refer back 
to the written part. At this point, only dust 
remains where once was a wall. 

Playing 

o o : slapped open h. kHs 

+ - closed hi - hais 

If you see a drum part such as the above 
example, contemplate it. When you feel 
that you know it, close your eyes and use 
your mind’s eye to conjure up the whole of 
what it was you saw. Rewrite this example 
within the dark space in front of you. Use 
brilliant white letters to notate it. If you are 
more at ease with keeping your eyes open 
and visualizing the groove in front of you. 
then do so! Take your time. Find your 
method and place to visualize it. Once you 
have successfully done so, you will have 
kicked a huge hole in the wall. Don't let the 
wall build back up. When your picture of 
the groove fades, relax and bring it back. 

Hearing 
When you can visualize the drum groove 
in the example, next, try to hear the part. 
Recall how your hi-hats sound (not anyone 
else’s, this is your kit, your core) closed 
and slightly open or slurred. Move on to 
the sound of your snare drum played cross¬ 
stick and finally, to the sound of your kick 
drum. Now visualize the drum groove and 

-hal II 
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TOO 
I chose Io title this article "The Tongue", rather than "Tonguing". because the tongue, if prop¬ 
erly utilized, is responsible for more than the ar¬ 
ticulation of notes. It can help tremendously in the 
execution of slurs, can vary the timbre and open¬ 
ness of your sound, and figures importantly in the 
production of the high register. I will discuss these 
techniques, as well as single, double, triple and jazz 
articulation. In addition. I will describe what my old 
teacher. Doc Reinhardt called the "Type 5" tongue posi¬ 
tion. which is a tremendous asset for those who can adopt 
it. 

First of all. a look at the actual mechanical action of the 
tongue. Basically, it acts as a valve, stopping and releasing the 
flow of air to create a more defined beginning to a note. The actual 
attack occurs when the tongue snaps back, allowing the air to flow. In 
order to snap it back, it must first snap forward and strike the inside 
of your mouth. In old methods, we were instructed to tongue between 
the teeth, as if we were spitting seeds from the tip of the tongue. This, 
however, often results in an un-musical explosion of sound, and will 
become sloppy at high speeds, as it produces a ’th' type of syllable, 
rather than the desired 'tu'. Therefore, you should aim to strike the 
tongue behind the top teeth or higher. The ideal place for it to hit is on 
the ’bump' that exists on the roof of your mouth behind and above the 
top teeth. The exact spot of impact will vary according to the register 
played, if the proper syllables are being utilized. More on this later. 

This forward and backstroke is a natural occurrence in everyday 
speech. Say the syllables 'da’ and 'la' out loud, and observe the 
action of your tongue. The tip must move forw ard and contact the roof 
of your mouth, then snap back to produce the syllable. Say them out 
loud again and notice the difference in the speed of the backstroke (to 
produce the Ta', the tongue must snap back faster). Now. say the 
syllables 'too' and Tee' out loud, and notice how the Tee' syllable 
requires the back of the tongue to arch higher in the mouth to produce 
it comfortably. This is known as the 'tongue arch level'. The speed 
and length of the backstroke determines the volume and intensity of 
the attack, as well as the core of the sound to follow it in a sustained 
note. The tongue-arch level determines the range. 

In general, we use the'd' syllable for softer attacks (legato play¬ 
ing) and the T' for harder attacks (staccato or marcato playing). In 
combination with these, we can add the 'aa', 'oo' or 'cc sounds to 
achieve different registers. 'Daa’ or 'taa' for the low register, 'du' or 
'tu' for the middle register, and 'dee' or 'tee' for the high register. 
The advantage of utilizing these syllablescan be easily demonstrated 
with the voice: sing the syllable 'du' in your mid register, and then try 
to sing a note at the top of your voice register utilizing the du' 
syllable. Next, try it with the 'dee' syllable on the top note. You 
should find that it is harder to produce the high note with the 'du', 
and it produces much more throat strain. Now sing the same mid¬ 
register 'du', and then a bottom register 'du'. Follow this with a 
bottom-register 'daa'. You will find that the 'daa' produces a much 
more rich and resonant low note. The effect that the syllables have on 
your voice is exactly the effect that they will have on your playing. 

By producing the syllable 'tee', you are causing 
the tongue to arch higher in the mouth, directing the airstream over it 
towards the roof of the mouth. This helps increase the velocity of the 
air. which is necessary in order to play the higher notes. By producing 
the syllable 'taa'. you are arching lower in the mouth, creating a 
larger mouth cavity to increase resonance in the lower notes, as well 
as allowing in a larger quantity of air travelling slower, which is what 
produces the low register. Remember the airstream basics: 

More air, slower velocity = lower notes 
Less air. faster velocity = higher notes 

In next issue's col¬ 
umn. I will discuss rapid 
tonguing techniques and 
jazz articulation, as well 
as the Type 5' tongue 
position for slurring and 
sustaining. ■ 

Chase Sanborn is a free¬ 
lance trumpet player and 
leat her in Toronto. He has 
loured with Ray ( liarles, and is 
currently active as a jazz and 
or lead trumpet plover. 



So, in the spirit of what 
once was (John Coltrane 
walking the bar. Big Jay 
McNeely with his glow -in-
the-dark tenor and Roland 
Kirk singing into his horn), 
here are a few exercises to 
help you discover some 
things about you and your 
horn (rolling around on the 
floor or kicking drinks off 
the bar is optional). 

Overblowing 
To quote my friend Bill. 
"Play a low B flat with as 
much force as possible". 
Can you get more than one 
note to sound simullane-

As a saxophonist in a band playing origi¬ 
nal music. I was laced with the chal¬ 

lenge. or rather the opportunity, to source 
information on the range and limitations of 
my instrument. Two things set me to in¬ 
crease my aw areness of other exponents of 
the craft and investigate my ingenuity as a 
player. 

First. I began to broaden my aural hori¬ 
zons. When play ing in the rock idiom, many 
horn players seem to be chained to one ap¬ 
proach or sound; Michael Brecker and David 
Sanborn have both made huge contributions 
to the saxophonist’s vocabulary ... but there 
are many other approaches. 

For unadulterated rock 'n’ roll sax with 
panache, colour and pyrotechnics, check out 
the honkers and rockers from the 1930s to 
the mid ‘60s: Illinois Jaquet. Willis “Gator 
J ail ' Jackson. Arnett Cobb. Louis Jordan. 
Karl Bostic. King Curtis and the list goes on. 
I'hese guys invented rock 'n' roll! Their re¬ 
corded performances, which can be easily 
found on sax compilations, are a wellspring 
of information on the development of the 
saxophone as an instrument in the rock idiom. 

Secondly. I began to experiment w ith w hat 
I could do w ith my horn. Many of the dev ices 
that are a part of my vocabulary have been 
culled from the oldsters previously men¬ 
tioned. my attempts to emulate other instru¬ 
ments (electric guitars, drums, hammond or¬ 
ganland the mistakes or idiosyncrasies that I 
have made an effort to develop rather than 
eliminate. 

I'he saxophone has been eviscerated of 
much of its past glory as the definitive rock 
’n’ roil instrument (pre guitar, post ice-age). 
Today, goo oozes out of its bell on Michael 
Bolton albums. Syrup Hows from the middle 
of the radio dial. Safe sax. Relegated to eight 
bar paraphrasings of melody, the sax has 
become a decorative accessory to mainstream 
music. 

ously? Experiment with 
your embouchure (firmness of lips, shape of 
oral cavity, placement on mouthpiece). Fry 
altering the flow of air to introduce other 
notes in the harmonic series (partials). 

(¡row ling 
By humming different pitches w hile playing, 
vou can create a buzzing or grow ling sound 
(a la Clarence Clemmens). A gargling action 
in the back of the throat while play ing can. 
with practice, produce a bubbling sound fa¬ 
voured by Junior Walker. 

False Fingering 
There are a multitude of false fingerings ( play ¬ 
ing the same note using different fingerings). 
Here are a couple to get you started. (Hint: 
practise rapidly changing from the correct 
fingering to the false fingering) 

Slaptonguing 
Begin by say ing the word "THA". That is 
exactly what you will do with the saxophone 
in your mouth. If you're getting a thwacking 
sound, you're on the right track. You'll dis¬ 
cover that by fingering different notes w hile 
doing this, varying pitches can be created 
with this percussive effect. 

Talk Into Your Horn 
Aw. c'mon — just try it! Mumble something 
into your mouthpiece, or better still, sing 
something like "Smells Like Teen Spirit". 

A ell Into A our Horn 
Similar to talking into vour horn, but louder. 
Try to get the horn to create sound from the 

mouthpiece (as in playing normally) in addi¬ 
tion to your voice. I'he end result sounds 
quite harsh and frightening, but is loads of 
fun and may have applications on a gig some¬ 
day. I use it as part of my "over-the-top-
freak-out'' solos. 

Double Saxophone 
You will need a tenor and an alto saxophone 
for this. Place the tenor saxophone in the left 
side of your mouth, high enough to be sup¬ 
ported comfortably by vour left hand only. 
Now place your alto saxophone into the right 
side of your mouth, adjusting the height so 
that it can be supported by one hand only. 
Left and right hands operate the top three 
buttons and octave keys. Palm keys are ac¬ 
cessible to only the left hand. 

By playing ( ' sharp on both horns, one can 
produce the interv al of a perfect fourth due to 
the transposing nature of the tenor (B Hat) 
and alto (E Hat). I1ère are the available notes 
of the two instruments. 

Experiment with the different intervals 
produced by simultaneous alto and tenor play¬ 
ing. allow ing your ear to lead you. 

The effects and dev ices I have just touched 
on are commonly used by performers of both 
rock and jazz. To discover them at their source 
(live performances and recordings) is to both 
understand w here they come from and how 
to employ them in their proper context. It 
allows the performer to understand the de¬ 
velopment of saxophonic sounds up to the 
present day. 

This is my first column for (A/. Recorded 
versions of "Harlem Nocturne" along w ith 
letters of inquiry, praise or damnation are 
encouraged. Good luck, have fun and warn 
the neighbours before you try this stull. ■ 

Gene Hardv is the aho tenor barí bass saxo¬ 
phonist ami violinist for the Bourbon Tabernacle 
( hoir ami teaches privately in Toronto. In mhlilion 
to BTC's new Yonder/ 
Sony release Superior 
Cackling lien, (lene 
has contributed perfor¬ 
mances to albums by 
the Barenaked Ladies. 
Rheostatic*. Biy Suyar 
and Gregory Hoskins 
and the Slick People. 
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The Programs 

Harris Institute for the Arts offers full and part-time programs in the business, 
technical and creative aspects of music. Comprehensive one year Diploma 
programs in Producing/Engineering (PEP) and Recording Arts Management 
(RAM) start in October, February and June. The Faculty is comprised of 38 
active industry professionals and the facility includes The Technical Training 
Centre, a fully equipped 48 track recording studio. The Programs culminate 
in the formation of production and management companies as well as 
Internship Placements at studios and companies within the industry. Financial 
assistance may be available to qualified students. Harris Institute is registered 
and approved by the Ministry of Colleges and Universities and is a member 
of the Better Business Bureau. Our objective is to provide the best trained 
people in the world to the Canadian Music Industry. 

The Faculty 

Mike Balogh 

Eddy Baltimore 

Joe Bamford 

David Basskin 

David Bendeth 

Rob Bennett 

Todd Booth 

Rick Clarke 

Kitty Cross 

Brian Daley 

Scott Eldridge 

Brant Frayne 

Joe Fried 

Don Garbutt 

Joseph Gault 

Yuri Gorbachow 

David Greene 

Mike Greggs 

John Harris 

Liz Janik 

Dimitri Komessarios 

Eugene Martynec 

Doug McClement 

Mark McLay 

Scott McCrorie 

David Merrick 

Roland Parliament 

Martin Pilchner 

James Porteous 

Sheila Posner 

Scott Richards 

Debbie Rix 

Tom Rogers 

Bob Roper 

Don Sinclair 

Ted Southam 

Matt VanderWoude 

Walter Woloschuk 

Howard Zerker 

The Courses 

Music Industry Merchandising 
Audio Electronics 
Tour&Venue Management 
Music Business Law 
Artist & Repertoire 
Concert Promotion/Production 
Composition & Arranging 
Video Editing 
Live Sound/Lightmg Design 
Print Production & Packaging 
Music Video Production 
The Film Industry/Screenwriting 
Music Video Production 
Digital Synthesis/MIDI 
Graphic Design 
Audio Post Production 
Audio Post Production 
The Booking Agency 
The Art of Management 
Broadcasting Arts 
Video Post Production 
Digital Audio/Signal Processing 
Studio Orientation 
Live Sound/Lighting Design 
Audio Post Production 
Music Publishmg/Contracts 
Advertising Arts 
Acoustics/Studio Design 
Audio Post Production 
Accounting Principles 
Music Marketmg/Record Dist. 
Media & Music 
Producing/Engmeering 
Artist & Repertoire 
Music Industry Mathematics 
Print Production & Packaging 
Rock History/Music Theory 
Music Video Production 
Music Industry Accounting 

! PEP g 
% 

The Producing/Engineering Program covers the art, technology and business 
of recorded music production and is designed to equip the graduate to enter 
the broadest range of music recording careers. 

Commencing: October, February and June 
Duration: 12 Months (901 hours) 

Tuition: S7,840 00 

£ 
sRAMS 

The Recording Arts Management Program covers the music industry 
management functions and is designed to equip the graduate to enter the 
broadest range of management careers within the music industry. 

Commencing: October, February and June 
Duration: 12 Months (904 hours) 

Tuition: S6,978.00 

The following industry funded scholarships are awarded to students 
achieving academic excellence: 

CARAS (Canadian Academy of Recording Arts and Sciences) Academic Scholarship 
CMPA (Canadian Music Publisher's Association) Songwriting Scholarship 

HITS (Harris Institute Teacher’s Scholarship) 
R. Richard Hahn Academic Scholarship 

CJEZ-FM Academic Scholarship 

To receive a copy of our syllabus or to arrange for a tour of the facility 
contact: 

The Registrar, Stan Janes 
HARRIS INSTITUTE FOR THE ARTS 

296 King Street East 
Toronto, Canada M5A 1K4 

Phone:(416)367-0178 
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Every singer knows that feeling of hit¬ 
ting their mark in front of a live audi¬ 

ence. It feels great to find your voice, espe¬ 
cially when the band is rocking, the joint is 
jumping and the whole club is in tune with 
the vibe you're putting out. Every singer, at 
this point, feels invincible, in control and 
filled to the brim with confidence. What a 
feeling — and probably when the best mu¬ 
sic's truly made! But when the gig s over, 
the audience has gone home and the last amp 
has been loaded on the truck, that same 
singer will probably be contemplating the 
next step on the long road to success . . . 
making a demo/record. 

Welcome to the sterile, air-conditioned 
comfort of the modern recording studio. Y ou 
won't find any audience here (the engineer 
and producer don't count!); and no grooving 
band behind you to kick things along. Hell, 
the microphone won't even smell like a beer! 
In the studio you'll be expected to hear your¬ 
self through headphones (hey. don't com¬ 
plain too much about the mix!), refrain from 
manhandling the mic (studio staff get very 
testy about this) and generally give a flaw¬ 
less. inspirational performance in one or two 
takes. 

The point here is that the studio is not a 
“live" gig. There is no vibe to be found in the 
concrete walls and the closest thing to at¬ 
mosphere is the cheaply framed prints in the 
band lounge or the potted plant on the recep¬ 
tionist's desk. Not only does the studio lack 
atmosphere, but it's like a magnifying glass 
emphasizing every pitchy note, every pop. 
spit and crackle that fall off a singer's tongue. 
Things that flew by unnoticed in the club, 
stop the tape from rolling in the studio (don't 
worry too much though — by now your 
drummer will have gone through the hell of 
being compared to the perfect beat of a 
sequencer). 

It is possible, however, to pull off truly 
inspired vocal performances in the studio. 
Great vocal performances don't come from 
the voice, they come from the soul. The most 
important key to achieve this. I've found, is 
to centre yourself and focus your mind be¬ 
fore you sing. Visualize your performance 
before it happens. Go find a quiet corner, 
make a cup of tea or whatever it takes for you 
personally. Just like an athlete before a race, 
you must "psyche" yourself up for the job at 
hand. Set the mood and atmosphere so it's 
comfortable for you. Most studios have dim¬ 
mer switches for lights and don't mind you 

using them. Get rid of any unnecessary peo¬ 
ple from the control room, or have the pro¬ 
ducer do it (that's what he's paid for). Per¬ 
form any rituals that you think may help you. 
I always have a cup of herbal tea nearby, go 
to the bathroom right before performing and 
have the lights down low. If you sing better 
with your favourite guitar strapped on. go for 
it. Hey, if you sing better in your underwear 
. . . better dim the lights! 

Another point that may seem obvious, but 
is not always so, is to know the lyrics of the 
song without reading them. It's hard to sing 
from the heart when it has to be translated 
from the eyes to the brain first. Mind you. I 
realize this is not always possible. I've sung 
on sessions and jingles where you learn the 
song cold in the studio, and the producers 
generally like you to sing the right words, as 
well as the right notes. This obviously takes a 
bit more experience, but if it's your own 
tune, there’s no excuse . . . know it! 

Now that you have the lyrics down pat. the 
lights dimmed and your favourite guitar on. 
you only need one more thing. A producer. It 
is so important to have someone produce 
your vocal performance; someone to decide 
when you've "nailed" it. or that you can do it 
better. Someone to listen not only for the 
overall “feel", but to make sure your pitch is 
good throughout the whole thing. A good 
producer w ill coach and guide you through 
the song, making sure the dynamics are there 
and satisfied that you've given your best per¬ 
formance. Mostly, though, the producer's job 
is to allow you the space to concentrate on 
doing what you do best . . . singing. If you 
don't have a producer for your demo/record. 
assign the task to someone w hose ears you 
trust and feel comfortable with. Don't leave 
it up to the whole band and don't try to pro¬ 
duce yourself. It's hard enough to get in the 
head space to sing without having to be ob¬ 
jective about your performance, too. 

Don't forget, it's your vocal that is going 
to make the song happen. Rarely will a vo¬ 
calist do a complete take that is flawless and 
doesn't need some patching up. Some pro¬ 
ducers I've worked with have you sing three 
complete takes of the song on three separate 
tracks and then "construct" a complete take 
out of the three. I prefer to sing the song 
completely once, and then go back and start 
working on it from there. If you do it this 
way, try to approach the song in sections, 
working on verse one and then moving on to 
the chorus section when you're happy 

with it. This way. you preserve some conti¬ 
nuity instead of the disjointed way of going 
line by line. Once again, you have to find 
which way works for you. 

I recently completed my first album and 
had the pleasure of working with some great 
singers that were an inspiration to hear. On 
one song. "A Little Bit of Love", we brought 
in the Total Experience Gospel Choir from 
Seattle for the grand "Hey Jude"-type end¬ 
ing. Pat Wright, the choir's leader, sang two 
perfect emotionally-charged takes of gospel 
improv from which we constructed the ulti¬ 
mate take that became the version you hear 
on the album. David Gladstone, a native In¬ 
dian from Bella Bella, performed an ancient 
Haida canoe chant on the ethereal title track 
"Back to the Wonderful". I'm sure David 
had never been in a studio before, as he had 
to be instructed to wear the headphones. Nev¬ 
ertheless. stripped of his shirt and playing a 
deerhoof spirit stick, he delivered a flawless 
performance that sent chills down everyone's 
spine. The moment captured on tape, remains 
for me. one of the highlights and most memo¬ 
rable times in making my album. These two 
singers definitely know how to sing from the 
soul, and convinced me that you don't have 
to be a studio veteran to pull off great vocal 
performances in the studio. ■ 

Vancouver-based Crusoe has been the recipient 
of numerous FACTOR songwriting awards. He 
was featured in our Oct. 90 Showcase, and has 
just released his first independent album. Baek to 
the Wonderful. This year he received a VideoFACT 
award to shoot his debut video "Lifeline", 
featuring actress Rae Dawn Chong. 
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of your studio to match it. Here we are setting up a writing environ¬ 
ment. not a mastering environment. Set up your standard reverb on 
drums and effects on any module or channel you know will require it. 
Set your trims to match the dynamic level of your chosen sounds, and 
set your faders to “0". or whatever your standard level is. Bypass or 
defeat equalization on any channel that will be handling more than one 
sound, such as the outputs from a multi-timbral sound module. Set 

EYBDPlE: a combination of a human mind and a machine mind in 
which efficiency of the whole is greater than the sum of the parts. 

