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Your performahce is worth it.
Sois ours.

If you've been around, you've been around our microphones. In recording studios and on location. Or seen dozens of our
microphones at major concerts throughout the world. More important than sceing them, you've heard the results! Now Sennheiser
introduces a spectacular new microphone for performers who demand power, ruggedness, and durability.

profioovizer
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I~ SENNHEISER

PROFIPOWER — designed to take road abuse.

Immunity to acoustic feedback: Protipower utilizes a tight directional
pattern to permit unusually high volume from stage speakers, virtually
eliminating acoustic feedback and allows for greater bass accentuation.
Performers can move freely on stage without the bothersome worry of
microphone ““howling’".

Modular noise-free on/oft switch: A magnetically activated *‘reed switch’’
totally eliminates noise commonly encountered with mic switches. Should
damage occur (heaven knows how!) the switch module can be removed
without affecting the operation of the mic, as it automatically reverts to"*o

Built-in low frequency cut-off filter prevents interference from rumble and
a pop filter allows close miking.

Rugged and durable: Profipower takes punishment. Thick walled, double
housed and shockmounted. it absorbs shock and rejeets handling noise. If
the mic is accidently dropped (usually happens'). not only is the chance of
damage vastly reduced, but the sound of impact (harmful to speakers) is
minimized.

Ease-of-maintenance: Should on-the-road repairs be required (not likely!),
virtually all can be made by anyone with a screwdriver.

We put a lot into Sennheiser microphones to make them work the way they do. Our performance is worth it and so is your:
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travelin’ light

Eight months of road testing prove the XL 8 travels light. It's only
23 pounds of room-filling amplification without the back
breaking problems of getting it from here to there. Don't let its
smail size fool you— it delivers. See your Barcus-Berry dealer for
a demonstrartion, walk out with one, or write

barcus-berry
J.M.Greene Music Co.Limited

395 STEELCASE ROAD E. » MARKHAM * ONTARIO L3R 1G3




fact:

you can choose your

microphone to enhance
your individuality.

Shure makes microphones for every imaginable use.
Like musical instruments, each different type of Shure microphone has a
distinctive “sound,” or physical characteristic that optimizes it for

particular applications, voices, or effects.

Take, for example, the Shure SM58 and SM59 microphones:

SM59

Mellow, smooth,
silent...

The SM59 is a relatively new,
dynamic cardioid microphone. Yet
it is already widely accepted as a
standard for distinguished studio

productions. In fact, you'll often
seeitonTV. . . especially on mus-
ical shows where perfection of
sound quality is amajor considera-
tion. This revolutionary cardioid
microphone has an exceptionally
flat frequency response and neu-
tral sound that reproduces exactly what it
hears. It's designed to give good bass
response when miking at a distance. Re-
markably rugged — it's built to shrug off
rough handling. And, itis superb in reject-
ing mechanical stand noise such as floor
and desk vibrations because of a unique,
patented built-in shock mount. It also fea-
tures a special hum-bucking coil for
superior noise reduction!

Some like it essentially flat...
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FAEQUENCY IN MERTZ

professional microphones...by

S SHURE |

A. C. Simmonds & Sons Limited « 975 Dillingham Road - Pickering, Ontario L1W 382
Sales Offices: Vancouver, Calgary, Winnipeg, Ottawa, Montreal

SM58

Crisp, bright
“abuse proof”

Probably the most widely used
on-stage, hand-held cardioid
dynamic microphone. The
SM58 dynamic microphone is
preferred for its punch in live
vocal applications . . . espe-
cially where close-up miking is
important. It is THE world-
standard professional stage mi-
crophone with the distinctive Shure
upper mid-range presence peak for
an intelligible, lively sound. World-
renowned for its ability to withstand
the kind of abuse that would destroy
many other microphones. Designed
to minimize the boominess you'd ex-
pect from close miking. Rugged, effi-
cient spherical windscreen eliminates
pops. Lightweight (15 ounces!)
hand-sized. The first choice among
rock, pop, R & B, country, gospel,
and jazz vocalists.

...some like a “presence” peak.
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Rodam

THE CANADIAN ALTERNATIVE

Look Out Canadao. Here Comes Rodami Professionals don't settie tor lese. That's why today's
musician has furned on to Rodam Audio Products.

The last thing musicians should worry obout, is whether their cords will camy them through
the night. whether it be a multi-cable (Python ), @ cord for a guitar, keyboard, microphone,
specker, or patching, Rodam has ital onamore .. ...

Use the best components, add *ons of pride and care to the workmanship, along with fough
quality control ..., The Result ..... 1 Audiio Products more dependable and durable
than the other guys. We back thal w th a Two Year Guarantee....... At last Rodam is here.

Ask your nearest dealer or write to:

RODAM MANUFACTURING
(CANADA) LTD.

1980 Davenport Road, Toronto, Ontario M6N 1C4
Dealer Enquiries Welcome

INTRODUCING

studio J)) zaza sound

A NEW 8 TRACK STUDIO

Zaza Sound Productions has now expanded to include

an 8 Track B Studio.

“B" is ideal for smaller productions and demos and offers
these features:

® 17 x 22 studio plus 9 x 9 drum booth

e Complete booking & contracting arrangments (if required)
e Experienced engineers

® Large control room

® Reasonable rates

If you need more space and flexibility ask about our 24
Track Studio A.

ZAZA SOUND PRODUCTIONS

33 Scarlett Road, Toronto

762-0292 762-6951
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Four ways to get someone in the
music business to listen to your song.
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The Sure Way is the
(980 American Song Festival

Instead of going to ridiculous lengths to get a music business heavy
to hear your songs, enter them in our Seventh Annual Songwriting
Competition. We'll GUARANTEE each song will be heard by a
MINIMUM OF THREE MUSIC PROS . . . publishers, jroducers,
music executives, recording artists. . .THE PEOPLE YOU WANT
LISTENING TO YOUR SONGS!

All you need is a song. You don't have to be able to write out the
music, just make a simple home demo. There are categories for all
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types of music and amateurs NEVER compete with professionals. I
PLUS, YOU RETAIN ALL RIGHTS TO YOUR SONGS! l
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In our first six years, OVER HALF A MILLION DOLLARS has been
awarded. Even more important, winning songs have been recorded
by such superstars as BARBRA STREISAND, BARRY MANILOW,
THE JEFFERSON STARSHIP, HANK WILLIAMS, JR., HALL &
OATES, JOHNNY MATHIS, FREDDIE FENDER, RAY CHARLES and
EDDIE RABBIT, to name a few. For five years in a row, Grand Prize
winning singer/songwriters have recorded their winning songs for
these major record companies: ASYLUM, WARNER BROS., A & M,
MERCURY and PORTRAIT

FOR LYRICISTS: We'll alsc have the exciting LYRIC COMPETITION
7. designed especially for your unique talents.

K
¥

If you want doors to open. advance your career and build that all
important “track record” . . .

THIS COULD BE THE BREAK YOU'VE BEEN LOOKING FOR!
1980 American Song Festival, Inc

'.' l_-_-----—--_-----_---=
L,

-— 'S ‘ .. __—‘ YES, | am interested in receiving FREE information about the 1980
\ 1 . i American Song Festival and Lyric Competition 7 |
NAME: ___ 4 e e |
ADDRESS: _ b e, S l
CIRY: S yim STATE: 2P e 2 :
l Mail to: The American Song Festival Dept. CM 1 l
1 5900 Wilshire Blvd., Los Angeles, CA 90036
' 4 Or call: (213) 464-8193 0}
A presentation of Sterbng Recreation Organtzation® 1980 American Song Festival, Inc '
— J--------—------—-———J




OUR
VARIABLE
SPEED CONTROL
WILL MAKE
YOU CHANGE

YOUR TUNE.

And you'll get a brand new
single speed servo-controlled
DC motor in the deal. Your

multichannel recorder becomes
more versatile. And it ends up last-
ing longer. Remember trying to over-

If you're already
working with an 80-8 or
40-4, our Variable Speed
Control is a very cost-effective
addition. For just $400* you'll
adjust 15 ips to the tune of £20%.