Most composers today use some form of electronic assistance such 
as the ubiquitous MIDI studio. The problem with electronic "compos¬ 
ers' assistants” is that composers can spend so much time twiddling 
knobs that they never get any music written! There is a solution to the 
problem though, and it involves looking at the studio in a different way 
than many people do. Rather than thinking of the studio as a separate 
entity, instead, think of it as an extension of yourself. The combination 
of a human mind and a machine as one entity is called a cyborg. 

Hopefully the composer's strongest personal asset is the ability to 
create music. The strongest assets of computerized machines are their 
ability to remember things, to automate tasks, and to allow quick, fast 
and fluent editing of a job. There is no reason why the composer should 
have to waste time doing things that are better handled by a machine, 
so why not set things up in a way that lets you concentrate on what you 
do best and lets the machine concentrate on facilitating you. rather than 
having you babysit the machine. 

If you read last issue’s column, you may remember what was said 
about the use of boundaries. If you know more or less the general for¬ 
mat of the result you are seeking, then you have fewer details to con¬ 
sider. By eliminating everything you don't need, you have, in fact, 
optimized yourself for the job at hand. Now, wc need to do the same 
thing for the other half, the studio optimize it for the job as well. A 
properly optimized studio functions as a part of you. giving you imme¬ 
diate access to both the building blocks of your composition and to the 
tools required to modify your composition. If you have decided that 
you definitely will not use flugelhorns in your composition, then there 
is no need to waste your time including flugclhoms in your patch banks. 
This preparation must take place before you sit down to actually write. 

The first step in optimizing the studio is to create your orchestra. Go 
through your gear and locate sounds that fit your boundaries. Assem¬ 
ble patch banks that fit your chosen style, and load them into your 
sound modules. If you use RAM cards, create a card optimized for the 
job. leaving your standard patches in the main memory bank. If you are 

your master output volume to a comfortable level. From this point on, 
you should not need to touch your mixer or effects at all as you write. 
They can all be operated through your cyborg ally. The equipment is 
ready, but before you begin, let's talk about some operational proce¬ 
dures that will make everything more or less operate itself. 

First, record your patch changes into your sequence while you write. 
It only takes a moment, and it ensures that you will not have to stop to 
find your sound again. If you select your sounds through use of your 
sequencer or your master instrument controller, you will not need to 
touch your sound modules again. Don't change sounds on a channel 
during your song if you can possibly help it; instead, use different sounds 
on different channels. This ensures that all of your sounds arc available 
at the same time. If a sound that shares outputs with another sound 
requires equalization, either pick a different song or live with the non¬ 
equalized sound as a reference sound that will be "fixed in the mix". 
Next, record automated volume changes using controller 7 right after 
you have played in a part. This means that the part will immediately 
sound "finished", allowing you to use it as a reference while recording 
the next track. Use of controller 7 commands means that you do not 
have to touch the faders on the mixer at all — in fact, you can ignore 
the mixer completely. It also allows you to run many different sounds 
at the same time through one set of outputs. What controller 7 automa¬ 
tion does not do is give you the absolute cleanest sound possible from 
your equipment, but here we are writing, not mastering. When you 
master, you can later go through and fix your signal-to-noise ratio. 

Use of these techniques will give you a writing environment where 
you will have the sounds you require available immediately. The "twid¬ 
dling" of knobs is bypassed almost completely, as you do not need to 

using samples, choose or create them now, setting up instruments and 
banks so they can be accessed as fast as possible. I often make smaller 
reference versions of sample instruments just to gain the ability to have 
all of my sounds loaded at the same time. When I make my master 
recording. I replace the low megabyte versions with larger high-quality 
samples. Next, optimize your modules themselves. 

Most sound modules today are multi-timbral. and if you have sev¬ 
eral modules you can wind up with more channels available in your 
modules than channels available in your sequencer outputs. Generally, 
people deal with this by only using a few channels in each module, 
leaving the rest switched off so that the next module can use the chan¬ 
nels. Every module, however, has a different quality of sound. You 
must choose which module or modules have the sound best suited to 
your music, and increase the number of channels allocated to it. while 
decreasing the number available in modules whose inherent sound qual¬ 
ity makes them less likely for use as a source of standard sounds in 
your orchestra. Ideally, you might invest in an interface which supports 
enough channels to eliminate this task altogether. 

Now that your basic "orchestra" is ready, you must optimize the rest 

touch most of your equipment at all. The mix is automated, so you can 
hear a demo quality mix as you 
write. When you master your 
music you will have to go into 
your sequences and optimize 
them into a "mix” version by 
doing things such as raising ve¬ 
locities and volumes, but your 
creative writing momentum will 
not be stopped by your equip¬ 
ment as you are in writing mode 

you are a cyborg. ■ 

Doug Blackley is a soundscore 
composer and sound designer 
whose work has received numerous 
theatrical awards and nominations. 
He is based in Edmonton. AB. 
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Back 
From The 
Edge 

mi _ 

carved a successful and inno¬ 
vative path through the heavy 
rock market, not only in 

Canada, but throughout North America. Attack¬ 
ing the market with what were considered icono¬ 
clastic concepts, Triumph was the forerunner in 
Canada of the self contained operating unit, 
housing the band, a very fruitful Metalworks stu¬ 
dio, and management company under a single 
roof. Marking them as "corporate musicians", 
many successful organizations have finally found 
this methodology to be an excellent way to way 
to survive the harsh economy of the Nineties. 

Yet the foundations of the band seemed to be 
crumbling when suddenly, guitarist/vocalist Rik 
Emmett decided to leave the band. The last 
studio effort for Triumph was the Surveillance 
album back in 1987. Discounting the 1989 
Classics package, it's been five long years since 
the band has released any product. Enter Phil X. 
A fiery and charismatic player fresh from an 

BY RICHARD CHYCKI PHOTOGRAPHY: WOLF MOEHRLE 



Akio Nova tour. Phil joined band mates 
Gil Moore and Mike Levine early in 
1992 and completed Triumph's Edge of 
Excess release. At the time of this writ¬ 
ing, their first single from the album, 
"Child Of The City", is the number one 
add in three out of four U.S. 
tip sheets. We had the chance 
to speak with the band at their 
own Metalworks Studio in 
Mississauga, Ontario. 

ICM:I Five years is a long time. 
It’s time for a lot of change. I 
guess we should start with the 
most obvious change — per¬ 
sonnel. 

M3 Rik wasn't happy with 
the last record. In retrospect, 
none of us were. The first few 
Triumph albums really had an 
element of co-operation that 
was completely nonexistent by the time 
Surveillance rolled around. We weren't 
writing together at all. It was very much 
like I would come in to record 
my parts and then Mike 
would come in to record his 
parts and then Rik would 
come in to do his parts. So 
the material ended up having 
a very segmented quality 
which, in the end, hurt us. 
And it got to the point where 
we realized that these were 
no longer rock and roll 
records, they were just pro¬ 
ductions. Rik just decided to 
give up. He really wanted to 
be a solo artist, so now he has 
the opportunity to do it. 

ICM:I Guitarist Phil X is
known to many as the player with Fro¬ 
zen Ghost and Aldo Nova. He has also 

touring throughout the U.S. Plus, it was 
a real blast. You know — American 
money <laughs>. I met a lot ot interest¬ 
ing people and got to jam with some of 
my guitar heroes. Frozen Ghost was a 
great gig, too. But gigs were generally 

restricted to Canada. 
Now that I'm back 

home, I had to put 
on the brakes and 
slow down a little. I 
was a real hack when 
I got home. I had to 
have time to pick up 
my guitar and prac¬ 
tice, because when 
you're out on the 
road, it's easy to turn 
into a robot, playing 
the same songs and 
the same riffs over 
and over, night after 
night. Coming home, 

I felt like I had forgotten how to jam. 
And I felt like I wasn't a part of anything 
anymore. So I talked to Gil again. I re¬ 

ally got the feeling 
that this was a genu¬ 
ine group effort and I 
would be involved 
from the ground up. 
The first day I came 
in, I was in writing 
with the guys and re¬ 
cording; I felt like a 
big part of the organi¬ 
zation. 

Ed^e Of Excess is the 
first Triumph album 
where Gil Moore 
handles all of the vo¬ 
cal chores, previously 
split with ex-axeman 

Rik Emmett. Gil commented on the in¬ 
herent changes: 

worked with Jon Bon |ovi. How did you 
get involved, Phil? 

ranrc It was a complete fluke. 
Gil saw me playing in a club 
in Mississauga. This was 
about the time that I had 
agreed to work with Aldo 
Nova but hadn't started tour¬ 
ing quite yet. Gil was there to 
see some other muso about 
some production work. Gil 
approached me about his situ¬ 
ation at that time, but I had al¬ 
ready committed to Aldo 
Nova. 

|CM:I You already have a fair 
amount of touring experience. Are you 
comfortable stepping off the road into a 
recording situation? 

SEB The Aldo Nova gig was great be¬ 
cause it gave me a lot of experience 

M3 I certainly feel 
my voice is stronger 
than ever before. I 
trained a fair bit, and 
the enthusiasm of 
finally getting out 
a new release added 
to the fire, definitely. 
We haven't worked 
out what our situation 
will be for live per¬ 
formances. We had 
Rick Santers (sideman 
with Triumph on pre¬ 
vious tours) who 
could match Rik's 
voice, so he's a viable 

alternative for any material that Rik 
sang in the past. 

ICM:I Mike, you're back into producing 
the band rather than having external 
input. Why? 



I produced all of the earlier 
records. Even when we brought in ex¬ 
ternal people in the past, I was still the 
appointed band liaison. So, we went 
back to our proverbial roots and cut out 
all the middle men. It's difficult to di¬ 
vorce yourself from the artistic side of 
the project and mediate, but it's neces¬ 
sary. Everybody hears the same thing a 
little differently, and it's important that 
we come up with an interpretation that's 
a good compromise for all of us in the 
end. <Whispers> And then you do what 
you want anyway. 

ICM:I I understand Edge Of Excess went 
through several remixes. 

MS Some songs were remixed a ri¬ 
diculous amount of times. Well, not just 
remixed. Because of the way we ap¬ 
proached recording, we experimented 
with taking demo cuts and reworking 
each individual part over and over until 
it was album quality. Eventually every¬ 
thing was replaced, but it would main¬ 
tain the same fire that's often lost in the 
recording of demos for an album. We 
also had a lot of rerecording for Phil's 
guitars. 

Songs like "Edge of Excess", "Love in 
a Minute", and "Riding High Again" 
were recorded in a more conventional 
sense because those songs came to¬ 
gether after Phil became involved with 
the band. They didn't go through the 
same reworking stages that some of the 
other material was subjected to. 

ICM:I Let's talk a little bit about Mladen. 
He's "the mystery guy" that seemingly 
appeared out of nowhere to do a fair 
t hunk of writing for this album with 
you. Was he to be the new Triumph gui¬ 
tarist? 

MH He pushed us into a different writ¬ 
ing direction, absolutely. There were 
two or three failed writing attempts at 
the beginning of the record. Being crea¬ 
tive with another person is such an un¬ 
predictable element. Our system that 
we had loosely assembled is as follows: 
I usually started writing with Mladen 
and then Mike would get involved to 
clean things up. We didn't have a guitar 
player at the time and you really need 
to write with a guitar player in a rock 
'n' roll band. A friend of mine recom¬ 
mended Mladen to us because he knew 
I was very frustrated not writing songs. 
Mladen was working with a few local 
acts and was writing material on his 
own. We got together and jelled right 
away. He's the type of guy that comes 
up with original riffs and I finish the ma¬ 
terial off. It's a great combination. So if 
it wasn't for his initial seed of inspira¬ 
tion, we may not have gotten this album 
off the ground. 

Triumph 1976 

Rock'n'Roll Machine 1977 

Just A Came 1979 

Progressions of Power 1980 

Allied Forces 1981 

Never Surrender 1983 

Thunder Seven 1984 

Stages 1985 

Sport of Kings 1986 

Surveillance 1987 

Classics 1989 

Edge of Excess 1992 
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One of the problems I felt Triumph 
had was that we had very little external 
input in a creative sense. I wanted that 
outside influence because I thought it 
may result in better harmony within the 
band over the course of time. That was 
yet another of my band theories — 
#346B to be exact <laughs>. Mladen 
was the "guy not in the band". We be¬ 
came great friends and we teetered on 
the idea of him joining Triumph, but he 
formed another band, Von Groove, and 
we found Phil — so everything worked 
out great. At first, I had my reservations 
about writing with Phil because of 
theory #346B. The first day we sat down 
together, we compiled the basis for three 
tunes that are on Edge Of Excess. Phil 
and Mladen also write together very 
well. 

ICM:I Rik is regarded as somewhat of a 
guitar hero in some music communities. 
Are you uncomfortable with the thought 
of "filling another's shoes"? 

GffiB You can't stop the comparisons 
that will be made. I guess that's only 
natural. I don't look at Triumph like it's 
a competitive situation. I'm just doing 
my thing in another band. Coming into 
this band so quickly, and seeing that 
everybody involved with the band are 
just regular, easy-going people, I've had 
no reason to think that I was a replace¬ 
ment for somebody. I've had some peo¬ 
ple tell me that I'll never fill Rik's shoes, 
but I'm not here to fill them. I'm a 
whole new set of shoes. And this feels 
like a whole new band to me. 

ICM:I Outline some of the gear you used 
to record this album. 

WB We've experimented with so 
many methods of recording drums. 
We've done drums completely live. 
We've done drums completely with 
computer. We've played live samples to 
tape; and we've combined the two tech¬ 
nologies together. We have every sam¬ 
ple library known to man. I use Tama 
drums exclusively for all my recording. 

ÍS ¡TIH A lot of Marshalls, jCM 800 heads 
and cabinets. I don't really like the 900 
series. I also used a Peavey 5150 stack 
for some leads. Guitars — several tracks 
were cut with a Strat. I had a custom 
guitar made for me by a luthier in 
Kitchener, ON named Freiheit. He does 
unbelievable work. His guitars are like 
a Les Paul meets a Tele meets a Strat. 
My guitars are equipped with the Flip 
Stick. 

Fender Jazz basses, Warwick 
basses. SVT up loud, shaking the place. 
Couple that with a DI line. Very heavy. 



on the floor. 
Digitech just 

put the power of a 
rack where it be¬ 
longs. At your feet. 

The RP-1 com¬ 
bines 23 studio¬ 
quality effects and 
a rack processor 
into a full-function 

23 EFFECTS. UP TO 9 AT A TIME. TECH STUFF: 
• Compression • large/small room. 

• Heavy sustain, metal gated, reverse and 

tube, rock tube and ultimate reverbs 
overdrive analog • Flanging 
distortions • Combfilter 

• Stereo, ping-pong, • Noise gate 
multi-tap and slapback • Speaker simulator 

digital delays • Graphic EQ 
• Delay modulation • Stereo imaging 

• Digital mixer 
• Chorus 

• Programmable master • Effects send and return 

volume and seven-band • 16x2, supertwist LED 

Graphic EQ on each display 
program • Stereo headphone jack 

• 150 programs, (75 • 20 Hz to 18 kHz 

patches, 75 presets) bandwidth 

• Effects in/out on-the-fly • S/N ratio 90 dB 

• Full MIDI • TH!) less than 0.08% 

implementation at 1 kHz 

• 20 bit VLSI processor • RP-1 gig bag available 

• Stereo output 

and control you 
need for studio 
recording or 
playing large 
venues. 

We also 
packed a 
pre-amp, a 
programmable 

floor controller. 
150 programs. 75 user-defin¬ 

able patches. 75 factory presets. 
That gives you everything from 

Thrash Metal to Country Rock. 
Blues to Fusion. Any effect you 
can get in a rack, you can now get 
in a floor controller. 

Unique multi-level foot pads for 
easy accessibility. 

And the RP-1 is incredibly 
versatile. You no 
longer have to drag 

your rack to small gigs 
or jam sessions. And yet you 

still get all the rack-effects power 

speaker simulator and full MIDI 
implementation into the RP-1 to 
cover studio or live applications. 

Check out the RP-1 guitar 
effects processor/floor controller 
and pre-amp from Digitech. The 
power of a rack at your feet. 

iJlOigHech 
The Sound of the '90s 

H A Harman International Company © 1992 DOD Electronics 
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are, you just paid way too much 

|CM:I Future plans for Triumph? 

Touring. We want to go right 
across Canada rather than just the ma¬ 
jor centres. Hopefully, we're looking at 
20-25 dates sometime in the new year. 
We've always played a lot in the States 
and I'm sure we'll continue that trend. 
After all, they have Denny's. 

t*t1B I'd like to do more recording as 
well because we've never done enough 
of it. And even when we did record, it 
was more of a vehicle to carry us to the 
next tour. The tour should be the result 
of the record, not the cause. 

Richard Chycki is a freelance engineer/guitarist 
in Toronto presently working at the left Healey 
Band's Forte Sound Studios. He can also be seen 
occasionally hiding behind the SSL desk at The 
Metalworks in Mississauga. 

ran We plan on having an even big¬ 
ger visual extravaganza for our fans. Af¬ 
ter all, you're paying to go to an arena, 
heavy-rock show. And that means both 
sight and sound. If you just want sound, 
buy the CD. Or better yet, buy the CD, 
and come to the show <laughs>. 

It will be huge and bombastic. 
Our policy is: if there's no show, why 
g°-

run When we were looking for a gui¬ 
tar player back in the pre-Emmett days, 
Mike and I already had the concept of 
huge light shows. It's something that we 
use simply because we like it. It's an 
added incentive for our fans to come 
see us. 

We're looking at moving light and la¬ 
ser technology. Our lighting director, 
Paul Dexter, is already itching to put 
plans together for the live rig. Actually, 
we were fortunate enough on our last 
few rounds through the U.S. to pick up 
some of the finest live crew. They all 
seem to understand the concept of the 
road being a series of events not hap¬ 
pening the way they're supposed to. 
That's just the nature of the beast. 

ICM:I Triumph's concept of a self-contained 
music system is a role model formed ten years 
ago for bands that are copying it today. You 
have external management now? 

093 At the time, we weren't deliberately try¬ 
ing to set any standard or do anything out of 
the ordinary. We simply developed a system 
that worked for us. Although it's a great con¬ 
cept to run the whole show yourself, we sim¬ 
ply don't want to bear the responsibility of 
managing a band at this time. A lot has 
changed with respect to the responsibilities we 
each carry and our priorities. We simply want 
to create music right now. All of us have 
enough experience to know which direction 
to take the band from a business perspective, 
but none of us really want to do the immense 

amount of legwork that's always involved 
bringing management concepts into reality. 

ICM:I What about you Mike? I recall you were 
involved pretty heavily in Triumph's promo¬ 
tions, some of them taking you across the 
country in a bit of a rush. 

That was our Canada In A Day promo 
for the United Way. We started in Halifax at 6 
a.m. and had to make it to Vanc ouver before 
midnight. We would stop in all the major cen¬ 
tres across the country, do a few radio promos 
and interviews. Then it was off to the airport. 
We raised about $30,000 for the United Way. 
I still get on the phone to deal with promo¬ 
tional ideas. 

ICM:I A new album. There must be tour 
plans on the horizon. 

Siratth and Sniff 
Okay, so you went and dropped $600 
on a loudspeaker. That’s cool. I bet 
you thought you were getting a $600 

Don’tyou knowthedeal? Only 
Community delivers $600 worth of 
sound for $600. So, stop scratching 
your head and start sniffing for values. Call us and we’ll tell 
you how to get a lot more bang for your buck. 
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obson Square Media Centre, Vancouver, BC. Spring, 1991. 
Paul Jant is giving a seminar on home recording for the Westex show delegates. For over an hour, 
he has delved into his techniques and approaches to recording and songwriting, and finally it’s 
time for some questions. After several questions are asked, 1 finally get up the courage to go to the 
microphone set up in the aisle. Paul gets the sign from the side of the stage that time’s almost up. 
Okay, this is the last question. My forehead starts to sweat and my heart speeds up ... Paul, your 

seminar was very informative and inspiring, but I was wondering if it would be possible for you 
to play something? . Suddenly, the crowd erupts into a fit of applause and cheering. As I sit down, 
everyone becomes quiet as Paul begins playing his popular ballad "Stand", and I know I’ve asked 
the right question. 

Every musician dreams of having their own recording studio. Whether it’s a simple 4-track 
in your basement or a computer sequencer set up in your living room, today’s technology has 
made it affordable for everyone to have at least some kind of home recording set-up. Paul Janz 
has always been a keen advocate of using the home studio as a workshop for getting ideas 
down on tape, but until recently, his set-up was just that — a sketch pad for demo songs that 
would then be taken to a professional studio to be recorded and mixed for release as an 
album. So, when gearing up to record the follow-up to his highly successful Renegade Roman¬ 

tic album, he looked at the possibility of recording and mixing the entire album at his home 
studio. 