{ub a piano only to find it out of
tune ﬂ with the track? Or sweat-
| g

\
ing @ through three hours with a
singer who flatted the last note of
an otherwise flawless performance?
You'll turn these late-night horror

stories into lullabies with Variable
Speed Control.

Try it for adding a “tunable tom”

effect to your song. Then experiment
with other rhythmic twists.

Turn two singers into a chorus
of eight. Add harmonies. Transpose
from Aup to C, or back down to

F#.With the 80-8, you have
eight tracks to build your song.

When you're working with * &
synthesizers, you can spend ]
hours experimenting. Or sec-
onds repairing an out-of-tune
tone. Try creating your own
special effects, bending and
shaping other instruments to fit
your ideas. Whether you have an
80-8 or 40-4, you have the
capability to turn basic music
into complex arrangements.

As a production aid, our
Variable Speed Control becomes
Executive Producer when that
beautiful radio spot comes in at 32

TEAC

seconds. Just rewind the tape, set
the control and 28 seconds later
you're right on the money.

For audio-visual soundtracks,
slide or filmstrip audio tracks,
Variable Speed Control lets you solve
tough cueing and timing problems.
Without re-recording, wasting time
and losing money.

If you're still thinking about
buying your 80-8 or 40-4, now is an
ideal time because you have the
option of taking it home with
Variable Speed Control and new DC
motor completely installed.

Let your Tascam Series dealer
give you a hands-on demonstration.
You'll hear how our new Variable
Speed Control lets your 80-8 or
40-4 sing a new tune.

*Suggested list price, optional with dealer; installation required

40-4 = 80-8

= .1 I

AVEIO s

— -

TASCAM SERIES

TEAC Professional Products

White Electronic Development Corp. (1966) Ltd.,
6300 Northam Drive, Malton, Ontario L4V 1H? (416} 676-9090



the twelfth fret
SCHOOL OF

GUITAR

&
Our school is a new concept
that goes far beyond the basic

(1 weekly guitar lesson to
encompass all aspects of the
guitar and bass, including live
performances, studio
recording and the professional
understanding of equipment
used.

A complete recording studio
tacility is provided for the
students where monthly
workshops and guest artists
are presented. Students also
have the opportunity to record
L.P. Albums on a yearly basis.
Advanced classes in arranging
and synthetic modes are
provided for career minded
/ students, and, of course, the
/ guitar makers and service
personnel of the pro shop are
always available for service
and advice.

— .~

iy
920 Kingston Road
Toronto, Ontario
(416) 694-8162

Did You Know . . .
that Toronto has the only percussion
Conservatory in the world
specializing in
DRUM SET PERFORMANCE?

Ontario College
of Percussion
1656 BAYVIEW AVENUE
Individual tailored professional guidance
in Drum Set Performance

for the beginner, intermediate, advanced
and professional player.

Special Programmes for
younger children and mature adults

* Drum Set Playing Forums
¢ Percussion Clinics

* Rock and Jazz Workshops
¢ Drum Chart Workshops

Complete Facilities . . .

* Record Library

* Recording Studios
* Tape Library

* Audio Visual Aids

“Enrolling students
from around the world"’

(416) 483-9996

8.00 a.m. to 8.00 p.m. Tuesday to Friday
and all day Saturday

FESADOCK

Editor’s Note: In this issue of CM, we are
introducing two new columns, Song-
writing and Sound Reinforcement.

Songwriting is written by Jim Hagan
who is himself a prolific songwriter and a
songwriting teacher in Edmonton. He is
the founder of the Canadian Songwriters’
Fellowship, a Canada-wide association for
songwriters. He is also involved as a
recording artist and music publisher.

Sound Reinforcement is written by
Dave Bennett who is a partner in
Westbury Sound in Toronto, a company
specializing in concert sound reinforce-
ment and sales and installation of PA
equipment. Previously, Dave studied elec-
trical engineering at Queen’s University in
Kingston.

Re: “A Musician’s Introduction to Cana-
| 5
| dian Copyright Law”

Congratulations for publishing Mr.
Spurgeon’s article on copyright law. | am
a lawyer who also practices in this area
and | have some comments that [ wish to
make on this article.

First of all, Mr. Spurgeon has ad-
mirably covered a comparatively complex
field of law and has not left out any of the
essential legal ingredients while at the
same time is explaining all of this in
precise language. Mr. Spurgeon spends a
substantial part of his article dealing with
various techniques of proving ownership
in the event that an infringement takes
place and an appropriate inquiry before a
judge takes place afterwards. He has left
out some of the essential ingredients of
this type of legal action. If you establish
ownership, which really is not usually a
very hard thing to do, you still have to
prove two more things. The first of the
two is that the material that you are alleg-
ing is an infringement is either a direct
copy of your material or is what is called a
“colourable imitation”. The term col-
ourable imitation means almost exactly
what it says; something that appears to be
based on your artistic endeavours that so-
meone else has slightly changed and called
his own. The copyright holder will of
course be arguing this and the alleged infr-
| inger will try to convince the judge that
what he has produced is not a “colourable
imitation”.

The second of the two things that has to
be proved is that the person who has
alleged to have infringed had access to the
material owned by the copyright holder.

10 Canadian Musician

This is essential because two individuals in
different parts of the world can write iden-
tical poems at the same time (or in fact at
different times) and both individuals will
own the copyright in what they have writ-
ten. What a copyright allows you to do is
to prevent the other person from coming
up with something independently of you
that is identical to what you own. That is
why the classic defence in many infringe-
ment cases has always been “I never saw
that.information”, or quite often in the
music business defences are alleged saying
that the alleged infringer may have heard
the song once or twice but did not con-
sciously use it.

Secondly, I would recommend that
your magazine publish an article about
the mechanism of applying for American
copyright. It is not very complicated;
anyone who wishes can write to the
Copyright Office, Library Congress,
Washington, D.C. 20059. However, fill-
ing out these forms is a lot easier once you
have done it a few times; or once someone
has explained the meaning of the various
instruction bulletins.

Finally, I would suggest that you
publish an article when the Supreme
Court of Canada finally decides a case en-
titled, “Bluecrest v. Canusa”. This is a
classic infringement action; the story is
very interesting to anyone in the music
business and no matter which way the
Supreme Court of Canada goes the out-
come will be of tremendous importance to
everyone in the music industry. The
arguments for this case were heard in Feb.
‘79 and it is expected that the decision will
be handed down in the early Fall of '79.
Thank you once again for publishing Mr.
Spurgeon’s article and my congratulations
on your magazine.

Mark S. Dwor
Macfarlane & Company, Vancouver B.C.

I realize that you don’t have a question
and answer section in Canadian Musician,
and | know all of your staff are likely too
busy to answer letters, but I'm writing
anyway just in case there is someone who
might be able to answer.

I am seriously thinking of purchasing a
monophonic or small polyphonic syn-
thesizer. The units I have seen are the
Micromoog, Minimoog, Yamaha CS-50,
and the Roland Promars Compuphonic. 1
cannot afford any form of amplifier or
speakers along with the synthesizer, but it



fact:
finally! feedback’s
finished!

The new Shure PRO MASTER" sound system is truly a giant step
forward in versatility, reliability, and sound quality. Entertainers,
speakers, and soundmen find that it solves all sorts of difficult sound
problems, in settings as diverse as intimate clubs and lounges,
irregularly shaped rooms, large auditoriums, churches, and outdoor
applications. The uitra-compact, lightweight PRO MASTER system
has a multitude of performance-proven features found nowhere else.

Case in Point...

The Revolutionary
FEEDBACK FINDER' Equalizer

Solved—the Number One probiem facing every
successful live performance: feedback! The exclusive
Shure PRO MASTER FEEDBACK FINDER circuit pinpoints
troublesome frequencies, displays them on highly visible
LEDs, and shows exactly which sliders of the dual
10-band equalizers should be adjusted to solve the
problem. In just seconds you can equalize for maximum
gain from house or monitor systems. There's nothing else
like the FEEDBACK FINDER; in fact, you'l wonder how you

ever did withoutit! 400 Watts, Stereo or Mono—
and Hi-Fi in the Bargain...