'Mission 

Control', 

Paul Janz' 

state-of-the- irt 

studio 

amid the 

Douglas Firs 

on his property 

in 

Mission. BC. 



Seventy-five kilometres east of Vancouver in the 

community of Mission, B.C., lies Jan:’ modest but 

comfortable abode, set in amongst towering Douglas 

firs — an excellent place for anyone's imagination 

and creativity to flourish. Just down from the house is 

a small swimming pool and an old shack that looks 

like it could contain chickens or pigs, but is in fact a 

state-of-the-art recording studio complete with an ex¬ 

tensive alarm and warning system — they can’t even 

cut the phone line to this place. Oh, and did 1 men¬ 

tion the ferocious doberman.’ This is Mission Con¬ 

trol — the setting where Paul Jan: recorded and 

mixed his new Attic Records release, Trust. 

Attic had given Jan: the freedom he wanted to 

produce and record this album on his own, so it was 

really just a question of finding the right recording 

equipment. When checking out gear for this ambi¬ 

tious project, he stumbled on the Yamaha DMR8 (8-

track fully automated digital recorder/mixer) and found 

what he was looking for. I went in to the Annex 

Hightech (in Vancouver), he relates, and saw this 

machine, which was quite new at the time, and said 

to my engineer, Pat Glover: ‘Hey, I think 1 want to 

do my record on this.’ And he’s going, ‘Whoa . . . 

maybe we’ll just go back and do a Fostex version. 

<laughs>’. 

His reaction is not surprising, considering the 

DMR8 is a somewhat overwhelming piece of machin¬ 

ery at first glance with its motorized taders, built-in 

SPX1000 processors and variety of sub-functions. So 

when the decision was made to use it, there was a bit 

of a learning curve to overcome; but the fact that Paul 

was a Yamaha nut helped speed up the process. If 

you use Yamaha stuff, there’s a certain logic to it, just 

as there’s a certain logic that goes into Roland or 

SSL, he says. The thing that really knocked me out 

about this system is that it's producing the same qual¬ 

ity sound as an SSL board does with a Sony or 

Mitsubishi (digital) tape machine. The DMR8 fit in 

perfectly with Paul’s existing gear: several keyboards 

and sound generators sequenced with a Mac Plus and 

Performer software (by Mark of the Unicorn). For the 

recording of the album, Paul bought a Yamaha DRU8 

(basically a rack version of the DMR8) and then rented 

an additional DRU8 and DMR8 for a total of 32 

tracks of crystal-clear, 20-bit digital recording. All key¬ 

boards and drum samples were controlled by the Mac, 

which were then mixed with the DMR8s. All of the 

live tracks (vocals, drums, guitar and bass) were re¬ 

corded onto the DMR8s (remember they function as 

recorders and mixers), and then mixed with a couple 

of rented 16-track Yamaha DMClOOOs (digital mix¬ 

ing console), which are also fully automated and con¬ 

tain the equivalent of three SPX1000 processors 

onboard. This allowed for complete and utter control 

over the final mix with a total of 17 possibilities of 

processors to use at any time, and the ability to change 

parameters at any bit at any frame on any track. The 

beauty of this system, he says excitedly, is that you 

can have a hands-on approach in multi-tasking taders. 

1 use the Mac as a tape machine, as an extension of 

the DMR8. As many tracks as I want except I'm lim¬ 

ited by notes, that’s why I need more tone genera¬ 

tors. The Mac reads SMPTE from the DMR8 to have 

complete lockup. All of the keyboards went directly to 

tape, except for three or four exceptions, (thus free¬ 

ing up more tracks for analog recording). 

Was he worried about the oft-discussed coldness 

of digital over analog? (Renegade Romantic was re¬ 

corded and mixed with analog gear). Says Jan:: 1 

was worried about it, but I think there’s a big differ¬ 

ence between 16-bit and 20-bit. It has less to do with 

the sampling frequency than it has to do with the bit 

ratio. This machine at 20-bit sounds like the most 

analog machine I’ve ever heard. And this is seriously 

DDD! Trust was recorded on the 20-bit DMR8s at a 

sampling rate of 44.1 kHz, rather than 48, which is 

also available. Wouldn’t you want to use the higher 

frequency? Not really, explains Jan:, because when 

you go 48 kH:, and you’re mixing to DAT or some¬ 

thing like that, you need, at that point, a converter. 

You’ve got to go analog to get back into digital. 44.1 

kH: is the one that’s understood by all formats. We 

recorded the entire album at 44.1 kH:. I tried it on 

48 and I couldn’t hear a difference. 

Jan: emphasizes (and rightly so) that the conver¬ 

sion of analog to digital is the most crucial part of the 

digital recording process. This is where all those bits 

of sound waves get transferred into complex arrange¬ 

ments of binary computer code numbers. For his 

A/D conversion, Jan: relies on the AD8Xs from 

Yamaha, which he considers to be among the best 

and clearest on the market. 

Paul is no stranger to producing records, and knew 

it was only logical to do the producing chores on this 

album. You’ve got to think about the cost factor here, 

he explains, you’ve got to think about paying some¬ 

body 50 to 70 thousand dollars or more to say, ‘what 

Inside Mission 

Control: 

Paul Janz' 

studio houses 

some of the 

latest in igital 

recording gear, 

including a 

DMR 



MISSION 

EQUIPMENT 

Mixers/Recorders 
Yamaha DMR8 

Yamaha DRU8 (rackmount version) 
Yamaha DTR2 (DAT player/recorder for masters) 
(2) Yamaha DMP7Ds 
Hill Multimix 

Amplification/ Monitoring 
(2) Yamaha P2160 power amplifiers 

Yamaha NS10M studio monitors 
Yamaha WS50 subwoofers 

Processing/Preamps 
Yamaha SPX1000 
Yamaha SPX900 
Yamaha REV7 

Binson Echorec 2 
Yamaha HA8 mic preamps 

Yamaha AD8X and AD2X analog/digital converters 

* Each DMR8 has three 20-bit digital multi-effects processors: 
each DMP7D has three 16-bit analog multi-effects processors 

Sequencing 
Macintosh Plus w/ hard drive running Performer software 
Southworth Jambox timepiece for SMPTE/MID1 clock 

Keyboards/Tone Generators 
Yamaha KX88 (main controller) 
Yamaha SY99 
Yamaha TG77 
Yamaha TX802 

Yamaha TX816 MIDI rack 
Oberheim Matrix 6R 
E-mu Emax SE 

Yamaha RY30 rhythm programmer 
Alesis D4 drum module 

E-mu Emax SP 12 sampling percussion 
Roland 606 rhythm composer 

Microphones 
Microtech/Gefell UM 70S (great in omni position for lead vox) 
AKG C 1000s 

Yamaha MZ205 BE/MZ204/MZ203 BE mies (for drums) 
Shure SM57s 

Miscellaneous 
Sony 601 ESD A/D - D/A interface 
AKG K240 headphones 

Sony MDR-V3 headphones 
Furman HA-6 headphone monitoring distributor & amp 
SCV Audio DI box 

HAVE EM! 
The Complete Drum Experience 

from 

SRoland 
Roland Canada Music Ltd. 

Write Us: 5480 Parkwood Way, Richmond, B.C. V6V 2M4 



music with no distortion, no drop¬ 
outs, no dead spots...no matter 
how hostile the environment. 
Audio-Technica wireless sys¬ 

tems meet these high standards 
day after day night after night, 
tour after tour. 

No matter what your style 

Here are just a few of the 
other top country vocalists 
and musicians who depend 
on Audio-Technica wireless 
microphones: 
• Shelby Lynne 
• Baillie and the Boys 

country! 

Audio-Technica 
wireless is 

Holly Dunn uses her ATW-1032-HE 
in performance at Opryland 

There is one constant in country 
music: you must tour to succeed. 
And in this business, touring is 
year-round...at huge auditoriums, 
state fairs, large and small clubs, 
and outdoor festivals. 

With such widely varying 

• Highway 101 
• Jo-El Sonnier 
• The Remingtons 
• Russ Pahl and Jack 
Sundrud with Great Plains 

• Jim Horn, saxophonist with 
Rodney Crowell and John 

of music, or how heavy your 
touring schedule, depend on 
Audio-Technica for reliable, 
top-quality wireless sound. See 
your nearby Audio-Technica 
dealer or write, call, or fax for 
more details today. 

venues and almost daily set-up 
and tear-down, it's hard to get 
the recording studio quality that 
the fans demand at every show. 

That's why country music art¬ 
ists are turning to Audio-Technica 
to solve their wireless problems. 
Stars like Holly Dunn find that A-T 
wireless microphones offer just 
the sound they need to pjoject 
their personal artistry. 

Denver 
• BeBe and CeCe Winans 
• Michael Rhodes, bassist for 
Steve Winwood and Rodney 
Crowell 

And the list goes on. 

Reliable performance is a must, 
of course. But the sound must 
meet ever-rising standards. The 
goal is well-balanced, wide-range 

audiotechnica. 
INNOVATION □ PRECISION □ INTEGRITY 
Available in the U.S. and Canada from Audio-Technica U.S.. Inc. 

T221 Commerce Drive, Stow, OH 44224 
(216) 686-2600 • Fax (216) 686-0719 



It's pure, solid, sterling silver. 

The richest metal ever used for creating 

brass instruments gives Bach Sterling Plus 

bells a richer sound. 

That's because silver is a slightly softer, 

denser metal than brass. We've discovered its 

use in bell sections produces a fuller sound with 

more overtones and great projection. 

The Sterling Plus bell is also more versatile. 

It keeps an open, resonant sound even at 

extremely loud dynamics, yet stays lively and 

perfectly focused at pianissimo. 

INTRODUCING 
Brass 

That's Not 
Brass. 

Bach Brass, Solid Silver. 
The Selmer Company • P.O. Box 310 • Elkhort, IN 46515* USA 

Trumpets, trombones, and fluegelhorns 

are all available with Sterling Plus bells. 

To learn more about it, see your authorized 

Bach dealer. 

Hear the Sterling Plus bell for yourself. 

Order our trumpet demo CD, played by the 

renowned Charley Davis. Send your name, 

address, and $3.00 payable to "The Selmer 

Company" to Sterling Plus CD, 

Box 310, Elkhart, IN 46515. 



are they doing tor my record.’ Is it go* 

ing to make it that much better?’ And then to go out on top ot that and spend 

another bundle of money on mixing it for two weeks. 

The big change from a creative point ot view, for Paul Jan:, home-recordist, is 

that now his demos can be masters. It I get a keyboard, guitar, or vocal perform-

anee, it’s done. It’s there. It’s all on SMPTE. There’s absolutely nothing that you 

need to change it you want to dub some srutt over, he says. Or from here, I can 

go to Little Mountain or Vancouver Studios and dump it onto a 48-track digital 

machine tor mixing, and nothing is lost in the transter. It’s not like the analog 

dumps. I used to have an Akai 1214 (12-track analog recorder) which made some 

great demos — very, very cool demos. But no matter how good the performance 

was, you couldn’t use it. The quality was just not there. The real important thing 

now is that when I start making demos and start putting stuff on tape and I get a 

good vocal performance, it’s done. I m not even concerned about pops or level 

changes. It you’ve got a performance, that’s the main thing. With automated 

desks you can level anything out anyway. 

Any tan or listener ot Paul Jan: knows vocals are very important to him, 

whether in straight-ahead ballads, or in his more upbeat, rocking tunes (which 

moody tune that begins with sounds ot rain and thunder recorded from the door 

ot his studio, Jan: brought in a 12-piece vocal group called the Total Experience 

Gospel Choir to help create the effect of being overwhelmed and enveloped . 

Even with all ot his knowledge ot recording and producing, he still maintains that 

the song is always the first priority — to use the equipment as a means to an 

end. 

In the future, Jan: predicts that everything will be recorded on hard disk 

systems. Technology will be so advanced and affordable that more and more 

musicians will be able to record, mix and release pro-studio quality recordings 

from their home studios. As music gear progresses, Jan: will always be there to 

embrace the change in a continuing effort to improve his craft. In the near future, 

he intends on doing some live shows in support of Trust with his regular band. 

Also in the works are plans to record and mix other musicians at Mission 

Control , hopefully launching their careers into successful orbits, as he has done 

for himself. Until then, he’ll most likely be in his studio 12-16 hours a day with 

all of the comforts of home close by. 

Tim Moshansky is a freelance irriter based in Vancouver, BC. 

often showcase his characteristic vocal production tech¬ 

niques including stacked harmonies and creative use of 

delay, filters and other processing devices). His recent 

Attic release, Trust, is no exception. The first track, 

Working For My Baby , begins with an intriguing Bo¬ 

hemian Rhapsody-ish vocal intro that contains at least 

20 tracks of his own vocals. He laughs when engineers 

try to figure out what he is doing to achieve this type of 

effect (which can also be heard on Rocket To My 

Heart ): I’ll go in and do what I consider to be the 

main part — and engineers never have a clue what 

I’m doing because they’re not hearing it. Then, as things 

get stacked, they go, ‘Oh yeah, I get it’. 

For his vocal tracks, Jan: tried almost everything , 

but in the final test, chose the UM 70S from Microtech/ 

Gefell in Germany. Mies that were four times as expen¬ 

sive didn’t sound as good as this one, he says. Usu¬ 

ally, you can tell what a microphone is going to sound 

like by its looks, and this one looks so cheesy. But 

when I put it in omni mode, my voice has never 

sounded clearer. The stuff on tape is not EQ’d at all. 

It’s not compressed going to tape or off of tape or when 

mixing. 

Jan: got some help from back-up singers tor some 

tracks, and even used two of his four children, Colin 

and Kelsey Jan: for BG vocals on rhe second track on 

the album, the sultry shuffle, Calling My Personal An¬ 

gel . Also on board were long-time players Tim 

McKenzie (guitar), Miles Hill (bass), Michael Root 

(drums) and Tom Colclough (saxophone), all of whom 

were recorded in the front room of the Mission Con¬ 

trol studio, a building that was converted from an old 

machine shop. When recording drums, Jan: often com¬ 

bined real drum sounds with digital samples. He did 

this by using the Jambox timepiece that can convert 

any type of signal (analog, MIDI or SMPTE code) and 

translate it into a MIDI signal which is then dumped 

as a track into the Mac where it can be analyzed and 

edited if the need arises. The drummer plays to a click 

track and then Jan: decides whether he wants to keep 

it just as it is (with natural drum sounds) or add in 

some digital drum samples (from the Alesis D4) to beef 

up the snare or kick, or to make a certain tone more 

consistent. 

Paul admits this album presents a little bit more of 

the romantic, rather than the renegade side of him, 

musically and lyrically; much of which can be attrib¬ 

uted to his trip last year to Brazil with Much Music and 

World Vision Canada, where he witnessed people in a 

pathetic state of poverty and despair. Those experi¬ 

ences pervaded and influenced everything that 1 wrote 

afterwards, he says, even in a song like ‘King Pin 

Cool’, which is kind of my statement on musicians with 

huge rock-star egos. 1 think a good way to describe the 

album is ‘introspective’. On Amazon Rain , a slow, 

Sound J olutions 
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Welcome to the Hotel California 

Sitting on a jet plane en route to L.A. 
while listening to the Manias & Papas 
singing "California Dreamin'" might 
prompt yon to entertain thoughts of 
leaving Canada's winter driving behind 
for awhile. 

Whether you're a player, producer, 
composer, engineer, manager or anyone 
connected to the music business, be rest 
assured you're not alone: Canadians are 
checking into the Hotel California in 
record numbers, so much so that we’re 
every where. And like American Express, 
given the skills and talents we offer, 
we're readily accepted in most areas of 
the business. 

The first Canadian invasion occurred 
in the late '60s-carly '70s with people 
like Joni Mitchell. Neil Young. Robbie 
Robertson and Domenic Troiano. The 
new Northern invaders are managers 
and recording artists, engineers and 
producers, including the likes of David 
Tyson, David Foster and k.d. lang, 
among many others. 

The following case studies focus on 
music people who se made the move to 
the L.A. scene with varying degrees of 
success. 

by Ashley Collie 

Taking a shot can be a good kick 

in the butt 

Subject David Tyson. Comp oser/Producer 

Born in Toronto. 1955 

In 1989. award-winning composer and 
producer David Tyson remembers 
sitting alone in a one-bedroom box at 
the Oakwood Apartments — where 
everyone seems to pass through — 
waiting for his equipment to turn up and 
thinking how dismal it all was. However, 
he knew he'd made the right move, 
saying, "I felt I'd run my course out in 
Canada. 1 was 35 years old and 1 needed 
to take a shot at the big leagues. It was a 
scary few weeks of adjustment, but in 
retrospect it was nowhere 
near as severe as I might 
have thought." 

Tyson, who'd been to 
L.A. a couple of times 
with Eddie Schwartz on 
songwriting trips affili¬ 
ated with CBS Interna¬ 
tional. had come to L.A. 
this time to produce Jude 
Cole's new album. At the 
same time. Alannah My les' debut 
album, which Tyson had produced and 
co-written, was showing good signs in 
Canada of being a hit — a monster hit as 
it turned out: "We had no idea it was 
going to do so well. In fact. 1 never look 
at music as providing for any thing 
because it's always been on a wing and a 
pray er. 3 ou should nes er take your 
success for granted." 

48 

W ith Myles' album out of his control, 
he set about producing Cole's record, 
primarily at W estlake Studio. I Ie recalls, 
"The attitude seemed more easy-going 
and the record company allowed us a lot 
of free hand in the production. (liven 
the size of Warner Brothers' roster. Jude 
Cole understandably wasn't going to 
make or break them.” 

As for the actual skill level of his 
assistants, he notes that some of the best 
engineers are still back in Toronto: 
" They ve been through the jingle 
circuit, so they know about speed and 
efficiency and has ing the right attitude. 
They also have experience with various 
sty les. Tse encountered much lesser 

abilities here, despite 
the reputations. I mean, 
the guys up at places 
like Sounds Interchange 
are constantly crunching 
out material, and 
they've grossn up 
through the ranks." 
Tyson adds that he 
asked Toronto engineer 
Kevin Doy le to come 

doss n and svork on the single he svrote 
and produced svith associate Herald 
O'Brien for I lall & Oates in 1990. 

The Jude Cole LP, which had a single 
in the l op 20. sold about 200.000 units 
in the States and got great reaction in 
I ,.A.. gas e him some degree of security; 
and My les' LP began kicking in during 
late summer. 1 Ie recalls. "The single 
"Los e Is" came and svent in about tsvo 
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15 Tangiers Road, 
Toronto, Ontario, Canada 
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Adcorn Electronics 
Toronto. ON 
(416) 251-3355 
Saved By Technology 
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Vancouver, BC 
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Sound Technology 
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Aarhus. Denmark 
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Creative Software 
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Utrecht. Holland 
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M. Casale Bauer 
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Bienne. Switzerland 
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weeks in the States, 
but we thought at 
least it’s done well 
in Canada. We 
Canadians are so 
used to that type of 
thinking, that our 

records never get onto the charts in the 
I'.S." 

Nevertheless, Tyson moved out of 
the Oakwoods and bought a house, still 
living on somew hat of a prayer. How¬ 
ever, the soon-to-come success of “Black 
Velvet”, which reached number one on 
Killhoard, and the overall success of the 
LP. which sold almost five million 
worldwide, dramatically changed some 
of his previous beliefs and his pocket¬ 
book. 

1'he success did bring him “more 
profile” and several good offers. The fall 
release of Myles’ second album and a 
SOCAN award for the song he co-wrote 
for Hall & Oates, added to Tyson’s 
momentum; however, there’s an axiom 
that you're only as good as your last hit 
single, and it’s a fact not lost on Tyson. 

Taking nothing for granted, he says, 
“As a songwriter, it’s a matter of getting 
back down to work and bringing some 
new songs to the attention of people in 
the business. Everyone is looking for a 
good song; although, it’s my feeling that 
at any one time, there are only a handful 
of really good songs available.” 

One thing Tyson’s been wanting to 
do for a long time is compose a sound¬ 
track for a movie, explaining, "I consider 
myself a capable composer, but I sense 
that if I try to go through channels, it'll 
take forever. The right contacts would 
help circumvent a lot.” 

As for “do’s and don’ts", he suggests: 
do expect an assimilation time, socially 
and culturally, of six months to a year; 
do work hard every day at your craft; do 
intermingle with your peers; and don't 
be impatient and get discouraged. 