The PRO MASTER console is completely stereo,
with pan pots on each channel, or, use the
exclusive PATCH BLOCK™ rear panel to
construct complex circuits with simple

patch cords.

High-quality operational amplifiers and low-noise
components make the PRO MASTER's circuits
remarkably distortion free, delivering a clean
signal over an extremely wide range. Total
harmonic distortion is typically well below 0.25%
from 40 Hz to 15 kHz! Compare our “hi-fi" low
distortion bandwidth figures with anyone else's
integrated PA system, if you can find them!
(They're usually published at one frequency only:
1 kHz.) Veteran soundmen who've used it say the
PRO MASTER system delivers a new standard of
audio clarity and purity, with a full 400 watts of
power—the control and flexibility you want, ina
compactsize...and a surprisingly modest price!

the revolutionary PRO MASTER' sound system by

HEREREE

A. C. Simmonds & Sons Limited « 975 Dillingham Road Pickering, Ontario L1W 3B2
Sales Offices: Vancouver, Calgary, Winnipeg, Ottawa, Montreal




CONCERT SOUND AND LIGHTING
SYSTEMS
EQUIPMENT SALES RENTALS AND DESIGN

SOUND AND LIGHTING . 36 MALLEY ROAD. TORONTO CANADA . MIL 2€2

PROFESSIONAL GUITAR STRINGS
3 ARE BECOMING

' CANADA'S

FIRST CHOICE

THE COOPER
BROTHERS

USE
PRO*STAR STRINGS

Your music deserves the best!

Buy PRO*STAR Strings now!

PRO*STAR Strings are available at better music
stores across Canada.

PRO*STAR Music, Toronto Dominion Centre, Box 293,
Toronto, Ontario M5K 1K2

12 Canadian Musician

has been suggested to me to play the in-
strument through a Hi-Fi stereo. Ap-
parently all of the above mentioned in-
struments have a 1/4 inch output plug and
this would be plugged into the auxillary
| microphone jack on a stereo receiver.
(The receiver I would be using is a Pioneer
S$X-650 receiver, which does have a 1/4
inch microphone jack, and it works well
when a mic. is plugged into it.)

Could you please tell me if there is any
| reason why a synthesizer could not be
played through a stereo in this manner?
I'm not expecting the greatest sound quali-
ty, but is it possible that the whole set-up
wouldn’t work at all? Any ideas that you
or anyone else at CM might have will be

greatly appreciated.
‘ I wish you continued success with your
publication. It makes for some very en-
| joyable and enlightening reading.
Yours most sincerely,
| Cam Dix
Don Mills, Ontario

| | Any synthesizer can be used through your

receiver providing you watch the input
level. The sound quality will be fantastic.
Just take it easy on the speakers.

| Paul Denyes.

|

I have read many American magazines,
and let me tell you there is not one that
| can top Canadian Musician. I am an
amateur drummer hoping to be profes-
sional some day. When [ read your
magazine | feel closer to the music
business. Your magazine speaks for the
music of Canada, keep it up.
Yours truly,

Brian Pellerin

As a record dealer, musician, music nut
and all round supporter of Canuck bands
and artists, | write you to say many
thanks for Canadian Musician mag, and
the first super interview I've seen and en-
joyéd on Domenic Troiano. Also liked the
Prism article, especially the equipment
and live pics. Please have more on Cana-
dian artists with pics. I hope you will
publish my letter, as a collector I'd love to
hear from any fellow collectors, musi-
cians, or music nuts interested in trades of
mags, books, records, tapes, etc. I'm
looking for RPM mags from 60’s and info
on 60’s bands etc. All help and assistance
would be appreciated. Would appreciate
articles of FM, Ugly Ducklings,
| Streetheart, Paul Haan, Pointed Stix, re;
their equipment, and full discography on
each. One item as to Domenic Troiano;
there’s one LP in England titled; DOM on
Phonogram Recs no. 6338 105. And the
| Bush LP is a classic. Thanks for Canadian

Musician. | have all issues and will con-

tinue to purchase upcoming issues.

Best of All Wishes,

Wayne Little

Jemseg-Queens Co., New Brunswick



Cerwin-Vega's Professional Series MX-8
Stereo Mixing console combines product
features not previously found on
consoles in this price range. Low noise
and distortion are achieved through the

use of the most advanced BIFET
integrated circuits currently available.

output mixes for monitor feeds or four
channel recording. The rugged portable

.
An all-electronic analog delay circuit
provides reverb quality and user control
which has not been available in this type
of mixer until now. The eight channel
i mixer can be strapped and expanded to
16, 24, or more channels, and a single
Is the unit is capable of up to four separate
enclosure makes it an ideal P.A. mixer
(L for musical groups, while its high
performance and immaculaie
construction will put the MX-8 into the
recording and professional sound
reinforcement markets.

FOR MORE
INFORMATION AND
THE NAME OF YOUR
NEAREST DEALER, CONTACT:

Cerwin-Vega Canada Ltd.
2360 Midland Ave., No.21
Scarborough, Ontario
M1S 4A9

(16 292.6645 < Cerwin-Vega!




Arctic Music and Musi-
cians

by Sheldon O’'Connell.

Caribou necklaces clatter as
dancers swirl and stomp in
arctic festivals where drum
and step dances, throat sing-
ing ard concertinas are the
means by which the In-
uit/Eskimo express their
vitality and their culture. But
there are other music forms
which the Inuit have adapted
as well ranging through the
cold country wail of electric
guitars to strobes and glitter
costumes of Inuit rock groups
and singles in performances of
contemporary music.

Guitars are not recent in-
struments in arctic Canada
nor in neighboring Alaska.
Musicologist Thomas
Johnston reported that back in
the 1800's the framework of
two metal guitars were found
on the tundra about 50 miles
from Point Hope, Alaska. The
instruments had been hand-
made from scrap metal
sheeting and fitted with un-
fretted wooden fingerboards.
Later in 1922 a one-string tin-
can lute was found with a peg,
wooden bridge and sinew. It

A handcrafted violin made from a
Swift Premium Ham tin provides
music in Resolute NWT.

was tapped with a wooden
stick.

Music is the form by which
young Inuit strengthen views
and various affirmative
aspects of culture which until
recently were the preserve of
the storyteller. In the past few
years there has been an out-
pouring of original music ex-
pression as many singers and
instrumentalists claim it as a
vehicle for reinforcement of
traditional folk ways. Many
of these artists are now heard
on broadcast recordings
which feature such performers
as William Tagoona, jopi Ar-
naituk, Tumassie Quissa and
The Sikumiut, the people of
the ice. All are much in de-
mand on arctic tours which
play to audiences in school
gymnasiums and church
basements or wherever
facilities may be found.

New recordings released on
LP as Heritage recordings
include traditional music
such as throat singers from

14 Canadian Musician

Povungnituk, or drum
dancers from the western arc-
tic. Throat singing takes the
form of unusual humming
duets performed by Inuit
women. In the Inuit language
which is called Inuktitut, it is
called “katakkait”. This uni-
que form of music expression
is a competition between two
women who stand face to
face, close to each other. The
aim of the contest is to exhaust
in turn each member of the
opposing team. The distinc-
tive sounds are produced
through guttural, nasal ut-
terances that form part of an
ancient tradition.

The various composer/-
singers join either of the two
Canadian Performing Rights
societies. In this way they earn
royalties when material is
broadcast. Most of the per-
formers who compose their
own music are influenced by
the musical excellence they
hear on radio, recordings and
cassettes.