Sounds like the right mix. 

Starting all over and raising a family . 

pourquoi pas? 

Subject John Whynot. Keyboardist/ 

fngmeer/Programmer ban in Toronto. 1959 
John Whynot has a decidedly dry and 
Canadian sense of humour: the reality of 
trying to make it in the music business 
in the (¡rear White North has a ten¬ 
dency to do that. In 1989, after recording 
and playing with the likes of the Pukka 
Orchestra and Carole Pope, and han¬ 
dling various engineering jobs at studios 
like Phase One. Grant Avenue and The 
Metalworks. Whynot had come to an 
impasse of sorts. 

I Ie recalls, “I was on the verge of 
being penniless and then I got a letter 
late in 1989 saying I’d won the lottery'; 
that is, the American visa lottery. Winter 
was setting into Toronto, so 1 had an 
even more compelling reason to split. 

My wife. Tamara and I packed up and 
did it. I remember skipping dow n the 
street when I first arrived here." 

It really was like starting from square 
one, and to add an additional challenge 
to the mix. the Whynots were about to 
bring baby Graham into the world. 
Things started off slowly, but they 
started. He explains: "1 did lots of 
cheap, terrible work in rotten studios, 
then took on an assistant engineering 
job, which was very junior. However, I 
began to stand out because of my 
experience. " 

Making himself available to be in the 
right place at the right time. Whynot 
was soon to luck into some fascinating 
opportunities. I Ie began assisting 
engineer Roger King, who was working 
for film composer Trevor Jones. King 
was programming and engineering the 
sy nths for the film ¡•'reejack, and he 
asked Whynot if he could help out a 
little more. One thing led to another. 
Jones liked w hat he heard, and W hynot 
ended up doing most of the sound on 
the soundtrack, although he wasn't 
officially credited. 

An over¬ 
worked Jones 
then got two 
more projects, 
one of w hich w as 
Michael Mann's 
The Last of the 
. Mohicans. 
Why not takes up 
the story: "I was 
just standing 
there w hen he 
asked me if 1 
knew how to 
program com¬ 
puters. Of 
course. I said yes. and it was the 
smartest thing I ever did. I mean. I was 
in full aw areness of my limitations and I 
had to learn a lot in two weeks, but I 
made myself available for the opportu¬ 
nitv. 1 couldn't have paid for the type of 
education that followed and I’ve learned 
that if Mr. Engineer can play some 
piano or has some additional skill like 
the ability to arrange, then you make 
vourself so much more invaluable. ' 

Doing film allow s him to use all his 
skills, and he now finds that he's 
straddling the line between the film anil 
recording business: "I’ve become a jack-
of-all-trades to my benefit." 

As for tips on making or breaking it in 
L.A.. Why not suggests it s a good idea to 
get your immigration thing together. 
I le s a firm believer in "making your 
own way", say ing it's nice to have 
contacts, but creating your own network 
will be more helpful in the long run. 
I'ind a nice place to live because, 
although a lot of L.A. isn't very attrac¬ 
tive. there arc pockets vv here there's less 
smog, etc. Commit to sticking it out. 

because if you set things up as a fallback 
in Canada, you’ll inevitably fall back; 
and finally, show tenacity because a 
certain amount of time will be spent 
being turned down. 

How a 6-week session turned into a 

seven-year itch 

Subject (garth Richardson. Engineer/ 

Producer. Earn in Taon to. 195Ô 
Who would have thought it? 
Here’s Garth Richardson, son of 
international record producer Jack, 
producing an E.A. punk-metal-rap band 
called Rage Against the Machine and 
getting into the spirit by having them 
shave him bald! I Ie’s having a ball, so 
much so that he and his wife, Jennifer, 
are expecting their first child in March. 
He says, “We know' the exact date the 
baby was conceived —June 12 on the 
Ozzy Osbourne crew tour bus!" This 
family thing is spreading. 

Richardson initially came with his dad 
to L.A. in 1972 when Jack was producing 
The Guess Who. He came back down in 
’85 to help mix Constrictor, the new Alice 
Cooper album that Michael Wagener 

was producing. 
He recalls, “I 
met Michael in 
Toronto w hen he 
worked on the 
first Brighton 
Rock LP. I 
helped him out 
and wc became 
good friends. 
When he said 
he'd call me from 
Los Angeles, I 
thought, sure. 
But he did call, 
and I came down 

for a six-week session. I didn't know a 
soul, but I'm still here and enjoy ing it. 

The immediate reason he stayed after 
engineering the Alice Cooper album was 
that a studio called Amigo, which had 
seen the likes of Steely Dan, The 
Doobies and Van Halen, hired him for a 
year. After that stint, he worked as an 
engineer with a variety of artists 
including Jennifer Warnes and Adam 
Ant, but his real break came in '90 when 
he worked on Mother 's Milk, the break¬ 
through Red Hot Chili Peppers album 
which featured the hit single “Higher 
Ground”. Richardson says, "I was still 
engineering, but the project got me 
thinking about producing and led me to 
work as producer with Rage." 

As for the scene dow n in L.A., he 
enthuses. “I particularly like two rooms. 
Sound Citv and Clubhouse, because of 
how they sound and because they both 
have Neve boards. The bands you're 
working with arc signed to labels based 
right here, so you're closer to the 
action." 

As for what people are looking for in 
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-> zt terms of skills, he 
r ' fi offers, “They want 
L people who are 

fill good at what they 
do, it's simple, 

üa ¿ms on aving a variety of 
skills and being 

flexible helps. This place is all about 
opportunities, so if you really are 
thinking of coming down, you should 
get your name into print, even letters of 
reference from your bank or the phone 
company will help. 

contemporary arranging for a F rank 
Sinatra impersonator." 

Doing whatever it takes led Brissette 
to do an 11-week tour called “Cole 
Porter's 100th Birthday Party“ during 
the fall of '91. I Ie says, “We did one-
nighters in 29 states and about 75 cities 
across America. There was even a fellow 
Canadian. Leo Marshall, playing synth 
in the band. W e Canadians are every¬ 
where.'' 

After the tour, he did a three-month 

You're moving to a 
whole new life and 
starting from square 
one." 

Maybe Garth 
should be doing 
Nike ads. since his 
advice is straight¬ 
forward — just do 
it! 

An eroding lifestyle 

- contemplating the 

about-face 

Subject Jean-

Francois Brissette. 

Bassist born in 

Montreal. 1961 
While people like 
John Whynot and 
his w ife couldn't 
get out of Canada 
fast enough once 
the opportunity to 
immigrate came up. 
the grass may not 
alw ays be so green 
on the other side of 
the border. 

Jean-Francois 
Brissette came to 
L.A. in 1988 to 
study at the 
Musicians Institute 
on a ( lanada .Arts 
grant. I Ic'd had 
about seven years 
playing experience 
with Quebecois 
acts like Robert 
Patinette and 
Martine St.Clair. 

I pon completion 
of his course, he 
was honoured with 
an Outstanding 
Student of the Year 
award in Septem¬ 
ber 1989. He 

More on the L.A. Experience 
Lona Boyd: 
“I first came to L.A. 12 years ago and lived at the Beverly Hills 
Hotel trying to decide if 1 should relocate from Toronto. It was -
10 degrees in Toronto, yet in the land of palm trees and sun¬ 
shine. temperatures were in the 80s. I loved the weather but 
hated a lot of the “phonies’’ I encountered amongst 
agents, managers, record company folks and concert 
promoters. I decided to base myself in Toronto and 
visit L.A. whenever my music took me there, for 
concerts or TV shows — preferably in the winter! 

Last year I met and married a wonderful Ameri¬ 
can and I now live in Beverly Hills and Malibu. 1 still 
spend a lot of tíme in Canada and tour there 
frequently, but I feel my career has benefited by the 
many new contacts I’ve developed in L.A. 1 opted to 
remain with my manager Bernie Fiedler and we 
work with various agents in different countries. 

I think that the most important piece of advice I 
would give to an upcoming Canadian artist moving 
to L.A. is to be extremely persistent and not give up. 
People here in the music business seem to have the 
annoying habit of not returning phone calls, so don’t take it 
personally. Pursue 20 contacts and hopefully one or two will lead 
to something positive, but don’t place all your hopes on one as 
this is a very competitive place and there are thousands of young 
musicians Fighting for a chance to be heard. One last piece of 
advice is to not sever your contacts back home, as it is definitely 
possible to launch an international career based in Canada as I 
did — and not everyone will find success in the City 
of Angels.’’ 

Gino Vanelli: 
“With what communication systems are today and 
with the added growing awareness that my early 
notions of success were not serving me or any 
greater purpose, a sudden new idea of what music 
and life could be was the key to my deciding to leave 
L.A. The social conditions of Southern California 
had very little to do with prompting me to leave. A 
deep personal change was occurring, something 
that could not be ignored for a moment longer. I 
have found in Oregon many artists, composers, and 
musicians with the same notions that possess me. 1 
have discovered a vital, dedicated band of men and 
women who play and sing with the enthusiasm that only youthful 
desire has to offer, especially in the jazz field. This suits me very 
well. Living by the code of what drove me to the world of music 
and art is what I have adopied as my re-approach to life. The 
obstacles are everywhere and that is fine. But it is good to be 
surrounded by players who do it for the love of it again.” 

admits being encouraged by the boost to 
his confidence and he decided to stay 
and freelance. I le says. "I really wasn't 
into pursuing a record deal, so I first got 
involved in a band, getting paid for 
rehearsals and concerts. I was also good 
at doing transcriptions, which resulted in 
more work. And. 1 even did some 

playing stint in Denmark, then returned 
to L.A. to resume his freelance work. 
1 Ie's now playing with a local composer. 
Leslie Letven, who's signed to an 
independent label, and he's also doing a 
mixture of "casuals" and priv ate 
teaching: “Music has been able to 
prov ide me with enough income to stay 
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so far.” 
The “so far” is key here, because 

Brissette has been doing some soul-
searching, and it revolves around four 
things — crime, smog, traffic and the 
cost of living. He explains, “I know it’s 
hip to put L.A. down, but I’ve really 
been questioning the quality of life 
here, especially since my fiancee and 1 
are thinking of raising a family. My 
dilemma is that Los Angeles is the 
major leagues, and 1 know that because 
of my flexibility — I can read and 
arrange and know old tunes — I can 
make a living here. This place is all 
about opportunity, so it comes down to a 
question of lifestyle versus opportu¬ 
nity.” 

For Jean-Francois Brissette, who'd 
like nothing better than to make it in 
L.A., the negatives of the city of Angels 
might just be reaching breaking point. 

Keeping up the Canadian connection 

Subject. Suzan Morissette. Percussion¬ 

ist born in Quebec City. 1965 

Several Canadians have won awards at 
Ml, including Brissette and one of his 
fellow students, drummer Suzan 
Morissette. After completing her studies 
at Ml in Fall '89, Morissette was able to 
get another grant from the Quebec 
government to study privately for an 
additional year. 

She chose to stay in L.A., began 

gigging with a Top-40 trio and got a 
first-hand look at the city club scene. 
Given the fact there are literally 
thousands of bands trying to work the 
circuit, the on-going experience has 
been eye-opening, to say the least. 

Morissette, who now drums in 
Big Planet, a trio fronted by an cx-
Torontonian, says, “The scene is vers 
hard unless you do Fop 40. For original 
bands like ours, it’s really tough to find 
gigs where you can make money. This 
city is unique that way. Sometimes you 
get the door, but all it really does is 
cover your promotional costs and there’s 
nothing left over to get paid. With big 
clubs like the Roxy and Whiskey, you 
have to sell tickets; and if you don’t sell 
out, you end up paying to play. This 
happens all over the city. We try and 
showcase a couple of times a month to 
keep up exposure, but it can get so 
frustrating try ing to get attention.” 

But it’s not all frustration. In fact, 
she’s recently done some Latin percus¬ 
sion work for Mexican recording artist 
Elissa, who’s recording a pop album in 
Spanish; and she loves her present 
creative situation with Big Planet, 
saying, “We’re really playing for the love 
of music and we're so together in our 
effort to make it work. Bill is a pretty 
outrageous player and after having seen 
him. I felt fortunate that he even 
considered me. He had a lot of press 

having played solo and opening up for 
people like Suzanne Vega and Bobby 
McFerrin.” 

Subject bill White Acre. Composer/ 

(guitarist, born in Toronto. 1964 

The “Bill” Morrisette refers to is Bill 
White Acre, who took a summer course 
with jazz great Ralph Towner at Naropa 
Institute in Boulder, CO in 1984. 

During this time, he met his Ameri¬ 
can wife-to-be and decided to close up 
shop in Toronto, where he’d mostly 
played in Top 40 bands. He moved to 
L.A. at the end of ’88 with the intention 
of getting “a record deal and a profes¬ 
sional career underway.” 

He explains, “I came with demos, but 
turned down some indie offers because I 
figured all they’d be doing was putting 
the product out in return for taking a big 
piece of my life.” But things took an 
upswing when he was voted Southern 
California Guitarist of the Year in 1989 
by /LI.I/ magazine and KLSX radio: "It 
got me a lot of attention and an endorse¬ 
ment with Seymour Duncan.” 

After forming Big Planet, he won 
another talent contest sponsored by rock 
impresario Don Kirshner in New York in 
1990. He used the winnings to help 
write and record several songs. In fact, 
things kept building when he earned 
another endorsement, this time from 
Yamaha, which has resulted in him 
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-k z» doing various 
K ’ / i clinics on the 

fini manufacturer’s 
B VI behalf. Last year, 
¿1 V* he won the South-

l3G cm California 
Acoustic Guitar 

contest sponsored by the National 
Academy of Songwriting. But his most 
exciting project is the now completed 
Big Planet debut album, Naked. I Ie 
explains his goals: “First, we wanted to 
make an album we felt good about. 
Now, our job is to sell it to a major. It's 
never easy and it's often about timing, 
but there are a lot of things I've had 
access to that I wouldn't have had if I 
hadn’t been out here in California. I 
admit to being pretty naive when I came 
here, but I've learned that it’s very 
important to have your chops together; 
that is, understanding the music 
business and how things like publishing 
work. 

"You’ve also got to meet the right 
people. They’re not all schmucks out 
here, so networking with good people is 
key. I've lost a lot of my naivete, but it 
takes time growing out of some of your 
preconceptions. That involves being 
mature in your dealings and figuring out 
what’s reasonable to expect.” 

With the possibility of doing a short 
Dingo Boingo tour, the NAMM show 
(“I'll be at a few booths, including 

Yamaha and Seymour Duncan") and the 
album to sell, there's no other place 
White Acre would rather be. 
Managing and the art: of cooking 

Subject bob biumer, 

Manager/igourmet Cook born in 
Montreal, 195Q 
Jane Siberry’s manager. Bob 
Blumer, moved here almost 
four years ago, bought a 
house and stayed, explain¬ 
ing. “I used to live three 
blocks from Jane and three 
thousand miles from the 
record company. As for the move, I felt 
it was far more important to be on top of 
the label. If they don’t return a call. I 
drive down to their offices. Jane is a "big 
picture”-thinking artist, and knew it was 
in her best interest that I be here in L.A. 
It allows me to be more in the loop; for 
instance. Jane recently ended up on a 
film soundtrack because I was here for 
the opportunity. If you can get down 
here on a frequent basis, that's fine, but 
that old cliche holds true — out of sight, 
out of mind. Jane hasn't really popped 
but I strongly feel, at the end of the day. 
she av//break, and a lot of it will be 
because I am here." 

Blumer, who is now also managing 
Greg Penny, a producer who worked on 
two of k.d. king's albums, has used some 
of his other skills to further his profile. 

explaining, “I woke up one morning and 
decided to write a cookbook. I never 
even owned a cookbook in my life. 
Look, everyone here knows I'm crazy, 
but no one’s put me down for trying. 

L.A. is a land of opportu¬ 
nity and no one discour¬ 
ages you. Every valet 
parker has a script to sell or 
a demo tape. So, I wrote 
out all 25 recipes I knew, 
illustrated them and then 
recommended albums to 
listen to. It's called The 

bot blâmer Suma¡ Gounnet, has an 

initial run of 35,000 and one San 
Francisco reviewer said it could be one 
of the best “How To" cookbooks of the 
decade. Being a manager requires being 
a jack-of-aH-tradcs.” 

As for advice, Blumer suggests, 
"Don't move down here till you’re on a 
roll, because this can be an ugly town. 
There's an endless stream of people-
wanting to be discovered, but people in 
power are drawn to success. If they 
think you're hot, they want to work with 
you. I’m just finally feeling I'm into the 
flow now, but if I had to do it again, I 
would've waited until we were coming 
off some major success. Second, you 
should know how to use your momen¬ 
tum. You should work fast and perpetu¬ 
ate that perception. Anyone can break 
the rule, but if you’re on a roll, people 
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will think you're a player. David Geffen 
wrote that power was an illusion — it's 
the illusion that exists in another 
person's mind that gives you your 
power. " 

L.A Law 

Los Angeles-based Judith Wood offers 
tips and sheds some light on the 
legalities involved for Canadians wishing 
to work in the I .S. 

Wood, who specializes in immigration 
cases, has handled visas for a number of 
Canadian music people, including 
students. In fact, she’s spoken several 
times at the Musicians Institute about 
their options. She states there are three 
main ways of getting in: the first is 
through non-immigrant (“alphabet 
soup") status; the second is through 
immigrant ("getting married or acquir¬ 
ing labour certification") status; and the 
third option is through refugee status. 

Wood, who confesses that students 
“keep the music schools up and going", 
explains, "Most students get an M-l 
visa, but there's a problem with it 
because you can't easily change it. 1 
suggest students get an F-1 visa, which 
can potentially allow you to stay for up 
to eight years. 1'he same criteria are 
used for both M-l and F-1 visas. It's 
very’ much a monetary issue, dependent 
upon what support you have. In effect, 
the 1-1 visa offers more flexibility, like 

getting employ ment authorization or 
permission to work after a year. It also 
gives you time to set up your contacts 
and networks.” 

Getting what was once called the H-
visa (now called ()- or P-visa) is a little 
more complicated, and you're going to 
need a little help. 

You’re going to have to have some 
degree of fame, or be connected to 
someone with some clout who can 
petition for you. Having some places to 
perform, perhaps a tour or something, 
and a work contract will also help. Wood 
says, “You have to accumulate a portfo¬ 
lio of credits. It all has 
to do with reputation, 
and the bottom line is 
that the better you are, 
the easier it will be. 
Let’s face it — 
Immigration (INS) are 
a bunch of bureaucrats 
who are essentially on 
welfare. None are 
musicologists, and they 
don’t particularly care 
about your artistic endeavours. Getting 
through their red tape is very difficult. 
Having said that, it’s been my experi¬ 
ence that if you stick with it long 
enough, they’ll keel over.” 

In her seminars at music school 
Wood talks about some alternative 
options that may be available to stu-

k dents. She says, "Lots of them have 
■ other skills which could get them 
B working papers; they could be special¬ 

ized cooks or auto mechanics. I’d advise 
anyone to try immigrating through other 
ways. Of course, there’s always the 
option of marrying a U.S. citizen and a 
lot of Canadians have gotten here 
through the (visa) lottery. Basically, 
there are many ways to skin the cat. 
Don't give up." 

A Week, in the Life of Rpb Monkgomerif 

Rob Montgomery would fare well in 
Vegas because he understands that life 

is a crapshoot. For 
instance, take his 
good fortune in 
winning a trip to 
Holly wood courtesy 
of Canadian Musician 
and Musicians 
Institute. As founder 
and lead guitarist for 
Vancouver blues band 
Incognito, who 
recently released an 

independent CD. Montgomery spent a 
week in L.A. soaking up the music 
atmosphere, visiting the big U.S. labels 
and taking in various MI courses. 

1 Ie explains, "I was doing my PR. 
cruising around the Westex trade show 
and handling my commitments to String 
Master, a manufacturer I do some 
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I'he couple were set up in the elegant 
Roosevelt Hotel in central Hollywood 
along the “Walk of Eame” which might 

endorsements for. 
With our new CI), 
I was thinking 
about visiting L.A. 
to work the 
market. Anyway, 
my wife \ ivien is 

always filling out contest forms and we 
ended up winning the trip. I work hard 
at what I do and life has been good to 
me. but this was simply the luck of the 
draw and it speeded up my plans for 

have been a harbinger of things to come. 
Through one of its veteran guitar 
clinicians and counsellors, Roy Ashen, 
Ml had planned a full week for 
Montgomery with plenty of time to do 
his album shopping. He said, “It was a 
dream come true, a first-class trip." 