One widely respected per-
former approached through
an interpreter was told that a
broadcast organization was
ready to organize a studio ses-
sion, ready to offer recording
assistance, ready to provide
backup musicians if required.
It was explained further that
many financial and profes-
sional benefits were ready to
be drawn upon, in his in-
terests. “Yes,” he replied,
“You are ready, the people
who will assist me to make the
recording are ready, and all is
in readiness. Even, as you say,
the Inuit listeners are ready
too. But you see, it is my
music. They are my thoughts
and feelings and I must tell
you that my music, is not
ready, not the way [ want it to
be. My music is not ready.”
This attitude suggests that a
little known aspect of Cana-
dian musical expression can be
expected to become more pro-
minent and recognized for
qualities that win respect on
its own terms.

New Folk Festival in
Toronto

Plans have been announced
for a new folk festival in
Toronto; the Toronto Folk
Festival. It will be a three day
event in Toronto, June
20-21-22, at a site yet to be an-
nounced. This creation is due
in part to the fact that
Mariposa announced that
they would not be holding
their usual three day stint on
the Toronto Islands and
would be holding events at
various locations throughout
the year. The Festival is being
organized by the Toronto
Folk Foundation, a non-profit
organization formed by Ray
Woodley, Mitch Podolak and
Richard Flohil. A board of
directors, consisting of some
30 members of the folk music
community is currently being
organized.

The new festival will feature
three evening concerts in addi-
tion to daytime activities. It is
proposed that a wide variety
of folk artists - including well-
known contemporary per-
formers in the idiom - will
take part in the festival. So
far, the organizers have check-
ed a variety of sites in the city
and the immediate vicinity - a
final choice and application to
the Parks Dept., which has
traditionally been highly co-
operative with the organizers
of such events, will follow.

1980 ISME World Con-
gress

Prof. Donald McKellar and
his wife will escort a Canadian
tour July 6-12 to Warsaw,
Poland. This will include stu-
dent performing groups and
teachers. With enough interest
from Canadians, Prof.
McKellar says it may be possi-
ble to charter a plane. Receive
information from: Don
McKellar, ISME Tour, c/o
Faculty of Music, University
of Western Ontario, London,
ONT. N6A 3K7 Tel: (519)
679-2481.




The PL76 and PL77 con-

denser cardioid microphones

are fast becoming the num-

ber one choices of vocalists

who want to make the “studio-
condenser” sound a part of

their act. Both mikes give

you condenser performance

in a package that competes

with dynamic microphone

durability. Their gutsy, bass-

boosting proximity effectadds
presence to any voice. The

PL76 is powered by a 4.5 volit battery.
The PL77 is similar except that it is
also phantom powerable. The “77's”
output is 4dB down from the “76's" to
allow for more flexibility at the mixing
board, and it has a recessed on/off
switch that many sound men prefer.

For those desiring the more traditional
dynamic sound, the PL91 and PL95
fit the bill perfectly. The PL91, with its
mild bass-boost and clear highs is a
joy to work with. The PL95, the “pro’s
choice” in a dynamic cardioid, offers
the best gain-before-feedback of any

If you want the
condenser microphone sound
on stage, Electro-Voice
gives you that option.

dynamic mike in the business - a test
we invite you to make.

Electro-Voice also offers four superb
instrument microphones. The PL5S
dynamic omni is the mike to use when
high sound pressure levels are en-
countered, as you would find when
miking bass drums or amplified guitars,
basses or synthesizers.

The PL6, with its patented Variable-C*
construction gives you cardioid (direc-
tional) performance without up-close
bass boost— perfect for miking brass.
reeds, percussion or piano. The PL1*,
even though it's a directional mike,
maintains its response curve off axis.
“Leaked” sound from off-axis instru-
ments are faithfully reproduced — not
colored in any way.

E-V's PL9 dynamic omni has
one of the flattest frequency
response curves in the busi-
ness — from 40 to 18,000 Hz.
And its small size lets you
mike instruments you couldn’t
get near with other mikes
offering this performance.

Alt E-V Pro-Line microphones

come with super-tough

Mamraflex grille screens that

resist denting. Designed to
keep your mikes looking like new for a
long time. All have a non-reflecting gray
finish that won't. compete for attention
under bright stage lights.

When the time comes to update your
cureent mike setup, we invite you to A-B
Electro-Voice Pro-Line mikes against
any others, for any application. If you try
them, you'li want them in your act.

Ey Electrooice

Dwisionof gulton Industries (Canada) Lid
345 Herbert Street, Gananogue, Ont. (613) 382-2141




Canadian Rock History

Bill Munson of Toronto is
preparing a history of Cana-
dian Rock Music. Bill has been
seriously researching the sub-
ject for several years and has
already amassed a large col-
lection of information and
memorabilia. Biographies,
histories, photos, disco-
graphies, records, tapes and
any other information on
Canadian groups past and
present would be greatly ap-
preciated. Contact Bill at 34
Westcroft Dr., West Hill,
ONT. M1E 3A3.

Frank Ludwig Joins
Ironhorse

Frank Ludwig player/
vocalist/writer (formerly of
Trooper) has joined
Bachman's Ironhorse. Frank
will be a full-time writing,
recording and performing
member. At the same time he
has been signed worldwide to
MCA as a solo artist.
Ironhorse’s new single
“Tumbleweed” shows Lud-
wig's efforts with the band,
with harmonies and key-
boards added to the album
version. The second album by
Ironhorse is at the three-
quarters stage at Randy's
studio in Lynden, Wash-
ington. Frank is contributing
two songs and lead vocals on
four songs.

Uncle Horsley’s Recor-
ding Studio - on the
other side of the tracks

Doc Adams (electron-
microscopist by specialty) has
this uncle, John Horsley.
Doc’s uncle has a lot ot pro-
perty in the lake country
north ot Montreal. A while
back discovering the treasures
of such a setting - wide open
spaces and vacant homes - it
was thought that one ot
them would make a “great lit-
tle recording studio”, and who
wants to be a doctor anyway?

Uncle Horsley’s is not a
super slick, intinitely baffled,
multi-track sound emporium.
It's a relatively small room ac-
comodating comfortably a
combo, without roadies,
groupies, etc. The control
room is even smaller. There
are two windows in the
studio. One looks out on the
woods behind the house, the

other on the woods in front.
There is no visibility between
control room and studio due
to a big brick fireplace.
However, the man at the
knobs can eye your mic via
cctv, and you can watch the
birds outside if you don’t
know how to read music.
Most visitors linger awhile at
Uncle Horsley's dividing their
time between meals, walks in
the great outdoors, long naps,
lake hopping in the seaplane,
and the canoe and fishing rod.
Some of the nearby houses are
being spruced up for living in,
while attending the recording
duties. Uncle Horsley's is
mainly music - be it jazz or
jingles. If you need Marshall
amps for earphones, the quiet
up here will drive you crazy.
And besides, you’ll scare the
birds.

Canadian Songwriters’
Fellowship

The Canadian Songwriters’
Fellowship, although a newly
formed organization is
already experiencing growing
pains due to its rapidly in-
creasing membership.

Jim Hagan, director of the
Fellowship, who originally
founded it as an outreach of
the Edmonton Songwriters’
Association which he heads, is
amazed at the high degree of
interest and response.

According to Mr. Hagan,
the basic purpose of the
Fellowship is to provide an
opportunity for songwriters to
associate more with each
other for the mutual purpose
of developing their talent and
succeeding in the craft of
songwriting. Through
members’ correspondence and
personal contact, it is hoped
that this will be achieved.

Another basic purpose of
the Fellowship is to provide
instruction so that songwriters
can learn the essential prin-
ciples and procedures for pro-
ducing a commercially accep-
table song, professionally
presenting it to publishers and
personally publishing, pro-
ducing and promoting it, if so
desired.

To achieve these aims, the

Fellowship produces:
1. A comprehensive Song-
writers’ Correspondence
Course which covers all
aspects of the craft of
songwriting.
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2. Quarterly newsletters of
the C.S.F. containing signifi-
cant articles of practical
assistance and inspiration.

3. Monthly newsletters pro-
duced in co-operation with
the affiliated Edmonton
Songwriters Association.

For complete information
write: Canadian Songwriters’
Fellowship, Box 7769, Station
‘A’, Edmonton, Alberta T5]
OWO.

Mariposa 1980

The Board of Directors of The
MARIPOSA FOLK FOUN-
DATION announced that in
celebration of its 20th anniver-
sary the MARIPOSA FOLK
FESTIVAL will be presented
in an altered format. As part
of Mariposa’s greater and con-
tinuing involvement, the 20th
year will be highlighted by a
number of special events
throughout the year in co-
operation with other arts
organizations.

1980 will mark a departure
from the customary three day
presentation of folk music and
crafts that for the past 12
years has been held on Toron-
to Islands. The 20th annual
will present a series of happen-
ings in various locations
throughout Metropolitan
Toronto providing greater
public access to the many
traditions of folk.

Estelle Klein, Artistic Direc-
tor of the MARIPOSA FOLK
FOUNDATION will be an-
nouncing some specific events
and dates for the anniversary
year shortly.

For further information
contact the Mariposa Folk
Foundation, 525 Adelaide St.
E., Toronto, Ont. MSA 3W4
Tel: (416) 363-4009.

1980 Georgian Jazz
Workshop

The first annual summer 1980
Georgian Jazz Workshop will
be held at Blue Mountain,
Collingwood, Ont., August
23-30. It will be sponsored by
the Canadian Stage Band
Festival Association. There
are only 100 places available
for both students and
teachers, so write immediately
to the C.S.B.F. at 3216 Yonge
St., Toronto, ONT. M4N
212, if you are interested.

West Coast Talent
Search
by Shelley Fralic

When a Vancouver FM radio
station went looking for some
B.C. talent, they got more
than they musically bargained
for. CFMI launched their
talent search last May, but
didn't expect to attract the
more than 500 entries, nor did
they anticipate those entries to
be of such a high calibre.

Announcer Bob Boving,
who is one of the five ad-
judicators responsible for
selecting the six winners, says
the initial response was over-
whelming.

“We thought we'd get a lot
of amateurish tapes, but some
of it was ready to be played
on the air.

" guess there’s lots of base-
ment studios around.”

The entries received
represented virtually every
musical genre, from classical
and C & W to jazz, folk and
rock.

“It was just a
spectrum,” says Boving.

And while most tapes were
submitted from singers and
musicians in the Vancouver
area, Boving says a surprising
number came from Victoria
and other small towns in the
province.

Six grants of $5,000 each
will be awarded to the
finalists, chosen from 20 semi-
finalists who were given until
early November to re-submit
improved tapes. The award is
not a cash grant, but will be
payable to a music school or a
recording studio, as requested
by each winner.

Bob Mutis, promotion
manager at CKNW - which as
CFMI's mother AM station is
underwriting the $30,000
-says the 507 entries were
divided into seven musical
categories and judged on
technical ability, originality
and continuity.

He says the station’s intent
was to “help people who need
the financial support to pro-
gress further.

“It may pay for another six
months tuition to Juilliard, or
help to get an album
recorded.”

Sample tapes of the semi-
finalists’ efforts currently are
garnering rave reviews from
CFMI's widespread middle-of-
the-road audience.

full
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SPECIFICATIONS

Size:
383%" L, 12%" W, 1%" D

Body
+ Special Fender cutaway design
+ Fender Thick-Skin™ high-gloss finish

Neck
+ Detachable hard rock maple
+ Curved fingerboard in maple or rosewood
+ Completely adjustable truss rod
+ 25%" scale
+ 21 nickel-silver frets
* 6 individual machine heads
* 4 bolt neck

Bridge

» Close string space

* Thick bridge sections designed for
maximum sustain

+ Each section fully adjustable

* Fully locking design

Pickups
(LEAD )

* 1 high-output humbucking
pickup with coil-tapping
and series/parallel capability

* 12 adjustable pole pieces
(LEAD Il)

* 2 adjustable and shielded
wide-range, high-output
pickups

* 6 pole pieces on each pickup

Special Features/Control
(LEAD 1)

* Master volume control

+ Master tone control

+ Coil selector switch

* Full electrostatic shielding
(LEAD 1)

* Master volume control

= Master tone control

* 3 position pickup selector switch

» Phase reversal switch

* Full electrostatic shielding

Standard Accessories
» Cord
* Polishing cloth
* Strap

Available colors
= Black or Wine Red

7C :

BS Musical Instruments Ltd.
One Westside Drive
Etobicoke, Ont. MOC 1B2



John Panchyshyn

BY KATHY WHITNEY

PHOTO BY BRUCE COLE

If you can't remember the name, just
think of transmission. J.P. of course is an
obvious dub, but they also call him the
zany Ukranian.

John attended Humber College for 3
1/2 years, in the music education course
which involved him in the “B” band
directed by Ron Collier. He left the course
in March 1979 when he was offered the
opportunity to travel with Billy Reed and
the Street People. Still, playing tenor sax
with Billy Reed, John has his own group
(Sleeper) that performs every Sunday
evening at the Hotel Isabella in Toronto.
Billy Reed and the Street People play
rhythm and blues while Sleeper leans
more towards the laid back stylings of
Herbie Hancock, in general, a fusion of
progressive jazz and funk evident on the
West coast. Certainly a most accepted
form of musical expression and entertain-
ment, the mood that Sleeper sets is a far
cry from John's earlier influences by the
James Gang and Edgar and Johnny
Winter.

Born in Grimsby, Ontario 26 and a half
years ago, John began studying alto sax at

the age of twelve. He kept it up until 1969.
John now admits, “I hated the lessons, I
felt like a frustrated drummer.” In 1969,
his family moved from Hamilton to
Toronto at which time John says that he
just seemed to pick up on the tenor. He
wasn't involved in music in High School,
instead John delved into technology, sheet
metal anc air conditioning. Always sup-
ported by his parents musically and emo-
tionally, in 1973 John tock a stab at full
time work with the James Hartley Blues

band. From there he went with Jeanette -

Bradley and then with Prairie Oyster.

At this point in John's search for
recognition in the music industry, it
became apparent that mastering your in-
strument wasn‘t the be-all-and-end-afl of
being a Grade A musician. Thus the
course at Humber.

“I didn't want to be dragging my ass on
the road at 35. Humber really got me
together. I want mostly to do sessions and
to produce sessions. Ultimately [ want to
be a heavy oneday, myself.”

Presently, John is making his contribu-
tion to recording sessions in such studios

as RCA, Images of Sound, Captain Audio
(primarily a jingle house) and Fanshawe
College. Also to his credit he has “Doin’
the Best We Can” - Billy Reed and the
Street People’s first album. In the works is
their second with some material supplied
by Danny Marks and Bill King, along
with their own original compositions.
John assists with the arrangements of the
tunes for both bands, writing and com-
posing the charts. He practices on the
road using books on technique by Charlie
Parker and Jamie Aebersold. For work on
tunes, he uses one of the fake books. John
practices with the section regularly as it is
the same section as in Sleeper. With Billy
Reed, their practice time is irregular, due
to their tight bookings. When they do find
time, they work from written charts. John
finds his breathing exercises are not
routine either, however if he encounters
difficulty he applies simple logic and over-
comes any problems in this way.

John comes equipped with a Selmer
MK.VI 1956-57 tenor sax. Previously,
John played a King. In the past, too, is a
Guy Hawkins mouthpiece but today John
uses a Dukoff with a plating on it that is
suspected to conceal brass underneath.
Occasionally, John uses La Voz reeds,
however more often than not he prefers
Rico Royales. He seems to double on as
many instruments as there are variations
of his name; soprano sax, flute, clarinet
and percussion. As well, John offers
healthy vocals in Billy Reed and Sleeper.

As a solo instrument and a prominent
one in today’s music, John expresses that
the saxophone can be as aggressive as it
can be romantic. He uses it as a soothing
relief from aggression for himself and the
sake of his dedicated listeners. This well
rounded individual does his own repairs
to the Selmer, handles his own minor car
repairs and even fixes the fence and
manicures the lawn at home. He spends
time in the great outdoors as a fisherman
and woodsman to help him unwind.