Each day would start with 
Montgomery calling up the A&R people 
from about 30 key major and independ¬ 
ent labels. Along with compiling a 
detailed and very presentable package 
(news release, backgrounder, press 
clippings, picture. Cl) and tape), he'd 
also done his homework before coming: 
“I’d talked to the Canadian labels and 

CANADA & USA 
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learned some tips on how to open doors 
in L.A. — let’s face it, they all have to 
answer to hear.” 

Even though he was well prepared, 
the labels are bombarded daily with 
tapes, etc., so it’s a bit like navigating a 
minefield to get through to the right 
people. Rob explains, “I had a contact 
name at Sony, but when 1 called, the 
receptionist was grossly rude, claiming 
not to know the guy. I figured, unless 
you know exactly who you want to speak 
to, you’re not going to get to first base. 
So, I called the head of A&R in Canada 
who not only steered me in the right 
direction, but mentioned I’d be calling 
to his counterpart in L.A. i'he key is to 
get inside somehow; for instance, 
through an old-time buddy of mine, I 
was able to get a line onto David 
Geffen. Even though there were no 
guarantees, all 1 wanted was an opportu¬ 
nity to make a presentation.” 

While Vivien was personally dropping 
off the packages. Rob was immersing 
himself in the musical ambience of 
Musicians Institute, also just off the 
Walk of Eame. 

Ml, which was founded in 1976, is 
open 24 hours a day and has 800-900 
students at any one time — ox er half arc-
foreign students, mostly from places like 
( lanada, Sweden and Japan. Courses are 
offered through five schools (guitar, 
bass, drums, keyboards and vocal) and 
students are promised a well-rounded 
education covering music, business and 
lifestyle. 

Even though he's an accomplished 
musician and writer. Rob praised Mi’s 
unique learning environment: "I had a 
chance to play with some of the teach¬ 
ers, including Roy, who's probably the 
most un-jaded L.A. type I’ve met. It was 
inspiring because of their positive 
attitude. Eor the student who knows 
what they want, one year here would be 
invaluable." 

In the evening, Rob checked out the 
live scene and was understandably 
disappointed for several reasons, saying, 
"Back home we have a good market 
which has allowed us to play all the time 
and work on our music. I’d hate to fall 
into the circuit here where you only play 
a couple of times a month. To be 
honest, we could kick the ass off the 
bands we saw. As for Incognito playing 
here, we don’t want to put the cart 
before the horse: we'd be interested in a 
showcase at the right time." 

One thing that was re-emphasized to 
Rob was taking care of business. A few 
years ago, he took some time off to learn 
the ropes, even working with a manage¬ 
ment company: “I didn’t want to be at 
the mercy of a second-rate booking 
agent or manager. Until you can find the 
right one, one who believes in you as 
much as you do, you might as well do it 
vourself.” 



And doing it himself is exactly what 
he’s doing back in Vancouver, adding, 
“I’m going to keep in touch with the 
L.A. contacts. I personally feel really 
good about Incognito’s product, but it’s 
going to take a little bit of luck, much 
like winning a contest. On the other 
hand, I figure you make your own luck 
and we're not going away.” 

Musicians Institute - Musicians 

immersed in music 

Texas-raised, but L.A. born Roy Ashen 
remembers hearing about Musicians 
Institute through word-of-mouth. He’d 
been a working guitarist in Texas, and 
came for an MI tour in 1988. He saw the 
name players teaching and stayed, 
saying, “It was the first time I’d been 
around a large group of players and not 
felt a sense of competition.” 

Now, as an MI counsellor, Ashen says 
the school should be used as an educa¬ 
tion in life and a springboard. “Our goal 
is to help the students understand 
what’s going to be expected of them in 
the profession. It’s like getting your 
vocabulary together: the more words you 
know, the better you’re going to be able 
to express yourself.” 

One Canadian grad, Jean Brissette, 
says of his MI experience, “I wanted to 
get closer to the city that was providing 
me with the music that I enjoyed 
listening to. I wanted to meet the 
players on the teaching staff and pursue 
a more hands-on approach, even though 
I’d been playing professionally for seven 
years in Quebec. Because of the 
international flavour of the school, I had 
lots of opportunities to play in different 
settings and be influenced by other 
cultural influences.” 

Taking off his MI hat, Ashen offers 
some tips and observations about 
making it in L.A. On showcasing: 
“There’s a certain excitement coming 
here to play, but there are ten thousand 
bands out here trying to conquer the 
world. That’s an education and an eye-
opener in itself, as is seeing how the 
business actually works. I feel, by and 
large, that A&R people aren't looking at 
L.A., they want to see what’s going on 
elsewhere. It’s easier getting a lot of 
press happening in your own market and 
then coming down here to showcase 
your talents. You don’t need to be based 
here and it’s more a full-time thing than 
relying on a lucky break." 

On getting attention: “It’s incredibly 
difficult getting through to the compa¬ 
nies. They’re fielding thousands of calls 
a day. You need a contact name and, 
even then, you have to expect getting a 
negative response eight or nine times 
out of ten. A&R people have to sign acts 
that arc going to sell. Everyone's been 
turned down hundreds of times. Having 
said that, if you're already here, stay. 
Patience and persistence is everything." 

On radio: “There are some new talent 
programs here, but L.A. also has some 
powerful stations that primarily play the 
‘classics’. For the most part, you’re not 
going to get an independent release 
playlisted here. I know that can happen 
in other cities like Toronto and Vancou¬ 
ver, so you might be better off spending 
the time in your own market building up 
a profile.” 

On the competition: “The Sunset 
Strip, where a lot of the bars and music-
related companies are located, is like the 
site for a boxing match. The majority of 
bands look like the next one and they’re 

all here duking it out. You have a much 
better chance if you develop some 
uniqueness and look like you have a 
career ahead of you. Perception is also 
everything.” 

The bottom line: “If you’re here, stay 
focused and persistent, then you can 
tear it up in L.A. If you’re not from here, 
use your hometown as a springboard. 
Whatever your approach, you've got to 
be a goal-setter.” 

Ashley Collie is a freelance writer who is 
currently based — where else —Hollywood, CA. 
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"Music Education?" 
It's almost a contradiction in personal beliefs and ideology for young 

individuals wishing to pursue a career in popular or rock music. You can 
almost hear the argument against it from any rocker worth his or her 

wattage who knows the history of pop music. 
Did Ronnie Hawkins ask to see Robbie Robertson's music diploma 

before asking him to join the Hawks? Pardon me, but did Neil Young earn 
a degree in music theory? Really? What was the name of the music’ 

academy the Sex Pistols attended? I seem to have forgotten it. Did the late 
great Bill Graham attend marketing classes to learn how to appropriately 

publicize Jimi Hendrix playing at the Filmore East? 

by Pearce Bannon 

■S MS 
FOCUS ON EDUCATION 

Truth be known, a formal education in music — 
whether in performance, the technical recording/ 
production end or the business side — is recom¬ 

mended by many professionals in the Canadian music 
industry. In discussing the topic with these people — 
players, managers, producers and A&R people — they will 
either commend the instruction they received in an accred¬ 
ited music education course or lament the fact that they had 
to spend years learning the hard way what they could have 
found out from an experienced teacher. 

Don't want to take my word for it? Then listen to the 
personal experience of Brian Allen, Vice President of A&R 
for Attic Records and Chairman of the Advisory Committee 
at Humber College. Allen has been involved in and has 
achieved success in many different facets of the music 

business. His past experiences have included co-writing the 
1985 Top Ten Billboard hit for Heart, "What About Love" 
(with Jim Vallance and Sheron Alton) and a stint as guitarist 
with the band Toronto. 

"No, I did not get any formal (music) education," says 
Allen, "and this is probably one of the biggest reasons for 
me being involved with an educational institute because 1 
feel sorry I didn't. I firmly believe in the grounding an 
education can bring to someone in their endeavours in any 
field." 

For any young person with an interest in music, the 
choices to further his or her education in that field are 
almost unlimited. There are schools and programs offering 
instruction in performance, production/engineering and 
business management and marketing. Each of these areas 
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can be broken down even 
further because the music 
industry today is made up of 
so many varied components. 
Key peripheral activities (such 
as merchandising, tour 
management and entertain¬ 
ment law) are not as immedi¬ 
ately obvious as career goals, 
but are all essential and 

Brian Allen 

lucrative parts of the music business. 
In Canada there are music programs and individual 

student is a player, more than likely they will choose an 
academic institution — either a community college or 
university — to study theory and to hone their performance 
skills. Most players are usually considering two career 
options. They either want to try and establish themselves as 
a professional working musician or they are aiming to 
become a music teacher in the elementary or secondary 
school system. 

"Most of the really talented students in my program are 
probably interested in music from the music education 
standpoint, and talk about going on to university majoring 
in music and becoming music teachers," says Tony 
Malkowski, Head of the Fine Arts, Music and Drama 
program at Essex District High School near Windsor, ON. 
"If they want to go into performing, you have to tell them 
right up front that it's an incredibly difficult field to break 
into." 

schools and institutions that complement the desires of 
those wishing to further their knowledge of music. The 
quality of these schools hinges on the competence and 
knowledge of the program directors and instructors; and 
can be measured by the praise of the students who have 

Malkowski, who has been teaching music for 25 years, 
said the choices for students wishing to further their 
education in music has mushroomed over the years. A 
program that he speaks highly of (as did several of the 
subjects interviewed for this article) is the music course 

completed the programs. 
Music is, of course, so much a part of our 

everyday lives that for most children it is an 
enjoyable participatory subject in elementary 
classes and a popular option for high school 
students. If the student continues with music 
studies after graduating from high school, they 
are obviously dedicated to their choice and are 
hoping to make a living from it. 

The important decision is which course of 
study, out of the many choices, will best suit the 
music enthusiast's career aspirations. If the 

Brian Lillos, Director 
offered at Humber College in Toronto. 

Tony Malkowski 

of the Humber Jazz 
Studies/Commercial 
Music program is 
proud of the many 
compliments that the 
music school receives. 
Humber was one of the 
first academic institu¬ 
tions in Canada to offer 
courses in jazz per-
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formante. The program, now in its 
twentieth year, is taught by working 
musicians to classes designed for 
instruction in jazz arranging, compos¬ 
ing, improvising and ensemble 
performance. The emphasis is on the 
performing musician, rather than on 
the academic musician. It is, as Lillos 
says, a player's school. 

Students applying for the three-year 
program must pass an audition in 
order to be accepted. Once in, they are 
working with full- and part-time 
teaching staff whose first love is 
making music. "Everybody's a player. 
You have to play to be on the faculty," 
says Lillos. 
Young musicians come to Humber 

aware of its reputation, and are 
prepared to get the most out of their 

The Jeff Healey Band 

three years. "I find the respect level of 
the students is extremely high," notes 
Lillos. "The age of the students is really 
varied. There are kids coming right out 
of high school, and we have many 
between 25 to 35 years of age that have 
a university degree and are not happy 
with the way they are playing. They 
are very mature in their approach. 
They don't put themselves down, they 
don't beat themselves up, they don't 
get bummed out. But they're not 
arrogant." 

The school has its share of big 
names — not only as teachers, but also 
in its graduates, many who have 
returned over the years to teach. Past 
Humber grads include musicians Jeff 
Healey, Holly Cole and Rik Emmett. 

Interestingly, at the request of an 
Advisory Committee (chaired by Brian 
Allen) made up of alumni and music 
business professionals, a marketing 
and production course will be started 
this fall. Lillos describes the course as a 
"touch of reality" the school needs. 

"I think what happens is that you 
get your performance skills ready 
enough to work, but just like an athlete 
that gets their skills ready enough to 
play in the major leagues, once you 
start to make a living, you don't know 



how to manage it and how to stay on 
top," explained Lillos. "And you don't 
realize that the industry is evolving 
faster than you can imagine. In five 
years, whatever skills you have may be 
obsolete. 

"The concerns of the alumni, 
overwhelmingly, was that they wanted 
more information on how to survive in 
this business, because music is a 
business. They felt they needed those 
skills and I think the people that teach 
those skills are on the edge of market¬ 

ing-” 
Allen says the 

course will show 
players that there 
are many ways to 
make a living in the 
music business. "If 
anybody had asked 
me ten years ago, 
'Brian what do 
you think you 

Rik Emmett 

will be doing 
ten years 
from now?' it 
would not have 
been sitting in 
this position." 

Chip Suther¬ 
land, an enter¬ 
tainment lawyer 
and manager of 
the Halifax 
group Sloan, 
sees a great 
benefit in 
providing Holly Cole 
practical courses about the business 
side of music to musicians who are 
now taking a much greater interest in 
their financial well- being. 

"At a place like Humber, it would 
seem essential to have a half-term just 
talking about how you can get in and 
out of trouble with record companies, 
who's reputable and how can you sniff 
out a disreputable (industry) player. 

"I think artists want to be more in 
control of themselves, 1 think they can 
definitely benefit from just being told 
where the scene is and understanding 
how it works because it is such a 
strange business — it doesn't make 
any sense." For those who may know 
their music history, consider the "Wish 
I'd of Known" lament sung bv one¬ 
time financially naive performers such 
as Pete Townshend, Paul McCartney 
and John Lydon. 

For players whose interest lies in 
classical music, Mount Allison Univer¬ 
sity in New Brunswick is one of 
several institutions they might con¬ 
sider. Dr. Jim Code, Head of the music 
department at Mount Allison and the 
Chair of the Standing Committee of 
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Institutional Members of the Canadian 
University Music Society, says that 
most of the students are studying to 
become music teachers. Because that is 
the primary goal of the majority of the 
student body, Mount Allison has set 
up a music program that is taught in 

Don Christensen 
in educa¬ 

tion. "Many of them will find work in 
the province," says Code, "usually as 
elementary or secondary school 
teachers." 

When asked about job opportunities 
for students wishing to play profes¬ 
sionally, Dr. Code will quickly say that 
there are very few openings in Canada 
for classical performers. "There are 
only so many large urban centres that 
can support a symphony or stage an 
opera," says Dr. Code. "And even if a 
student does make it on to a city 
symphony, the pay is very poor." 

Private institutions can offer musi¬ 
cians courses not only in performance, 
but in recording techniques and 
business practices as well. Once again, 
the student should examine the course 
curriculum carefully to determine if it 
is the right school for them. They 
should also look at the professional 
background of the teachers involved 
and check to see if it is an accredited 
program recognized by the provincial 
education ministry. 

Don Christensen, manager of former 
Blue Rodeo keyboardist Bobby 
Wiseman and Toronto act Change of 
Heart, began his own company, Noise 
Management, shortly after he com¬ 
pleted his studies. He says that the 
high cost of tuition at most private 
schools almost demands that the 
interested individual investigate the 
establishment very carefully before 
committing themselves to a program 
where they may not get their money's 
worth. 

"My advice for anyone who is 
considering any music education 
course — whether it be in business or 

tion with 
the 
education 
program. 
Graduates 
of the five-
year 
program 
receive 
both a 
Bachelor's 
degree in 
music and 



producing and engineering — is to do 
as much research on the institution as 
you can before you sign up, because 
they are not all created equal. 

"With the first school I attended, I 
didn't really do the research on it that I 
should have, and I feel that I wasted 
quite a lot of money and time going 
there." Christensen continued his 
studies in management at the Harris 
Institute for the Arts, located in 
downtown Toronto. There he found 
the program fulfilled his educational 
needs because the instructors were 
industry professionals who have taken 
the time to come in and be part of the 
teaching faculty. 

Christensen found the most benefi¬ 
cial experience at Harris to be their 
internship program. For six weeks, the 
student works in a voluntary position 
within the industry, learning as much 
as possible within that short period of 
time. The purpose of the work term is 
to give the student some "real world" 
experience, and the opportunity to 
make a favourable impression on 
people who, if they are not hiring, can 
at the least be used as a great reference. 

"If anybody enters into a program 
like that, I suggest they don't sit back 
and watch what they will be doing," 
says Christensen. "Try to make the 
most of it and make yourself totally 
necessary. In a lot of cases, the result is 
an actual job which is what happened 
to me and many of my classmates." 

Kevin Leflar of Childsplay Manage¬ 
ment, who handles the Sattelites and 
Big House, also found the internship 
component of the management 
program at the Trebas Institute the 
most useful element of his education. 
Coming from a university background, 
he believes there is merit in getting a 
formal education in music manage¬ 
ment. "It gives you a sense of the big 
picture before you jump into it. Like 
any industry, if you just jump into it, 
you learn about things piece by piece 
and eventually, after 30 years of 
experience, have put together how the 
whole industry works ... but starting 
out with that "big picture" mentality as 
a manager helped me guide the careers 
of my musicians a lot better because I 
was able to say, T understand, I've 
taken a contracts course, I know how 
in theory this is supposed to apply.'" 

Like many of the students in 
management and recording/produc-
tion classes, both Leflar and 
Christensen are former players who 
became frustrated after several years of 
practising and travelling on the road, 
trying to succeed as performers and 
instead, looked for another entrance 
into the industry. 

The Harris Institute for the Arts 

offers both a producing/ 
engineering program and 
a recording arts manage¬ 
ment program. Both 
program curriculums are 
designed to give the 
student a well-rounded 
education and to develop 
a broad range of practical 
skills. Students taking the 
producing/engineering 
program receive instruc¬ 
tion in studio mechanics, 
music publishing, copy¬ 
rights, contracts, music 

marketing music 
theory, and composition 
and arranging. TTie 
recording arts manage¬ 
ment program covers 
diverse management 
functions like concert 
promotion, record 
distribution, artist 
management, contracts, 
music publishing, 
publicity and public 
relations. Both courses 
are one full year in 
length. 
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John Harris, founder and director of the institute, believes 
that what is taught by his instructors — all working the field 
— will greatly benefit the student learning about the many 
aspects of the music business. "Traditionally, most people 
getting into the music industry have had to learn by trial 
and error and that's been disastrous. So we're 
hoping to give people the tools to begin and 
continue a long, lasting career.” 

David P. Leonard, director and founder of 
the Trebas Institute with schools in Montreal, 
Toronto, Vancouver and Los Angeles, also 
offers programs in recording and music 
management along with film and television 
production. 

One of the programs being planned by 
Leonard and his curriculum advisor for the 
near future — one he is very excited about — 
is the interactive multimedia course. When 
completed, the program will offer studies in 
such areas as corporate communications, advertising/media 
production and virtual reality. Leonard sees openings for 
music students in all of these emerging fields and is optimis¬ 
tic about the future career opportunities for his graduates. 
However, he states that it is important that a student realize 
that his first job will not be playing bass for the Rolling 
Stones. Leonard says that there are well paying jobs in 
public relations, theme parks, advertising and corporate 
films. If the student can get over any pretensions that they 
may have of themselves as a "pure" artist, and realize that 

the more commercial areas of the music business provide a 
steady income, they will do well. "Part of our job is to paint 
the reality very quickly in the first few weeks that the road 
to success is not paved with gold. You're not going to be 
working on a rock star's record as senior engineer when you 
first start out... you may work in a studio that does 
commercial radio spots." 

Leonard says that another reason students should not 
place all their goals in the pop/rock basket is because of the 

reality of the business. "The clients that pay 
their bills reliably are the advertising agencies 
and corporate firms ... a studio is a business, 
and we try to make our students understand 
that." 

Like many of their fellow countrymen, 
Canadian musicians will look south to the 
United States for employment opportunities. 
It's only natural for anyone with a desire to 
make it in the music business to look to the 
States as our country's industry is so inter¬ 
connected with U.S. activities and because the 
industry there is large and very lucrative. 

The Director of Education at one of the most 
prominent music schools in North America, the Musicians 
Institute (MI) in Hollywood, CA, is former Winnipeg 
resident Tom Bartlette. Artists who have appeared at MI as 
guests include Neil Peart, Steve Vai, Eddie Van Halen, John 
Entwistle and other famous and legendary players. Bartlette, 
a 1982 graduate from the program, was made Director of 
Education in 1987. Although he has lived in the U.S. for well 
over ten years, Bartlette has remained a Canadian citizen. "I 
was born in Winnipeg, and I'm the director of education at 
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FINDING YOUR OWN WAY 
Considering the equipment now used in most major recording studios, it would seem a 
given that anyone interested in that area of music should take a formal course in production 
and engineering. Yet the professional experiences of Richard Chycki are a good argument 
against that assumption. 