It's not hard to imagine John following
in the footsteps of Michael Brecker and
David Sanborn whom he admires for their
ability to mix equal parts of expertise and
emotion. He aspires to play with the so-
called heavies and in his own words, “I
think it will happen in time; everbody gets
their turn.” cm
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How serious are you about a synthesizer?

Even if you don’t have an unlimited budget, you still want virtually
unlimited expression from your synthesizer. Yamaha knows this. We also
know what kinds of features and functions give you this expression.

The professional musicians who evaluated our prototypes told us. And we
listened. The result is a new line of affordable synthesizers from
Yamaha. They are capable of many of the sounds of our larger, costlier
models, and have all of the quality and reliability.

CS-40M. Polyphonic, programmable and highly portable describes
this top model in the new line. It has four VCO'’s, two VCF'’s and two
VCA’s plus a Ring Modulator, an Attack /'Decay EG for the LFO and Ring
Modulator, and a unison mode which converts the unit to mono operation
by doubling up the VCO's for richer sound. The keyboard has 44 keys.

The CS-40M can store and recall, at the push of a button, up to 20 sounds that you've created, even
after the power is shut off. Interface with a tape recorder requires just two patch cords.

CS-20M. Up 10 8 voices can be stored and recalled in this model. The CS-20M has two VCO's, an LFO,
a noise generator, a mixer (for the VCO's and the noise), a 3-way VCF and a VCA. ltis a monophonic
instrument with a 37-note keyboard.

Both models have keyboard trigger in/out jacks and control voltage in, out jacks for convenient use
with any sequencer that has log voltage scaling. Rear panel jacks are provided for ON-OFF foot switching
of Sustain and Portamento Glissando effects, and for continuously variable control of the volume.

CS-15. This compact, very affordable synthesizer has

DIGITAL
two VCO’s, two VCF's, two VCA’s, two EG’s and one LFO. Z‘SC’:EL '\";YS YCO § VCF | EG | NOTES | MEMORIES
0 3 H 7 i } | 1 N A
One-touch knobs and switches free you from complicated gt T —1 i Ty
patch work. Sawtooth wave, square wave, white noise, and [ cs2ov | 37 2 I ! 8

20

triangle wave give unique tonal characteristics. L :

CS-5. This is our most compact monophonic synthesizer. It has 37 keys, but with the 6-setting Feet
selector switch, the instrument’s range is extended to a full 8 octaves. A Sample and Hold allows
you to automatically play a continuous random note. There are many other features that make this
model’s very affordable price even more attractive.

Write Yamaha for more complete information on the full line. Or better yet, visit your Yaraha
dealer for a demonstration of the synthesizers that take both your creative desires and your budget
considerations seriously.

Because you're serious.

@ YAMAHA Yamaha Canada Music Ltd., 135 Milner Ave., Scarborough, Ontario M1S 3R1 (416) 298-1311
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Limit one coupon per customer. Offer expires March 31, 1980.
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RECORS

CANO
Rendezvous
A&M/SP 9037

Producer: Jim Vallance
Engineer: Hayward Parrot
Recorded at: Manta Sound, Toronto

Rachel Paiement has one of the finest
voices found in today's popular music.
There is no sign of sacrifice of quality for
feeling in her music or from anyone in
Cano for that matter. Everyone of the
tunes is bright and melodic and at times
romantically drifting. Although Rendez-
vous is not a live recording, the produc-
tion clearty depicts Cano live in that the
l.p. reveals the all encompassing sound at
the precise levels. Whether the repertoire
is English or French, the results are the
same - satisfying.

PRIVATE EYE
Capitol/ST - 11980

Producer: Eddie Leonetti
Engineer: Steve Vaughan
Recorded at: Master's Workshop, Toronto

As a drummer, Paul Stamp’s nickname
Boomer is certainly a propos. “Your Place
or Mine” and “Beneath the Wheels”
strongly represent his solid drum sound.
Private Eye is a quartet of bass, drums,
and two guitars reaching for a healthy
rock sound with a touch of ballad-itis.
Hughie Leggat’s vocals have matured to a
point of raw finesse still clinging to the old
“Hold On I'm Coming” and “Foxy Lady”
phrasings of his yesterday. Not bad then,
even better now. Somehow the produc-
tion, clean but weak, hasn't captured the
total energy of the band. The fault may lie
with the arranging, not the overall play-
ing.

THE STEPHEN BARRY BAND

Live

Fix it in the Mix/F.M. 001

Producers: Mitchell Cohen and Gordon
Gibson

Engineers: Guy Charbonneau and
Gordon Gibson

Recorded at: Hotel Iroquois, Montreal

Recorded by: Le Mobile Filtroson

The Stephen Barry Band are ace blues
specialists. Recently, the Eagles made a
comment that they chose Joe Walsh
because he was the only one who could go
15 rounds with Don Felder. Well, John

Reissner and Andrew Cowan (guitarists)
fall directly into that compatability ratio,
matched by Stephen Barry himself on
bass. “Mystery Train” is a perfect example
of the bluesmanship of the group, in par-
ticular the bass run. Stephen Barry
handles the majority of the vocals with
the others occasionally taking turns at the
mike. This album is a generous helping of
eleven tunes; some covers, some originals,
all basically blues.

OJII
The Shadow
Ultra Records/URN 2-101

Producer: Rupert Harvey
Engineer: Rich Dodson
Recorded at: Marigold Studios, Toronto

The Shadow is an interesting mix of vocal
oriented numbers and instrumentals. The
album has a very thematic approach. For
instance, a couple of cuts have already
been scooped for television productions.
All of the tunes except for one were writ-
ten and arranged by Rupert Harvey and
performed au robust by an endless list ot
competent musicians. Andre King, for
one, stands out on bass on “Good Inten-
tions”, an up tempo swing-thing highly
accented by his plucky bass. The Shadow
has all of the impact of a Lalo Shifrin com-
position.

CHALAWA
Hop Skip and Jump
Generation Stereo/GEN 3009

Producers: Alex King and John Forbes
Engineers: John Forbes/Rick Knight/
Bill Seddon
Recorded at: Kinck Sound & Sound
Springfield Sound, London;
“The Grange”

“Tropical Borscht” flows evenly to a gyp-
sy back beat with a little reggae punch
now and then. At times, the melancholy
moodiness of the tunes is abruptly shat-
tered by the bite of the horn section. In
most cases, the arrangements can hold
their own and overcome this, however the
spacy drum sound also shows a lack of
technical planning. Alex King and John
Forbes, who perform on a variety of in-
struments, are the backbone of Chalawa.
They have taken reggae and added
everything from rock to heavenly acoustic
guitar to form a universal sound.

MENDELSON JOE
Not Homogenized
Boot/BRP 2104

Producers: Edward William Purdy and
Mendelson Joe
Engineer: Dan Lanois
Recorded at: Grant Avenue Studios,
Hamilton

Who would have ever thought Diane
Heatherington would be an appropriate
accent, vocally, for M. Joe? “Those Who
Do” might make you wanna reach for the
nearest water pipe. Not Homogenized is
so mellow you may not want to move to
flip it over. In that case, an 8-track will be
a saving grace. Nevertheless, if you do
start with side one, don't miss side two
and Edward Purdy and M. Joe on “I
Blues” - organ and electric guitar, respec-
tively. Mendelson Joe, or for those who
remember him as Joe M., is a consummate
blues artist - whether he’s laying it down
on canvas, between treble clefs, or up and
down umpteen frets.

LYDIA TAYLOR
Falcon Records/FAL 80,001

Producers: Robert Leth and Richard
Zwicewicz
Engineer: Robert Leth
Recorded at: Springfield Sound - London,
Ontario.

A strong debut for Lydia Taylor, “Tuff
Chick” and “I'm a Woman" let loose the
rough-tough-and-ready vocals Lydia pro-
jects. On the other hand “Try Again”
brings out a softer, more reminiscent
style. On drums, Kenny Trevenna (of
Stuttz) is a powerhouse throughout the
album with thunderous rolls and tumbles
in all the right places. Another notable to
be reckoned with is veteran Steve Ken-
nedy on sax. He is the life support of some
cuts, such as “Bring it on Home” which
not only suffers from a weak arrangement
but is over produced. Kelly Jay sneaks in
there with background vocals.

Canadian Musician welcomes any inform-
ation on Canadian releases new and time-
less. Also of interest would be any re-
cordings done privately that are not at-
tainable through the usual distributors.
Send requests and/or material to Cana-
dian Musician, 2453 Yonge St., Suite 3,
Toronto, Ontario M4P 2E8.
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(The best tine (o buy a legend is before
o it becomes one.c—=>

j nstead of buving a new guitar. invest in a new
Gibson. Because today’s Gibsons have a habit of
| becoming tomorrow's legends.

Ee=2=d  Just go back a few years to Gibson's
original Flying V. It isn’t even as old as rock & roll.
Yet. the Flying V's value has risen 600%. Today. some
’58 Les Pauls go for $2.000. Before solid bodies were

holes were only for violins. it went for $150. Toaay. some
are $3.000. And collectors everywhere wish they were one
of the 36 people who had bought one of the original
Explorers in 1960. It's just common sense to buy a new
Gibson. Like an RD. A Ripper. S-1. Mark Series. L-5S.
Marauder. And many other future collectors items.
A few years from now. someone might make you a

the thing to buy. Les Pauls went for $300. Gibson has . tempting offer for your Gibson. But even though the
made a lot of legends in its lifetime. The L-5 is one of v «f offer may sound nice, you'll probably feel it doesn’t
the grandaddies of them all. Back when arched tops and X sound as nice as your guitar.
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For more information on these

(] and other Gibson Guitars, send
$1.50 for postage and handling
, 50 ® to Advertising Dept.
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Trooper's success has not been an easy
victory. Culminating in years of hard
work, perseverance, determination and
the ability to write, record and perform
consistent rock, Trooper has survived the
struggle for supremacy, emerging as one
of Canada’s top rock bands.

The nucleus of Trooper as we know
them today is made up of lead vocalist Ra
McGuire, guitarist Brian Smith, and
drummer Tommy Stewart. Prior to their
formation as Trooper in 1974, all
members were previously active in other
bands in the Vancouver night club scene.
Following high school, guitarist Brian

&
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Smith attended Vancouver City College
where he studied art and merchandising.

Like the rest of the group, their love for
music and performing began during their
high school days. Ra and Brian were for-
tunate in having previous recording ex-
perience in 1968 in a local band known as
Winter's Green. This resulted in two
moderately successful West Coast singles,
“Are You a Monkey,” and “Jump In The
River.” Unfortunately, a six year recor-
ding drought plagued them until their
contract with producer Randy Bachman,
who had an established reputation in the
Canadian music industry as co-founder of
The Guess Who, and leader/producer of
his highly acclaimed Bachman-Turner
Overdrive.

Since the group began as a Vancouver
based bar band, their original name “Ap-
ple Jack” was chosen from a bartender’s
manual. The name Trooper evolved out
of a series of four shows on Hallowe'en
Night in 1974, when someone claimed
they were real troupers, in the true

vaudeville sense of the word.

Originally Trooper were a hard rock
power trio, fronted by Ra McGuire's
strong vocals. Singer/songwriter and
keyboard player Frank Ludwig, a Van-
couver music student, joined the group
for the recording of their second album
“Two for the Show,” giving the group a
more diversified direction.

In preparation for their first album Ran-
dy Bachman, as producer, selected songs
suited to his hard rock style, from thirty
songs submitted by the group. Ra recalls
the group was so excited about having a
recording contract, and being able to go
into the studio with Randy Bachman to
record an album, that they sacrificed all
creative control. As the group became
more experienced in the studio (and as
songwriters) their sound quickly drifted
from the B.T.O. sound. As more time was
allotted for recording, and budgets were
increased, the group obtained more
creative control and input into their recor-
dings.

Harry Kalensky, who originally played
bass and occasional keyboards on the
“Trooper” album, left the group following
the recording of the second album due to
musical differences. He was replaced by
Doni Underhill, a Toronto musician,
known for his work with Brutus and
Fludd, among other Toronto bands. Doni
appeared on the group’s third album
“Knock ‘em Dead Kid.” The most recent
personnel change for Trooper came dur-
ing their sold out Canadian tour last fall,
when keyboard player Frank Ludwig
decided to leave the band to pursue a solo
career. He is reportedly working with
Randy Bachman in Bachman's private
studio as a session musician with Iron
Horse. Frank was replaced by Rob Deans,
a well known Vancouver session musician
who has a degree in classical piano from
the Royal Conservatory of Music at the
University of Toronto. Deans is expected
to add a new dimension to the group’s

(A

musical direction. Thus the present
Trooper line up consists of lead vocalist
Ra McGauire, guitarist Brian Smith, bassist
Doni Underhill, drummer Tommy
Stewart and keyboard player Rob Deans.
During the early days it was easy for
Trooper (Apple Jack) to find club work in
the Vancouver area. Fortunately, Trooper
were managed by Sam Feldman, partner
with Bruce Allen, who at that time
managed Bachman's B.T.O. It was
through this association that Trooper had
the opportunity of meeting Randy
Bachman, who was looking for a new
band to produce during his spare time.
As entertainment co-ordinator in the

Trooper has survived the
struggle for supremacy,
emerging as one of
Canada's top bands.

Mormon Church, Randy Bachman was
asked to organize a dance, and hired
Trooper to perform. He was so impressed
with the band that he made an initial offer
to produce two singles for them, and by
the end of the night he was talking about
an album. It was at this point in Randy’s
career that he was offered his own record
label through M.C.A., and Trooper was
the first band to release an album on
Legend Records.

To date, Trooper have released six
albums, five of which were produced by
Randy Bachman. The group felt they
wanted a change in production techniques
and Howard Steel, a Los Angeles pro-
ducer and engineer, was selected. He had
worked with Randy Bachman on various
solo projects including mixing Trooper's
fourth album, “Thick As Thieves” and the
singles “Ready” and “The Boys In The
Bright White Sports Car”, from their Hot

= Shots album and therefore was familiar

with their music. Howard Steel was ex-
tremely tough and demanding of the
group, extracting the very best perfor-
mance out of each member, whereas Ran-
dy had concentrated on the feel and tex-
ture of an album. On occasion, Randy
would contribute a guitar solo, which he
did on Two for the Show, and Watcha
Gonna Do About Me, plus playing
various harmonies with Smitty, and also
percussion instruments.

Brian notes, “it is extremely important
for any band starting out to have the best
P.A. system possible.” Even during their
early days as “Apple Jack”, they had a
system superior to that of any other Van-
couver act. The group is self sufficient,
and invested their own money in all the
equipment and instruments. Now they
can afford the luxury of renting a sound
system for their tours from companies

Continued on page 38
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The cover of Bob Segarini’s new album,
Goodbye L.A., depicts a jukebox rising in
full glory as a building dominating the
Toronto skyline. Contrast this with last
year’s Gotta Have Pop where the jukebox
- the ultimate Pop symbol - is shown sink-
ing into the sea as an exhausted “washed
up” figure scrawls the album’s desperate
title into the sand. There is no need for a
lash-out attempt to revive Pop music like
there was a year or two ago when Disco
reigned, because now the genre has snap-
ped right back into the public's con-
sciousness, largely due to a lot of high
quality Pop coming out of Britain like lan
Gomm, Bram Tchaikovsky, Nick Lowe,
and others. As far as Canada is concern-
ed, at least, no discussion of Pop music is
complete without mentioning Bob Seg-
garini.

Segarini's devotion to Pop music is not
a consequence of his trendiness, for he has
been refining the craft for nearly fifteen
years as a member of Family Tree, Roxy,
the Wackers, and the Dudes. Now, with
the band that bears his name, Bob
Segarini has just released his second
album. Goodbye L.A. was recorded in
Toronto last summer at Manta Sound
and, mostly, Eastern Sound studios with
engineers Gary Gray (Manta) and Ken
Friesen (Eastern). As with Gotta Have
Pop, released in autumn of 1978, Bob
Segarini produced the album.