Chycki has received no formal instruction for working in a modern state-of-the-art studio. 
Yet he has worked through his production company, Captain Communications, with such 
music luminaries as Sue Medley, Andrew Cash, The Jeff Healey Band, Sebastian Bach 
and the Leslie Spit Treeo. As well as his forays into the field of the producer/engineer, 
Chycki has also cut out quite a career for himself as a music journalist, and is a regular 
contributor to Canadian Musician and Professional Sound magazines. Not only does he 
write technical and feature articles, he also conducts many of the product tests tor the 
publications. 

Chycki initially learned most of his studio skills by recording with his former band, Winter 
Rose, and later, by constantly reading magazines, textbooks and manuals that profile the 
latest in studio equipment and production techniques. 

“It’s all hands-on,” says Chycki about his “informal" education. “A lot of it is just reading 
and staying on top of the technology that's out there. It's staying on top of what people want." 

Now for all potential studio technicians reading this, don't start smiling and rubbing your 
hands together figuring you have basically been told not to spend a pile of money on tuition 
at a private institute. Chycki does believe an education is essential for those wishing to learn 
studio production. But he points out that an education is what you make of it— you have to 
leave the program open-minded with the desire to keep learning. He also cautions musi¬ 
cians to make sure that the school they apply to provides the kind of technical instruction 
that they want; and that it complements recording techniques and equipment that are 
currently being used. “The applications have to match the type of music that you're going to 
be doing. An example is, you should definitely have experience in digital recording because 
the majority of recording is going that way these days.” 

Chycki has found that with some production school graduates, once they get into a 

professional recording studio, they 
have to “unlearn" much of what they 
were taught in class. “A lot of modern 
recording goes against the rules or what 
the books deem as being ‘correct’.” 
When a producer is working with a mu¬ 
sician or a band, Chycki explains, get¬ 
ting the sound that the artist wants over¬ 
rides any concern about proper studio 
procedure. “That’s the bottom line when 
you’re done. The artist is going ‘That 
sounds great’ and people are buying 
records. And that’s really what the bot¬ 
tom line is.” 

Rob Affuso 
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Musicians Institute in Los Angeles, 
which tells you that there is a lot of 
opportunity for Canadians in the 
States. Anything is possible here. As 
long as you have the drive, the ambi¬ 
tion and the background, you can do a 
lot." 

Ultimately, the decision of whether 
or not to pursue your interest in music 
through a formal education is similar 
to the dilemma faced by most young 
Canadians who are finishing high 
school or their undergraduate studies. 
The individual has to think seriously 
about their career goals and decide on 
which area of their personal interest 
they wish to focus their study. They 
should inquire about the many music 
programs offered across Canada by 
picking up a course calendar and 
talking to the instructors, students and 
graduates before making a choice. 
Once registered in a course of study, 
they must commit themselves to learn 
as much as they can, because they are 
hoping to enter a profession that has 
become increasingly competitive. The 
good news is that those whose skills 
are adaptable will never be faced with 
limited job opportunities. 

Tom Bartlette 

For those not interested in getting a 
formal music education, preferring 
instead the simple enjoyment of 
playing an instrument or playing for 
friends, probably the words of high 
school teacher Tony Malkowski sum it 
up best: "I think the great thing is the 
student that puts away the horn, the 
clarinet or whatever music instrument 
for awhile, then a few years later will 
invariably come back to it. And the 
reason they come back to it is because 
it provides so much personal enjoy¬ 
ment." ■ 

Pearce Bannon is a staff writer for the Essex Free 
Press in Windsor, OÑ. 
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*WIDI SPEAK 
he uses of MIDI have evolved so 
much over the last few years that to-

Basic Channel: The channel that an instru¬ 
ment is assigned to when it is first powered 
up. Normal default channel is channel one. 
Bulk Dump: A method of transmitting the 
entire memory contents of one MIDI instru¬ 
ment to another (memory-card, computer or 
sequencer) for editing or storage. 
Channels: 01-16 MIDI channels. Each chan¬ 
nel can transmit or receive all MIDI mes-

of three subgroups: Common: Real Time: 
anil Exclusive. 
Common: non-real time synchronization 
messages like those used with MTC. 
Real Time: time critical messages such as 
start, stop and continue. 
Exclusive: a message which is specific (sam¬ 
ple dump, manufacturer ID etc.) to each de¬ 
vice. but can be user-accessed and manipu¬ 
lated via MIDI. 

standard implemented in MIDI. The clock 
operates at a rate of 24 parts per quarternote 
and is used for basic synchronization be¬ 
tween sequencers, drum machines and tape 
recorder auto-locators. 
MIDI TimeCode (MTC): A MIDI interpre¬ 
tation of SMPTE used to synchronize MIDI 
devices to a SMPTE frame rate. 
Monophonic Instrument: An instrument 
that can only play or receive one sound or 
voice at a time. 
Multi-Timbral Instrument: An instrument 
that can play several presets simultaneously. 
Using a sequencer, it is possible to create 
multi-instrument tracks from a single instru¬ 
ment. 
Patch: Also known as a preset or program. 
Polyphonic Instrument: An instrument that 
when played, can produce more than one 
note or voice simultaneously. 
Program Change: A message used to 
change presets in real time via a sequencer or 
master controller. 
Sample: A digital recording which is a con¬ 
version of analog sound into a representative 
binary code. This is a process called A/D to 
D/A conversion. The process is reversed 
upon playback in order to reproduce the 
sounds. 
Sample Dump Standard: A file format that 
allows different brands and models of sam¬ 
plers and computer software to accurately 
exchange sampled sound data via MIDI. 
Sampler: A dev ice that can record, manipu¬ 
late and store digital sound recordings. 

keyboardists who have had the advantage of 
growing along with the technology. Whether 
you're a vocalist, wind player, drummer, gui¬ 
tarist or a songwriter, there is a multitude of 
hardware and software products available to 
enhance and expand your creativity. 

Those of you who have little or no experi¬ 
ence with the technology have probably been 
in awe over some of the products you’ve 
seen in local music stores or advertised in 
magazines: and no doubt, confused over 
where to begin in understanding some of the 
terminology used in describing this technolo¬ 
gy's capabilities. 

Not only is MIDI a hard concept for some 
musicians to grasp, it's like learning a new 
language. Have you ever been inside a store 
and just stood there agreeing with the MIDI 
product specialist as he extolls the virtues of 
"MIDI product X" using completely foreign 
terms, and never stopped him to ask. "What 
are vou saving?" The main problem of not 
understanding the language and walking 
away frustrated after such an encounter is 
that you perpetuate this cycle of confusion 
that only adds to your intimidation of MIDI. 

It seems certain terminology comes up re¬ 
peatedly. and in this column I will attempt to 
create a "quick fix" bag of MIDI terms for 
vour use. This is by no means the end all of 
the MIDI language, but should serve to shed 
some light on those more common terms 
you'll come across when reading product 
descriptions or watching demos. 

port. The first MIDI device uses the MIDI 
OUT into the second MIDI device and then 
the MIDI THRU port is used for connecting 
additional devices into the the chain. 
Data: MIDI code transmitted through the 
MIDI interface. May also be called a data 
stream. 
Data Filtering: A process used to filter out 
various types of incoming MIDI messages. 
Defaults: These are the original manufactur¬ 
er's settings to which electronic devices re¬ 
turn when reset or initialized. 
Digital: A method of defining data using 
numbers (digits). MIDI data is sent in binary 
eode (a numerical system using the values 
"0" and "I") in bits (on or off messages) 
compiled into units of eight called bytes. 
Interface: A connection between MIDI de¬ 
vices used to create an electronic musical 
network. 
Local Control: Allows an instrument to have 
its physical inputs disconnected so it doesn't 
sound when its own inputs are struck: but at 
the same time, allowing it to be played by a 
master controller or to function as a master 
controller playing other instruments. 
Manufacturer's ID: An electronic identifi¬ 
cation number issued to each manufacturer 
for implementing proprietary messages tor 
their various instruments. 
Master Controller: Also known as the 
"motherboard", this is any MIDI device that 
controls other devices known as "slaves". 
The master controller may or may not have 
sounds of its own. but is always found first at 
the beginning of the chain. 
MIDI Computer Interface: A dev ice that 
provides connections (MIDI INs and OUTs) 
between computers and MIDI instruments. 
Atari computers have them built in. PC com¬ 
puters usually have a card connected to a 
MIDI box and Macintosh computers have 
the MIDI interface connected through the 
modem port. 
MIDI File Dump Standard: A computer 
file dump standard that allows sequencer files 
to be stored in a common format and shared 

sages independently and simultaneously with 
all other channels. 
Clock Rate: The rate of resolution used by a 
sequencer or synchronization system. MIDI 
clock rate is 24 parts per quarternote. 
Control Change: A MIDI message that is 
generated by a continuous controller, such as 
a pedal or mod wheel. There are 3 types of 
commands which are sent using control 
change: MIDI channel (number that the con¬ 
troller message is to be sent on): ID (number 
of the controller to be used); and Assigned 
(controller's range or values). 
Daisy Chain: A connection of two or more 
MIDI instruments usine the MIDI THRU 

among different brands of sequencers. 
MIDI Merger: A dev ice used for combining 
two or more incoming MIDI data streams 
into one. 
MIDI Message: A command; data that is 
transmitted via MIDI. 
MIDI Note Number: All MIDI keyboards 
have specific keynote numbers (0-127) that 
are shared by all MIDI dev ices. 
MIDI Sequencer: A recorder dev ice used to 
store, manipulate and playback MIDI data. 
There are specific dedicated hardware 
sequencers as well as software and MIDI 
interfaces for personal computers. 
MIDI Sv nc: The internal synchronization 

Hopefully this glossary w ill make you feel 
more prepared when rapping with the "MIDI 
Gods"; and if you don't understand some¬ 
thing. remember, all you have to do is ask! 
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Soundchecks are probably the single 
most hated thing in the live sound in¬ 

dustry. From the seemingly endless "check 
1-2” to the pound of the kick drum (and 
the constant, out-of-control feedback), 
soundchecks can drive everybody involved 
close to insanity! 

Every sound engineer has developed their 
own way of conducting soundchecks. Some 
use a familiar high quality cassette or CD, 
some an analyzer and some use a micro¬ 
phone. The speed in which you perform your 
soundcheck will be equally proportionate to 
the level of organization and preparation you 
take before involving the band. I'll explain 
the method that works best for me. 

I’ve found that almost every type of sys¬ 
tem has its own particular characteristics, re¬ 
gardless of power or placement. With a live 
rock n‘ roll program, a typical 3-way horn-
loaded component system utilizing two or 
three bass bins loaded with 15" drivers will 
almost always require a major dB cut at 100 
Hz to eliminate the boxiness found with this 
particular type of system. Although dual 12" 
mids are relatively flat, most enclosures will 
have a midrange honk around 400-500 Hz. 
Most system owners have chosen to go with 
the J BI. bi-radial horn. With a frequency re¬ 
sponse of 800 Hz-20 kHz +/- 3dB. this high 
frequency horn equipped with a 2445.1 dia¬ 
phragm is one of the most popular choices 
for high end reinforcement. These will re¬ 
quire a slight cut around 4-5 kHz to reduce 
the harshness and a 3 to 6dB boost in the 12 
kHz region to compensate for the reduced 
amplitude in this area. Most front-loaded subs 
generally require a 3 to 6dB boost around 60 
Hz to bring out that real warm bottom end. 
Although this is a generalization. EQing in 
these areas prior to starting soundcheck will 
help minimize your time. 

Determine which channels will be routed 
to what particular subgroup and decide on 
what channels you'll be inserting compres¬ 
sors and gates. Once this is done, you can 
start presetting your rails. 

Eead vocals will always be the loudest in¬ 
formation in the mix. thus I've chosen to use 
the lead singer's microphone and channel to 
equalize the system. In doing this, it's impor¬ 
tant that you use the exact mic the singer will 
be using during the performance. Even the 
same model of microphone w ill have slight 
variances in their characteristics. Before turn¬ 
ing up the volume, it's important that you 
solo the channel and set your input gain to 
read 0VU. I've found that in almost every 
case, a vocal channel will require the activa¬ 

tion of the low end roll off and a fair amount 
of cut in the low and low mid on the rail. If 
you're going to insert a compressor on the 
vocalist's channel, this should be set up at the 
same time you EQ your vocal, keeping in 
mind that all of this will effect the reading on 
your meter. Be sure to give a good strong 
signal into the mic. Now that you've done 
this, bring up the fader and have a listen. I 
find a lot of technicians tend to bring the vol¬ 
ume far above the level at which they will be 
operating during the show and start to pull 
out all kinds of frequencies on their FOH 
graphs to eliminate the feedback. Rather than 
doing this, determine an approximate level 
you'll be operating at and work from there. 
There's no sense in removing these frequen¬ 
cies if you'll never be loud enough to cause 
them to regenerate in the first place. If you 
find that you're having a problem in one large 
area, you may want to turn down that particu¬ 
lar output volume on your crossover rather 
than going to your equalizer to eliminate a 
problem in that region. 

Once I'm happy with the way my lead vo¬ 
cal channel sounds. I ll set the rest of the 
vocal channels up the same way if the rest of 
the singers are using the same microphones. 
Remember, this is just an approximation and 
there will still be some equalization required 
to accommodate the various tonality charac¬ 
teristics in the individual voices. 

1 find that guitar channels and vocal chan¬ 
nels tend to look relatively similar, so I II 
preset these rails the same. If you don't re¬ 
move the real lows (anything below 80 Hz) 
and cut the low mids (100-250 Hz) 3 to 6dB. 
all you'll get is some serious low end feed¬ 
back off the E and A strings w hen sound¬ 
checking acoustics. 

Keyboards generally require a boost at 10-
12 kHz and 4-5 kHz. so presetting these rails 
in this way can minimize your time sound¬ 
checking multiple keyboard rigs. You can 
leave your low mids and lows flat for now. 
but be careful of the subsonics in some of the 
patches when you start to bring up the rail. 

In the case of bass guitars, giving a good 
6dB boost at 1 kHz and a 3dB cut around 250 
Hz generally gives me a good starting point 
to work from. I usually find myself using the 
low end shelving function to eliminate a lot 
of unwanted rumble. 

Presetting your drum rails is where you 
can really save some time and eliminate both¬ 
ersome repetitive beatings on the individual 
drums. Most technicians will start their 
soundcheck with the drums first, so this area 
is most important. 

Beginning with the kick drum. I normally 
boost the highest point (commonly fixed at 
10 or 12 kHz) about lOdB. This ensures a 
nice sweet attack on the kick drum. Keep in 
mind this will vary from mic to mic. Most 
house venues will usually have at least one 
Sennheiser 421 for the kick, so I'll use this 
particular mic in my generalization. In most 
cases, I find myself removing the low mids 
almost totally around 100-150 Hz. This will 
eliminate any boxy or cardboard-type sound, 
characteristic of most kick drums. The low 
shelving (usually set around 60 Hz) is left 
flat until you have a chance to see exactly 
how much low end is provided by the system 
and the kick drum itself. The high mids are 
the most tricky of all. In the case of fixed 
EQing (set around 2-2.5 kHz). 1 find it is 
necessary to cut this point 3 to 6dB. Depend¬ 
ing on the drum, I either boost the 4-6 kHz 
region (to give more attack) or cut at the 1 
kHz region to eliminate the ciacky sound (if 1 
have the luxury of a sweepable mid). For the 
purposes of presetting the rail, it's probably 
best to leave the high mids flat until you have 
a listen. If you have noise gates, insert one on 
this channel. It will give you a lot more con¬ 
trol over the overtones and allow you to get a 
louder, tighter kick sound. A good sounding 
kick drum can make or break your mix. Too 
much attack can cause your mix to seem 
harsh and not enough can make it sound 
muddy. Sound techs generally build their mix 
starting with the kick and layer everything 
else around it. 

Snare drums are probably the hardest rail 
to preset. I personally like a fairly fat-sound¬ 
ing snare sound with a nice crisp attack. 
Because the SM57 is a fairly common and 
reasonably-priced microphone, they're usu¬ 
ally found in most house systems, so I'll refer 
to this particular mic when talking about 
snares and toms. In most cases with snare 
drums. 60 Hz will cause more rumble than 
anything, so a reduction in this area will 
eliminate the problem. If the board you're 
using is equipped with a low shelving fea¬ 
ture. engaging this will also eliminate this 
problem. 

When it comes to toms, dialing up your 
10-12 kHz region about 6dB will give you a 
decent amount of attack to start with. Using 
your low end roll off will help you control a 
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continues... 

lot of unwanted rumble with smaller toms. If 
you have noise gates, use them, they make 
life so much easier. If I have sweepable low 
mids, setting the frequency around 150 Hz 
will usually hone in on the area 1'11 need to 
boost or cut, depending on the strength or 
weakness in the sound of a particular tom. 
As far as the high mid goes, you may as well 
leave it flat until you hear the drum ampli¬ 
fied. 

In the case of cymbals and hi-hats, I take 
all the low and low mid right out of the rails. 
Frequencies below 2 kHz just cause a lot of 
rumble and will usually pick up undesirable 
vibrations from the rest of the kit. 

If you have particular effects settings that 
you'll be using, program them in before get¬ 
ting the band up. By doing this, you'll be 
ready to do a couple of songs once the indi¬ 
vidual instruments have been checked. 

Before starting soundcheck, inform the 
musicians of the order in which you'll be 
needing them on stage. This will save some 
time and avoid confusion as to who will be 
needed next. 

1 always start with the drummer, then the 
bass player. This allows me to get the bottom 
end under control and do any fine tuning on 
the graph that may be needed in this area. 
This also gives the club owner the opportu¬ 
nity to tell me to turn it down. Better now 
than after I soundcheck the rest of the band. 
Doing the keyboards next gives the guitarists 
a chance to tune up and prepare for their turn. 
If one of the guitarists is also playing an 
acoustic guitar, soundcheck him first. I Ie can 
prepare the acoustic so it's ready after you've 
finished the second guitarist. 

Once you've finished off all the instru¬ 
ments, get your vocalists to do a quick check 
on their mies. PFL the channels first to get a 
OdB reading on the meters before bringing 
up the faders. 

Now that all of the individual sounds have 
been set. get the band to play a song and 
create your mix. 

The most valuable part about presetting 
your mixer will become evident when you 
run into a situation where the band misses 
their scheduled time and you don't get a 
soundcheck. At least this way you can feel 
confident the first song won't be a complete 
write-off. 

Once you see the way the rest of the rails 
end up in relationship to the lead singer's 
channel with your particular voice as a refer¬ 
ence, you'll develop a pattern that will work 
from show to show. 

1 realize that much of this is a generaliza¬ 
tion. but it's a method that works for me. Use 
it more as a guideline for creating your own 
system. The main point is to develop a sys¬ 
tematic way that works for you and achieves 
what you want with minimal inconvenience 
to both the musicians and the patrons. ■ 

AFFORDABLE DIGITAL EXCELLENCE 

With the Studer D740 CD-R Recorder, you can record Compact Discs in your own studio. 
The possibilities are endless — Music Mixes, Commercial Spot Compilations, Custom Sound 
Effect Libraries, and more. 

The D740 provides total flexibility, with balanced and unbalanced Analog and Digital inputs 
and outputs. In conjunction with the Studer D780 R-Dat Recorder, fully automated CD 
recording is possible. Of course the affordable Studer D740 offers the unsurpassed sonic 
quality that has been a Studer tradition for over 40 years. 

For more information, 
call or fax today: 

STUDER 
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hear; anil 
as much 
as is prac¬ 

tical. feeling connected to what is happen¬ 

ing in the control room. Good communication is the key to achiev¬ 
ing all of these. 

First, it is the aim of pre-production to make sure that everyone 
is familiar and comfortable with the material. The drummer won't 
play that killer fill into the chorus if he doesn't know where the 
chorus is. Here I find it fairly useless to shout "Chorus, you stupid 
bastard!" into the talkback while he's playing. Try to do any re¬ 
writing or re-arranging before you get near the studio, partly be¬ 
cause studio rates make for very expensive rehearsal time and partly 
because it screws the performers' psyche. 

Once you are in the studio, do whatever it takes to be comfort¬ 
able. To the inexperienced, a stint in a studio can be a pretty daunt¬ 
ing prospect, so walk around, ask questions, get familiar with the 
layout. Maybe a beer or a coffee or a trip to the washroom would 
loosen the thumbscrews. 

Where you are positioned to record can be a compromise be¬ 
tween where you would like to sing (the studio shower) and where 
the engineer would like you to sing (the stair cupboard). Discuss it 
and go for whatever gets that killer performance. 

If you play an electric instrument, you have the option of playing 
in the control room. This allows you to drink beer, sit in the comfy 
seat, crank up the monitors and talk to the engineer/producer (who 
should make sure he brought his ear plugs). However, if you 
are used to playing as a band in a cramped space, then you will 

recording, 
talkback 

conies an 

portant connection 

O f all the thousands of knobs, faders and buttons on your 
average mixing console, one of the most important to the 

success ol a recording session is quietly tucked away in the corner 
of the board, with no flashing lights and no fanfare — the talkback. 

This is the button the engineer pushes to announce to you. the 
recording musician, that the pizza has arrived, that you're singing 
flat, that you're fired or other helpful words of encouragement. 

This article focuses on the reasons why this innocent little button 
and the communication process it is a part of. is so important in 
achieving the results we all hope for. 

First, here is an easy question: what is the basic objective of a 
recording session? To drink beer and crank up the big monitors, we 
cry, but no. It is to capture an artist's performance on tape. But not 
just any performance. We need the best this artist can give. And 
how do we get that performance from you. the 
artist? 

We need you relaxed and happy: 
relaxed with the material to be 
recorded; relaxed in the studio 
environment; comfort¬ 
able with where 
you are sitting/ 
standing/lying; 
comfortable 
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tween you. the recording process and the rest of the world. It is 
very frustrating to finish the best performance of your life and watch 
the band, the record company and your mom discuss it (and the 
football results) without you hearing them. Insist on being told what 
is happening from technical problems to criticisms. 

So. while you are doing your thing, the rest of the studio should 
be geared towards making that as good a thing as possible, and 
good communication will make it happen. Of course, demanding 
the ridiculous in order to "catch the vibe", like a flaming goat skull 
or naked dancing girls, will bring forth mirth from the engineer, 
and lose you a lot of respect, so discretion is advised. 

Lastly, while the world revolves around you when you are re¬ 
cording. it does not when you stop. Respect your fellow travellers. 
Happy Recording! 

probably perform best standing within smelling distance of each 
other. 

Once you are into record mode, the talkback becomes the main 
instrument for making you happy. At this point, the producer/engi-
neer should be asking you what you need. 

Maybe you need the control room cleared. Maybe you don't per¬ 
form too well with the head of the record company, the rest of the 
band and your mom sitting in there, scrutinizing. 

If the pizza arrives and you are in the throes of a genius perform¬ 
ance. tell the band to go stuff themselves in the other room and 
leave you to it. 

Maybe you don't perform well with that strip light in vour face. 
It's time to bring the living room lamp in. 

If you hate singing with headphones on. try a pair of Auratones, 
out of phase and facing you to get that "Karaoke vibe". 

If you wear headphones, talk to the engineer to make sure 
that what you're hearing is what you want to hear. If the sax 
player can only hear a wall of distorted guitar, he will wail 

like a lost sheep. If the drummer can only hear the 
thwack-konk of his click track, he will not let rip 

'•■th his best Keith Moon. If the engineer 
tells you that you are constantly sing¬ 

ing out of tune, get him to alter 
e amount or type of 
reverb. It can make a 

big difference. 

When you are 
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We re not one to throw stones. However, 

big mixers with zillions of knobs and 

switches may be impressive on stage for 

rock acts, but for broadcast work, post 

production, theatrical productions and 

similar applications, they're overkill -

and probably just a little over budget. 

When you need expandability, cost-

effectiveness and a compact size consider 

the DCM-100 Digitally Controlled Mixer 

and MIXTAB Controller. The DCM-100 

packs a full-featured, 8 stereo channels (16 

input) mixer in a single rack space, complete 

with EQ, muting, panning, and more. 

The DCM-100 isn't congested with 

knobs and switches. Instead, there’s the 

MIXTAB human interface. This fully 

featured, compact remote controller (only 

10 inches square) provides eight channels 

of hardware knobs, switches, and faders 

to control one or more DCM-100. 

It works and feels like a traditional 

mixer. Editing the mix is a snap, thanks to 

LED null indicators that allow for easy 

level matching before you record new 

mixing moves. For easy automation, all 

DCM-100 parameters respond to the 

industry standard MIDI protocol. 

There’s more: 100 "scenes'' that store 

all control settings at the touch of a button 

for instant recall. Exceptional sonic integrity. 

And a mercifully short learning curve. 

The DCM-100 MIXTAB combination 

cuts costs and saves space — without com¬ 

promising quality. For more information 

on how less can be a whole lot more, see 

your favorite Fostex dealer. And tell 'em 

David sent vou. 

David vs. Goliath. 
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You will probably see more Studiomaster Mixdown 

consoles in the world’s MIDI based recording studios than any 

other console. Take a look at the number of inputs it packs 

into a compact chassis (34 on a 16.8.16), without sacrificing 

ergonomic values. Check the number of those inputs with 

powerful EQ. and access to effects. And if they are not 

enough, you can always add input expander modules. The 

Mixdown Gold is also fitted with a MIDI Controlled Muting 

(MCM) System, as standard, (a concept pioneered more than 

FIVE years ago by Studiomaster). These are clues to its 

success. 

There is another good reason to choose the Mixdown: the 

audio performance. You could spend up to ten times as much 

to match it. With the MCM system in use as well, you will find 

your mixes are crisper, and cleaner than you ever thought 

possible. So when you play back your master tape, the one 

thing you will not hear is the Mixdown. Unheard of? See if you 

can hear a Mixdown at your Studiomaster dealer today. 

MIXDOWN GOLD 

For information contact your local dealer or White Radio Ltd. 940 Gateway Dr.. Burlington. ON L7L 5K7 
(416) 632-6894 FAX: (416) 632-6981 
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PUBLISHING DEAL 

Every musician has heard the famous words "keep your publish¬ 
ing!'. Even more potentially lucrative to the songwriter than the 

record deal is the publishing deal. Why is publishing so important? 
Simply stated, it ensures you receive a royalty every time your record 
is sold or your compositions arc performed in public. 

My previous article explored what publishing actually is. In a 
nutshell, publishing is copyright; it is the right to be paid for the use 
of your copyright and to give you protection from unauthorized use of 
your songs. This article gives some basic highlights of a publishing 
contract. The following arc the most common elements of a publish¬ 
ing contract. 

Publisher 
What exactly is a publisher? He or she is the person responsible for 
selling your song. How do they get involved? At the time the song is 
created, you own it. You, the songwriter, then assign the copyright 
(the right to sell and reproduce it) to the publisher. The publisher 
then goes out and finds users. In the days of Tin Pan Alley, "song 
sharks" preyed on unsuspecting songwriters by taking money from 
the songwriters to sell the songs. The song shark and the money paid 
by the songwriter would then both disappear. Never pay a publisher 
to sell your songs. If anything, your publisher should be offering you 
money. This is called an "advance". 

Advances 
An advance is really a loan. You must pay it back or "earn it out". 
You are being lent money against future payments ("royalties") that 
will hopefully be received from various sources. What arc these 
sources of money? 

Mechanical Licences 
Your publisher will grant a record company the right to "mechani¬ 
cally" reproduce your song. Think of mechanical as any physical 
product (such as CD or cassette) that supports your song. If the record 
company then "prints" copies of your song, you arc paid a "mechani¬ 
cal royalty" for each copy that is manufactured. 

By the same token, if you use someone's song on your record, you 
must ensure that you have received a "mechanical licence" from 
them or their publisher, or the publisher's agent. Failure to do so 
could mean that you will be forced to pull your product off the 
shelves, destroy the master tapes, and pay damages to the publisher 
or its agent. 

Performance Rights 
These are simply royalties paid to you whenever your song is per¬ 
formed in public or broadcast over the radio. 

Synchronization Income 
This is the right given to a user to “sync" your music with a visual 
image, such as a film or television. Like mechanical income, sync 
income is collected by your publisher. Thus, if a film or television 
producer desires to use music in his or her production, he or she must 
licence the use of that song from the publisher. This is called a 
"synchronization licence". 

Term 
What is the length of your publishing contract? One year, two years? 
There is no standard term. Publishers will obviously want to lock you 
in for as long a period of time as possible, while songwriters will 
resist long term commitments — and for good reason: What if the 
relationship between the parties sour? Many musicians sign long 
term publishing contracts only to discover that things are not pro¬ 

gressing as anticipated and now want out. Therefore, better to go for 
a short term and renew if you are happy, than to be locked into a long 
term. 

Obligations 
Are you giving all your songs to your publisher or just a select few? 
How many songs are you required to deliver to your publisher and 
over what period of time? Do you have the right to exploit your songs 
yourself, or is this an exclusive arrangement with the publisher? 
What are the obligations of the publisher? What if you deliver the 
songs and the publisher sits on them, or simply cannot find a buyer? 
Do you have the right to walk away from the agreement? Do not 
overlook this important point in your publishing contract. 

Options To Renew 
The option to renew the agreement is usually exercised by the pub¬ 
lisher and not the songwriter. A publisher who has spent money, time 
and energy to develop a songwriter does not want to watch the fruit of 
his labour, namely the songwriter, now walk away and sign with a 
rival publisher. It is therefore important for the writer to try and limit 
the options granted so he/she can be in the open market again and 
renegotiate a better deal. 

Compensation 
How much the writer can get paid depends on the bargaining 

position of the parties. There is standard compensation for first time 
untried and untrue writers in a publishing contract. A common indus¬ 
try contract today provides for a co-publishing arrangement between 
the writer and the publisher. This means that the pie is split into two 
equal portions. The publisher takes 50% and the writer takes 50%. 

Except in a co-publishing contract, the writer takes half of the 
publisher's piece of the pie. If the royalty cheque is for $1.00. the 
writer will take the writer's side (50%) and half of the publishing 
side as a co-publisher (25%) for a total of 75%. Of course, advances 
must be paid back first, and certain expenses must be paid back as 
well. 

Charge Backs 
1 low much can the publisher charge you for his or her expenses to sell 
your songs to potential users or record companies? Such expenses 
may include hotels, meals, cars, airfare. Some publishers are now 
beginning to charge the songwriters for these expenses. These ex¬ 
penses are "recouped" from any royalties later earned. However, the 
more debt charged in your name, the less likely is the prospect of 
seeing any royalty money at all. You must ensure that your publishing 
contract does not charge these expenses to you, or has a ceiling on 
what can be charged, and is "pro-rated", meaning to spread the cost 
between the other acts being sold on the same trip by the publisher. 
You should not have to pay the airfare and expenses to "cushion" 
other acts and songwriters that do not have "charge back provisions" 
in their contracts. 

These are some of the highlights of a publishing contract. Publish¬ 
ing is by far the most lucrative area of the music industry. Good songs 
can continue to earn money for years to come. Some songs even make 
"comebacks" and earn money all over again. But your publishing is 
only as good as the contract you are able to secure. It is better to walk 
away from a bad deal if you are only signing because you fear nothing 
better will come along. Always have your prospective contract re¬ 
viewed by a lawyer to ensure that you arc not giving the shop away. 
There is very little a lawyer or anyone else can do once you have 
signed a contract which simply will not work for you. ■ 
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FENDER ULTRA 
CHORUS AMP 

Fender has introduced the Ultra 
Chorus Amplifier, which cre¬ 
ates true stereo chorus sound by 
utilizing two 65-watt power 
amps. Similar in design to the 
Princeton Stereo Chorus, the 
Ultra Chorus features Fender’s 
“new old look”, which is remi¬ 
niscent of the classic “black 
faced" Fender amplifiers of the 
1960s. 

The Ultra Chorus features dual tube emulation power amps, two 
channels with separate tone and reverb controls, individual mono and 
stereo effects loops, open back cabinet and two-button footswitch for 
chorus and channel select. 

In addition to the normal channel (which features normal, treble, 
mid, bass and reverb controls), the Ultra Chorus offers completely in¬ 
dependent reverb and tone controls in the drive channel. The drive 
channel also features Fender's exclusive pre- and de-emphasis distor¬ 
tion circuitry based on pre- and post-clipper voicing filters. These fil¬ 
ters were designed to simulate the preamp tone settings and speaker 
output of an overdriven tube amplifier. 

For more information, contact: Fender Musical Instruments Corp., 
7975 North Hayden Rd., Scottsdale, AZ 85258 (602) 596-9690. FAX 
(602) 596-1384. 

DIGITECH 
VOCALIST II 

DigiTech has introduced the Vocalist II, a rack-mountable, highly port¬ 
able human voice processor specifically developed for live applications. 

The new unit offers many of the features found on the Vocalist 
VHM5, introduced in 1991. It includes DigiTech’s exclusive digital 
splicing system, an approach that pitch shifts basic vocal notes without 
changing vocal overtones or resonance. 

The Vocalist II offers 99 user-definable and restorable factory pre¬ 
sets. It can also be programmed to change cords automatically in syn¬ 
chronization with a drum machine or MIDI sequencer, and is capable of 
storing virtually unlimited-length song lists of sequenced harmony chord 
changes. 

The unit features a simplified user interface for easy operation. A 
three-button footswitch included with the Vocalist II, the Model FS-300, 
is configured to allow selection of a song’s verse, chorus or bridge. 

The Vocalist II offers an editable harmony library, with intelligent 
chordal, scalic and chromatic harmonies provided. Harmony volume can 
be programmed, as can the speed, depth and attack of vibrato. 

A built-in microphone preamp and microphone jack are included. 
For more information, contact: Erikson Pro Audio, 378 Isabey, 

St. Laurent. PO H4T 1W1 (514) 738-3000, FAX (514) 737-5069. 

For a limited time only, get a 

FREE COPY 
of S. F. Marketing Inc.'s new 54 page 

"Accessories Reference Guide". 
This essential tool is available fo all prospective users, just for the 

asking. To qualify, simply send us your request on letterhead paper, 

mail your business card or; complete and fax us the form below: 

Name:_ 

Occupation or title:_ 

Company name: 

Street address:_ 

City:_Prov: Postal code: 

Tel: ( )_ Fax: ( )_ 
area code area code 



TASCAM DA-88 DIGITAL 
MULTITRACK RECORDER 

TASCAM has introduced the DA-88 Eight Track digital multitrack recording system. 
The DA-88 utilizes a compact 8mm cassette transport that records on Hi-8 tape. It has the 

capability of recording up to 100 minutes on a standard 120 tape. The DA-88 records at both 
44.1 kHz or 48 kHz with a variable pitch of +/-6% at each sampling rate. 

T he DA-88 has a high degree of recording famili¬ 
arity and easy-to-use simplicity, thus minimizing 
learning curve requirements. The front panel has 
large transport buttons for FF REW. Stop. Play and 
quick standard single button In/Out record functions, 
as well as a large shuttle knob for easy tape locat¬ 
ing. The DA-88 can FF/REW a complete tape in 80 
seconds. 

All input. Auto input and Insert buttons are similar 
to the functions of TASCAM 's analog multitrack re¬ 
corders. The eight digit LED time display shows ab¬ 
solute time in hours, minutes, seconds and frames. 
The display will also show Memo times. Pitch 

Up to 16 DA-88 units may be locked together by connecting a simple 15 pin D-sub connector 

TASCAM DA-88 

change. SMPTE T/C and SMPTE offset. 

between each unit, giving a total of 128 audio tracks. Word sync I/O utilizes two BNC connectors 
and Digital I/O uses a 25 pin D-sub connector for easy copying of tracks from one machine to 
another. The Digital I/O port supports both external AES/EBU and S/DIF II digital interface. 

The optional SY-88 Synchronization Board provides SMPTE synchronizing both as a master 
or slave, and also provides an RS 422 port. Video Sync, and MIDI Machine Control. Also avail¬ 
able is the RC-848 remote controller which will directly control up to 6 units. In addition to stand¬ 
ard Punch In/Out and transport operations, the RC-848 has sophisticated Locate functions. The 
1 O-key pad can set locate times and pre- or post-roll times w hen locating. Punch In/Out or repeat 
Play between specified times (looping). 

Additional options available for the DA-88 include: the RC-808 for single machine remote con¬ 
trol; the MU-8824, an expanded remote meter bridge that will show up to 24 tracks; 1F-88AE. an 
AES/EBU digital interface; and IF-88SD, an S/D1F-I1 digital interface. 

For more information, contact: TEAC Canada Ltd.. 340 Brunel Rd., Mississauga, ON L4Z 2C2 
(416) 890-8(X)8, FAX (416) 890-9888. 

PEAVEY PRM 281 
NEARFIELD STUDIO MONITOR 
Peavey has introduced the PRM 28i two-way 
nearfield studio monitor. The 28i’s flat re¬ 
sponse and clean, transparent sound make it an 
ideal reference monitor. 

The PRM 28i exhibits a smooth linear phase 
versus frequency response. The smooth phase 
response of the speaker system provides con¬ 
sistent. cohesive sound from top to bottom. A 
deliberate overlap in the response of the woofer 
and tweeter at the crossover frequency helps 
provide a seamless, gradual transition from one 
to the other. A similar, yet complementary net 
phase shift was used through the crossover re¬ 
gion to allow the drivers to remain "in phase” 
with one another. 

Engineered with two different response 
modes for maximum versatility, the PRM 28i 
is like having a choice between two different 

speaker systems at the flick of a switch. The 
Reference position provides a nominally flat 
frequency response, while the Equalized posi¬ 
tion offers extra punch in the mid range for 
highly defined tracking clarity. 

The PRM 28i is equipped with an 8" woofer 
utilizing a specially treated fibre cone for effi¬ 
cient, smooth response. Mated with the woofer 
is a 1" soft dome tweeter which delivers a re¬ 
fined, smooth response, yet retains detail with 
clear highs throughout the upper ranges. Both 
drivers are magnetically shielded, so use of the 
PRM 28i near magnetically sensitive equip¬ 
ment, such as a video monitor screen, is prob¬ 
lem free. 

For more information, contact: Peavey Elec¬ 
tronics. 711 A St.. Meridian. MS 39301 (601) 
483-5365, FAX (601) 488-4278. 

Contemporary Music 
Studies 

For 20 years Grant MacEwan 
Community College’s Music Program 
has guided students through some of 
the most unique musical studies in 
North America: vocal, keyboard, gui¬ 
tar, drumset, melody instrument, 
bass, performance major, composi¬ 
tion major, recording major and pro¬ 
fessional major. 

Courses within the Music Program 
have substantial university transfer. 

For further information call (403) 483-
2312 or write The Registrar’s Office, 
Grant MacEwan Community College, 
Box 1796, Edmonton, Alberta T5J 
2P2 

m Grant MacEwan 
Community College 

PRESTO NOTES 
MOVABLE MINI-MANUSCRIPT" Tl I AT IS 
EAST, CONVENIENT AND EASY TO USE 

in music scores 

J in theory note-taking 
i anywhere you need music! 

AN ORIGINAL AVAILABLE EXCLUSIVELY FROM 

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

ORDER FORM - PLEASE PRINT 

Name-

Address-

Citv_Prov./State_ 

Postal/Zip Code_ 1?-
Presto Notes'" isa Post-it" brand 4" x 3", 50-sheet, yellow pad 

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

Please send- Presto Notes'" TOTAI $ — 
Enclosed isa( ) Cheque( ) Money Order payable to LARKAPPELLA 

Thank you for your order! 



M I W 

SABIAN B8 FIRST PACK 
Sabían has announced the latest addition to its series of B8 cymbal pre-packs, 
the B8 First Pack. Created to accommodate the budgets and placing require¬ 
ments of the entry level student cymbal buyer, the First Pack contains a pair of 
specially created 13" First Hals and a 16" First Crash. 

Precision formed, lathed and hammered from pure B8 bronze (92G copper 
and 8G tin). B8 cymbals produce the quality of sound — clear, cutting and full 
— normally associated with much more expensive cymbals. 

In addition to the benefits of price and playability, the re-usable carry carton 
packaging features diagram tips on how to position and play cymbals, valuable 
information for till drummers to know. 

For more information, contact: Sabian Ltd.. Meductic. NB EOH 11.0 (506) 
272-20)9. FAX (506) 272-2081 

TANNOY SYSTEM 6 NFM REFERENCE LOUDSPEAKER 
Tannoy has announced the new System 6 NFM 
studio reference loudspeaker — the newest 
addition to their Monitor Series based on 
Tannoy's TEC award-winning Differential 
Material Technology (DMT ). 

Designed with a 6-1 2" Dual Concentric 
transducer, the System 6 NFM cabinet is simi¬ 
lar in size to the System 2 NFM at 15.8" H 
X 8.8" W X 9.4" D. Designed with the latest in 

Dual Concentric engineering and DMT' technol¬ 
ogy. the System 6 NFM features a new tulip 
HF waveguide and layered, moulded cone sur¬ 
round. Providing primary reference mixing 
quality, the System 6 NFM Dual Concentric 
loudspeaker is a true point source, phase coher¬ 
ent dee ice offering constant directivité and fülle 
linear, symmetrical off-axis dispersion. 

Bi-wireable and cosmetically similar to the 

Monitor Series, the System 6 NFM represents 
the most affordable Dual Concentric Monitor 
Series speaker technology to date. 

For more information, contact: Tannoy/ 
T.G.l. North America. 300 Gage Ave.. 
Kitchener. ON N2M 2C8 (519) 745-1158. 
FAX (519) 745-2364. 



E-MU VINTAGE KEYS 
E-mii Systems has announced the Vintage 
Keys digital sample playback module featuring 
classic analog synthesizer and keyboard instru¬ 
ment sounds from the '60s. '70s and '80s. 

A single space rack module. Vintage Keys 
features 8 megabytes of sounds stored in read 
only memory. 32 voice polyphony. ROM ex¬ 
pansion capabilities to 16 MB. and 32 "analog-
sounding" digital resonant low pass filters. Us¬ 
ers have the ability to capture all the richness 
and expressivity of vintage electronic keyboard 
instruments as well as create entirely new 
sounds using the samples of analog instruments 
as raw material. 

The 16-bit CD-quality sounds found in the 
module range from Rhodes and Wurlitzer elec¬ 
tric pianos: to dynamic Hammond B3 organs 
with variable Leslie control: to Sequential Cir¬ 
cuits. Moog. Oberhiem and Arp analog synthe¬ 
sizers: to Mellotron strings, winds, brass and 
choir: to classic first generation Fairlight and 

Yamaha digital instruments. 
Users are not limited to the 384 preset 

sounds resident in Vintage Keys. Unique new 
preset sounds may be created through Vintage 
Key's extensive programming capabilities — 
allow ing for the manipulation and combination 
of multiple samples. Further, the standard 8 
MB of ROM resident in Vintage Keys may be 
augmented with an additional 8 MB internal 
ROM expansion by E-mu authorized service 
centres. 

Other features included in Vintage Keys 
include portamento. 16-MID1 channel multi-
timbral operation, alternate tuning capability, 
six audio outputs and E-mu's MIDIpatch 
Realtime Modulation System. 

For more information, contact: E-mu 
Systems. Inc.. 1600 Green Hills Rd., PO Box 
660015. Scotts Valley. (A 95067-0015 (408) 
438-1921. FAX (408) 438-8612. 

KING GOLDEN FLAIR 
PROFESSIONAL 
TRUMPET 
Exquisite laser engraving on 
both the inner and outer bell 
surfaces immediately identify 
the new King Golden Flair 
trumpet as a truly special in¬ 
strument. 

Available in either B flat or 
C. the King Golden Flair may 
be ordered in lacquered brass 
or silver plated finish. The in¬ 
strument features an anneal¬ 
ed one-piece, hand-hammered 
4-7'8" (124mm) bell. The B Hat model has a 
.459" ( I 1.65mm) bore; the C model, a .462" 
(11.73mm) bore. Both have monel pistons, 
nickel silver outer slides and first valve slide 
thumb saddle, and come w ith a professional 
mouthpiece and deluxe woodshell case with at¬ 
tached padded cordura and leather cover. 

For more information, contact: United 
Musical Instruments U.S.A.. Inc.. 1000 
Industrial Parkway. Elkhart. IN 46516 (219) 
295-0079. FAX (219) 295-8613. 

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

You're out there building 
o no me 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 

t can furnish you with a 4-track tharII help you 
’ create your musical tracks without boggling 

your brain with a bunch of technology. 
The cassette recorder section of our new 

424 Portastudio features simultaneous 
• recording of up to 4 tracks, separate EQ 

on each track, and choice of three speeds: 

Fast, normal and half-speed 
(15/16 ips) for scrutinizing 
fast solo phrases. The 424's 
8-input mixer section features 
4 standard mic/line inputs and 
2 stereo inputs to handle o wide 
range of sources. 

In short, the 424 comes 
loaded with the kind of 

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

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

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

« 
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SERVICES PROMPTS 

MAKING A RECORD? 

SOUNDS 
Unlimited. Inr 

THE INDEPENDENT SPECIALISTS 

EDUcWtON 

PUBLICATIONS 

RECORDINGS 

SERVICES 

PRODUCIS 

Trumpet/Improv lessons 
taught by CM brass column¬ 
ist Chase Sanborn. Improve 
your range, technique and 
jazz playing. Beginners to 
pros, regular or occasional 
scheduling. For more info 
call Chase: (416) 463-1359. 

Jazz, Rock, Pop Lessons 
guitar, flute, sax, clarinet 
and vocals. Reasonable 
rates, currently performing 
musicians. (416) 269-8109. 

Accordions, Concertinas 
Button Boxes, new-used, 
buy, sell, trade, repair. 
Hohners, Farfisas, Ex¬ 
celsiors etc. Catalogues 
$4.00. Castiglione, Box 
40CMU, Warren, Ml 48090. 

MUSIC BY MAIL — Little 
Valley Records have guit¬ 
ars, amps & accessories, 
delivered to your door. 
WE CARRY ALL BRAND 
NAMES. (613) 623-2003. 

AUGUST NIGHT MUSIC — 
Professional quality, mail¬ 
order songwriters’ demos. 
$250 complete. DAT mas¬ 
tering. Satisfied customers 
from Medicine Hat to Mon¬ 
treal. Etobicoke studio. Call 
or write for info & free sam¬ 
ple tape, and list of other 
services. PO Box 676, 

DOUG THOMPSON GUI¬ 
TARS offers 20 years of ex¬ 
pertise in restorations, re¬ 
pairs and custom orders. 
New, used and vintage gui¬ 
tars. Trades welcome. Box 
841, Nelson, BC V1L 6A5 
(604) 359-7724 

RANDY POTTER SCHOOL 
OF PIANO TECHNOLOGY 
teaches piano tuning, re¬ 
pairing, regulating, voicing, 
business practices, dealer 
and manufacturer relations, 
apprentice training. Only 
home study taught by a 
Registered Piano Technician 
including written and video 
tape training. Call or write for 
catalogue. 61592 Orion Dr., 
Bend, OR 97702. (503) 382-
5411. 

THE MUSIC BOOKSTORE 
— MIDI tips, rock riffs, the 
music business “how to’s” 
and more! Titles include — 
WELCOME TO THE JUN¬ 
GLE. HOW TO MAKE AND 
SELL YOUR OWN REC¬ 
ORD. LEAD GUITAR, and 
many others (see advertise¬ 
ment in this issue). For a 
free catalogue of exciting 
new publications, contact: 
The Music Bookstore 23 
Hannover Dr., #7, St. 
Catharines, ON L2W 1A3 
(416) 641-2612, FAX (416) 
641-1648. 

accessories, parts, instruc¬ 
tional material, strings for all 
fretted instruments, contact: 
Emmons Guitar Co. Inc , 
Box 1366, Burlington, NC 
27216 (919)227-2782. 

Beginner to pro vocalist 
in 10 hours guaranteed! 
Scientific and revolutionary 
approach to health and 
mechanics of singing and 
speaking voice. (416) 512-
TUNE (8863). 

GUITAR CONSTRUCTION 
SEMINARS — Learn as 
you build during our 7 week 
seminars. Housing includ¬ 
ed. Phone (306) 759-2042. 
Timeless Instruments, 
PO Box 51, Tugaske, SK 
SOH 4B0. 

FREE SPEAKER CATA¬ 
LOGUE — Direct mail order. 
Hundreds of raw loud¬ 
speakers and acces-sories 
for Musical Instrument, Pro 
Sound, Hi-Fi, Commercial 
Sound and replacement. 
Famous brand names. Q-
COMPONENTS 638 Colby 
Dr., Waterloo, ON N2V 1A2. 
(519) 884-1140. 

ALTERNATIVE MUSIC — 
free flyer featuring B.B.I. 
Squidhead & Squiddly. 
SASE to RJE International. 
2004-3160 Jaguar Valley, 
Cooksville, ON L5A 2J5 
FAX (416) 588-8168. 

WIRELESS GUITAR TRAN¬ 
SMITTER. Build your own 
for $39.95! (shipping and 
taxes extra) ULTRA QUIET 
DESIGN. Kit includes PCB 
and all electronic compo¬ 
nents. For “Experienced 
kit-builders” only! Order 
TOLL FREE 24 hours/day. 
RadioActive TRANSMIS¬ 
SIONS 1-800-263-9221 
Extension 2587. LIMITED 
TIME OFFER! 

PEDAL STEEL GUITARS 
— FACTORY DIRECT, 

Lowest prices on brand 
name instruments, amps, 
equipment, and acces¬ 
sories. Free catalogue. 
Factory Music. Dept. CM, 
18 East Water St., Rock¬ 
land, MA 02370 (617) 871-
0005, FAX (617) 871-5951. 
HOURS M-F 2-8 pm, SAT 
12-6 pm. 

WE ARE YOUR AUTHORIZED 

CANADIAN DISTRIBUTOR 
HIGH QUALITY PROFESSIONAL SOUNDS 
AS ONLY SOUND SOURCE CAN DO 

PH.: 705-534-4415 
FAX: 705-534-4487 

DEALER INQUIRIES INVITED FAX OR 
PHONE FOR DETAILS DON'T WAIT II! 

If you’re serious about a 
career in music, get SOME 
STRAIGHT TALK ABOUT 
THE MUSIC BUSINESS by 
Mona Coxson, a no-non¬ 
sense, step-by-step guide to 
the music industry. Order 
today and get the inside 
track on making it in the 
music business. Only $19.95 
plus shipping & handl¬ 
ing. Canadian residents add 
7% GST. To order contact: 
The Music Bookstore 
23 Hannover Dr., #7, 
St. Catharines, ON L2W 
1A3 1-800-265-8481. VISA, 
Mastercard, Amex accepted. 

Want to keep up with the 
ever-changing music 
industry? Need a one-
stop resource guide for 
companies, names, num¬ 
bers, facts? Order MUSIC 
DIRECTORY CANADA 
(see ad this issue). Only 
$26.95 plus shipping & 
handling. Canadian resi¬ 
dents add 7% GST. To or¬ 
der contact: The Music 
Bookstore, 23 Hannover 
Dr., #7, St. Catharines, ON 
L2W 1A3 1-800-265-8481. 
VISA, Mastercard, Amex 
accepted. 

GRAPHIC DESIGN FOR 
ALL YOUR CREATIVE 
NEEDS: Brochures, Promo 
Kits, Catalogues, Print Ad¬ 
vertising, Logo design, 
Posters. Call Maureen Jack, 
WHITNEY GRAPHICS. 
23 Hannover Dr., #7, 
St. Catharines, ON L2W 
1A3 (416) 641-2974, FAX 
(416) 641-1648. 

FOR ATARI ST 

OnStage MIDIFile Player continuous 
MlDlFile playback without monitor 

16+ add 16 more MIDI channels 

Editors for Sound Canvas i TG WO 
Major credit cards accepted 

TRAN TRACKS. INC. 

350 5th Ave «3304 NY NY 10118 
Phone 201-383-6691 FAX 201-383-0797 

TRAIN TRACKS 
M>UI SEQUlMtS 

Premiere Source of 

PRO MIDI SEQUENCES 

Quality service great prices & a large 

selection of popular songs All computers 

& most dedicated sequencers supported. 

BOLDBUY ER$C A N A DA 
BOX 241 PORT McNlCOLL ONT LOK 1 RO 

FINALLY AVAILABLE IN C A N A D A 
We Can Provide You With 

Compact Discs 
Digitally Duplicated Cassettes 

& Cassette Singles 
Marketing Consultation 

Must 

Manufacturing 

SERVICES 

67 Mowat Ave., Ste. 241, Toronto. Ont, M6K 3E3 
Tel: (416) 516-8751 Fax: (416) 516 9448 

Contact Aaron Zon 
East Coast: Tel: (902) 492 1818 Fax: (902) 422-2929 

MUSICIAN 



P“ackt 
YOU SING THE HITS 

: Professional backing tracks. 
¡Over 4000 songs in every 
; style from Clint Black thru 
; Mariah Cany to Hap. ï 4*11 
I BASF chrome cassettes or 
I CD ’s with removable vocals 
Z plus lyrics and full stereo 
; backing tracks. 

¡Fora FREI catalogue write: JÊr 

'■MAYFAIR MUSIC 1 
•2600 John St, Unit 220, 
; Markham, Ontario . L3R 3W3 © 

The Amazing 

OUR 24 HOUR 
DEMO LINE 

<21’1 62S-EBOW 

The Electronic Bow For Guitar 
The E Bow is a hand-held synthesizer for 

guitar featuring Direct String Synthesis 
There's no hook up. no installation and it 

comes ready to play Call our 24 hour demo 
line and hear what you can do with this unique 
device 

'Hot New Model1* Easier to Play. More 
Versatile. New Player s Guide and Cassette 
Lesson Included 

FAC TORY DIREC T PRICES ' 

I o Order Call (21316X7-9946 Visa/MC/MO 
Heet Sound Products 611 Ducommun Street 

I-Os Angeles. CA 90012 USA 

HEAR THE 
EBOW RIGHT 

NOW! 

Station U, Etobicoke, ON 
M8Z 5P7 (416) 233-0547. 

MARTIN GLADSTONE 
Barrister & Solicitor, Notary 
Public, Trade Mark Agent. 
Providing legal services for 
business and artists in the 
Canadian music industry. 
Contracts, Corporate Law, 
Copyright, Trade Marks. 685 
Queen St. W., Toronto, ON 
M6J 1E6 (416) 594-3693, 
FAX (416) 862-2626. 

STUDIOS 
RECORD IN LOS ANGE¬ 
LES! 24-track digital from 
$1200/week US, including 

I accommodations, pro studio 
and engineer. Call (818) 
508-4582. 

Number 9 Sound — 24-track 
2-inch with all the best 
outboard gear, i.e., Focusrite, 
Lexicon, Neve, Tubetech, SSL 
and much more. Call about 
our special first time client 
rates. (416) 348-8718. 

IF YOU’RE LOOKING FOR AN 
INEXPENSIVE WAY TO ADVERTISE 
YOUR SMALL BUSINESS TO A 

LUCRATIVE MUSIC MARKET LOOK TO 
OUR MARKETPLACE SECTION OF 

C A Jsl A D I yX N 

ffySfcM 
Rates: $.90 per word. Minimum $15.00. 

Frequency discount: 
3 ads-4%, 6 ads-8%, 12 ads-12%. 

Payment In Advance. 
Visa, MasterCard & American Express 

accepted. 
Contact Penny Campbell, 

Canadian Musician, 
23 Hannover Dr., #7, St Catharines ON 

L2W 1A3 
(416) 641-3471, FAX (416) 641-1648 

k 

The first book to offer technical information. practical tips and 
business guidance to aspiring independent producers and 
artists, it is still the industry standard. Every aspect of a 

recording project is covered. from planning and budgeting. to 
salesand promotion. 

Newly updated and revised for 1993. 

PH001 $38.95 
Plus 10% Shipping and Handling (Canadian residents add 7% GST) 

by Diane Rapaport 
Call toll free (U.S. and Canada) 1-800-265-8481 

VISA. Mastercard. American Express accepted 

Send cheque or M.O. to: 
The Music Bookstore. 23 Hannover Dr.. #7. St. Catharines. 

ON L2W 1 A3 (416) 641-2612. FAX (416) 641-1648. 



If you are unsigned and would like to be a part of 

“Showcase”, send us a complete bio, glossy black 

and white photo (no colour, no photocopies), and a 

cassette of your music. Also include an address and 

phone number where you can be reached. Some 

artists appearing in “Showcase” will be featured on 

Canada's New Rock, a syndicated national radio 

show that also features unsigned artists. Send your 

complete package to: Showcase, Canadian Musician, 

23 Hannover Dr., #7, St. Catharines, ON L2W1 A3. 

^EXPLORERS 
Style: Rock/Pop 
Contact: Horton Management, Box 48452, 
595 Burrard St.. Vancouver. BC V7X IA2 (604) 
684-2282, FAX (604) 736-0576. 
The Explorers have attracted considerable atten¬ 
tion in the West Coast of Canada since winning 
the Labatt’s Band Warz '91 competition and rep¬ 
resenting their country at the Yamaha Music 
Competition in Tokyo. Japan. With a couple of 
years of performances and demos under their 
belts, they are set to release their debut album 
early in 1993. The 4-song advance cassette, 4-Play: Songs from Pleasure Island, showcases the 
band’s solid songwriting and playing skills and gives a sneak preview of the full album, pro¬ 
duced by Stephen Stewart-Short, whose extensive credits include producing albums for Echo & 
The Bunnymen and Tony Banks, and engineering the likes of Genesis, Peter Gabriel, Rush and 
Queen. Engineer for this record is veteran Mike Plotnikoff (AC/DC). 

The influences on these four songs run the gamut from progressive rock to AC/DC party-rock 
to country-jazz. Their press kit refers to their style as “Van Halen/Extreme meets the Kentucky 
Headhunters ". The Extreme comparison is particularly strong in the vocal stylings of lead vo¬ 
calists Cory Churko and Michael Norman, and Churko’s smoking guitar. My favourite cut is 
the rockin’ “When The Lights Go Down”, a sure fire radio hit. First single out to radio and 
MuchMusic is “Just Thought I’d Ask”. Rounding out the quartet is drummer Kevin Churko and 
bassist Shane Hendrickson. I’m looking forward to hearing the full album, and to seeing much 
more from these talented West Coast rockers. 

McATHEY 
Style: Country 
Contact: Platinum Rainbow Inc., 2206-10th Ave. S.W., Calgary, 
AB T3C 0K6 (403) 228-6579, FAX (403) 245-5803. 
Country music is enjoying its greatest retail and chart success since 
perhaps the 1950s, and Bob McAthey should be able to ride this 
country wave over the next year or so. The 24-year-old Alberta 
native is a talented singer/songwriter who over the last three years 
has attracted the attention of music industry names like Nolan 
Murray and Ken Friesen, both noted country producers, and gar¬ 
nered him numerous award nominations from the Alberta Record¬ 
ing Industry Association. 

McAthey 's brand of country is not so much the “hurtin"’ kind as it is the “storytelling” vari¬ 
ety. His lyrics reflect his personal experiences travelling across ('añada, the U.S. and Mexico. 
The production is crystal clear and McAthey’s voice is somewhat reminiscent of his Calgary 
compatriot, George Fox. Key cuts on this 9-song cassette include "Down In Mexico", "You 
and The Ocean” and his current single out at country radio "Not Much Left To Say". Bob 
McAthey is a piece of pure Alberta country gold, waiting to be mined. 

■ GENERATION 
Style: Hard Rock 
Contact: C.T. Productions. PO Box 582, 
Suce. H. Montreal. PO H3G 2L5 (514) 926-2263. 
In the world of hard rock bands, the philosophy is 
usually "if you can't be good, be original, and if you 
can't be original, be good”. Nothing much is origi¬ 
nal these days, so this Montreal-based quartet opted 
for the latter. Their five song EP entitled Danger Zone 
is well produced and shows surprising maturity in ar¬ 
rangements, going from the Metallica-sounding "Get 
Off My Case" to the cool ballad “Only Time Will 
Tell”. Lead vocalist and lyricist Steve Sureau has a strong, emotive delivery, not screaming, not 
mumbling, but straight-ahead and powerful. The band has been together only two years, but 
have obviously worked hard to gel their own brand of rock. Formed by drummer John Lawson 
and bassist Gil Halo, they appear to have found solid frontmen in Sureau and guitarist Jessy 
Crete. So far they’ve received positive, if modest, reaction from European. U.S. and Canadian 
rock journalists. Depending on the state of hard rock in the future of radio and album sales. 
Generation is worth keeping an eye on in the next year. 

CANADIAN M U I A N 
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performing professionals. 

Contact 

companies 

worldwide. 

us at 

Mark IV Audio 

Canada Inc. 

(613) 382-2141 

for information on 

how you can join 

I the ranks of 

I first class sound 

EV's patented Manifold 
Technology" design pro 
vides a superb combina¬ 
tion of high output and 
wide-bandwidth sound 
from a modular package 
that’s easily stacked 
or flown. 

Since their debut five 

years ago, Electro-Voice 

MT-4 and MT-2 
concert systems have 
become the most popular 
"off-the-shelf” touring 
cabinets in the world. 
It’s easy to see why. 

Around the world, 
Electro-Voice MT sys¬ 
tems are the choice of 

FLY FIRST CLASS 

Gananoque, Ontario K7G 2V1. • 

J 
Call 613-382-2141 

-. ' 

/ _ ' + -
Mark IV Audio Canada, Inc., 345 Herbert Street, 