More than two years ago, | received an
E.P. to review by Bob Segarini (A&M
Records, AM452). | tried to place the
vaguely familiar name while listening to
the four overtly Beatlesque tunes on the
disc that was apparently issued as a
prelude to an album. It was nice that so-
meone - particlarly a Canadian - still had
enough respect for the Beatles to fashion
himself so closely after them but deciding
it was just another cheap imitation, the
record was soon tossed onto the top of a
dusty heap of unplayed 45s. Opting to
wait for the release of the subsequent
album, 1 never did get around to writing
the review. As it turned out, the promised
album never did hit the stands, and I
forgot about Bob and the Segarinis.

Late in the summer of 1978, a scorching
full-page story in the Toronto Star reveal-
ed the horrors that local rock and rollers
have to deal with to get the attention they
deserve from radio stations and record
companies. This violent pen-lashing con-
demned the Music Industry at large for its
conservatism, and proclaimed that
Toronto could well be the genesis of a
whole new sound if it wanted to be, after
Liverpool, San Francisco, and Los
Angeles. The author was Bob Segarini.
How did he expect to get away with biting
the hand that fed him, I thought, putting
his E.P. on the turntable for a second
chance.

I didn't like the E.P. any better, but [
groped through my record collection and
pulled out an album called Shredder by
the Wackers. Of course, there he was
again: Bob Segarini. Just after Halloween
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of that year, I walked into a record store
that kept playing a dramatic do-wop song
called “Don’t Believe a Word I Say” from
a crazy bubble-gum pink vinyl album call-
ed Gotta Have Pop. | bought the album,
took it home and thought that Bob
Segarini wasn't just making a dying stab
at the Music Industry in his newspaper ar-
ticle, he was actually doing something
constructive about it. If this was what he
meant by the Toronto Sound, it was O.K.
by me.

Since the release of Gotta Have Pop,
Segarini has maintained a hectic road
schedule, focusing on the Toronto and
Southern Ontario region with his “all-star
no-stars” band, while making the occa-
sional jaunt to the East or West. Though
this touring band was assembled by the
time last year's record was available, they
did not necessarily comprise the nucleus
of his studio musicians. Now that the pre-
sent entourage has been playing together

for a year and have become an extremely
tight outfit, it is only logical that they are
also the musicians we hear on Goodbye
L.A. They are: Mike St. Denis (lead
guitar), Pete Kashur (“second” guitar),
Phil Angers (bass), Drew Winters
(keyboards), Mark Bronson (drums), and
Bob Segarini (mainly rhythm guitar and
lead vocals). As a result of the band’s ex-
perience of playing together and their con-
sistent sessions in the studio, one of the
biggest impravements on Goodbye L.A. is
that it sounds more uniform than last
year's work.

Gotta Have Pop was not a large-selling
album, even by Canadian standards (“It
went Teflon,” he would quip on stage).
Much of that could be attributed to the
small independent Bomb Records label
that it appeared on. Although Bomb of-
fered Bob all the artistic freedom he
wanted, they simply didn't have the
budget or manpower to promote the

7]
w
2
Q
[++]
>
w
z
[=]
Q
o
>
[++]
[}
=
o
I
a



album beyond its regional success. At
about the time recording was under way
for Goodbye L.A. early last summer, Epic
Records of Canada took an interest in
Segarini and Bomb label-mates the (Bat-
tered) Wives. By the early fall, a contract
was negotiated to include these two acts
on the new Bomb-Epic label which, for
the artists, meant a more prestigious label
and nation-wide promotion. According to
Bob Muir, Product Manager for Epic
Records of Canada, Gotta Have Pop
never received the push it deserved.
Hence, they are releasing a re-mixed ver-
sion of “Living in the Movies” (from Got-
ta Have Pop) backed with “Goodbye
L.A.” as the single to coincide with the
release of the new album. As of press
time, they hadn't decided on the follow-
up single that would be issued two or
three weeks after “Living in the Movies”
peaks.

The first time 1 dropped into Eastern
Sound to witness one of Segarini's recor-
ding sessions, I found a chair behind the
24 track Studer mixing console as the
engineer was leaving the room to adjust
some drum mikes. Just then Bob leaned
over to me, motioned to the closing door
and said, “That's Ken Friesen. He's the
best engineer in the country and we ve got
him.” Later Bob recited some of the
“billions” of awards Friesen has earned for
his work with Anne Murray, Gordon
Lightfoot, and others, and expressed the
tremendous commitment Ken showed on
Goodbye L.A.

Ken Friesen is a quiet, modest man who
speaks chiefly with his proficiency in the
studio. He has little tolerance for anything
but the utmost professionalism in the
artists he works with. He got along well
with the Segarini crew because they
arrived well prepared, he said, with a
minimum of rewriting and rearranging in
the studio.

When [ asked Ken what he felt was the
biggest problem concerning the Segarini
session, he laughed and said, “We didn't
get a long enough dinner break a lot of the
time...nah, there weren't any problems
that I could speak of. It all went pretty
smooth.”

Last year, Bob Segarini was nominated
for a Juno Award for Producer of the Year
for Gotta Have Pop. He was up against
some veteran competition, namely Jack
Richardson, Terry Brown, Matt Mc-
Cauley, and Gino and Joe Vannelli (who
won), but Bob said he was thrilled that a
new contender such as himself could be
recognized in equal ranks. The nomina-
tion was also an encouraging statement to
Canada’s young Pop crowd. Record pro-
duction is a relatively new game to Bob
Segarini, for one of Mahogany Rush'’s first
albums and the first Romantics single are
virtually the only other production work
he has done. The fact that he has declined
offers to work with British Pop singers lan
Gomm and Roy Hill is an indication of
how involved he has been with his own
work over the last couple of years.
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Although the band plays just about
everything on the album, Wayne Mills
and David Norris-Elye were called in to
play horns. The only other non-Segarini
member that appears on Goodbye L.A. is
a singer/guitarist Garwood Wallace, who
fronts the Toronto-based rock and roll
trio called Twitch. Bob immediately fell in
love with the band after seeing them per-
form at a battle of the bands-type presen-
tation at a Yonge Street bar early last
summer. It was one of the first gigs for
Twitch, whose repertoire consists of
about half Garwood's original tunes and
half Buddy Holly and Eddie Cochran
covers. Bob adopted them as his regular
opening act.

Segarini certainly helped Twitch get off
the ground. Within a spare hour of studio
time one night, Twitch set up their equip-
ment at Eastern Sound and played a
bunch of Garwood's songs while the tape
rolled in the control room. They suddenly
realized that Twitch then had an album in
the can in less time than it took the Beatles
to record their first. (Since, they have ac-
cepted a contract offered by A&M's
Mushroom label).

Symbiotically, Garwood has also had
some influence on Bob, as his song “Rock
& Roll Moment” was recorded by Segarini
and was originally slated to be the single
from Goodbye L.A. They later decided to
release one of Bob's songs as the first
single, especially since “When the Lights
Are Out”, the single from Gotta Have
Pop, was a cover version of the Slade hit.
A comment that Garwood made one day
inspired Bob to write “I Like the Beatles
(and My Baby Loves the Rolling Stores)”,
one of the songs on the new Ip.

“I Like the Beatles” just happened in the
studio one day - conceived, rehearsed,
and recorded in one day. Moreover, Bob
and Garwood performed all the in-
struments on it except bass, which was
played by Phil Angers “because he hap-
pened to be there”. Garwood played lead

and rhythm guitar (he uses a vintage left-
handed single-cutaway Gibson Melody
Maker) and one of the pianos, and Bob
played rhythm guitar (the same one that
he uses on stage, an early sixties SG-type
Gibson Les Paul with vibrato), the other
piano, drums, and sang all the vocals. Phil
switches between a new Music Man bass
and a pre-CBS Precision (“whichever
sounded best that day”) that he claims to
have bought from a Montreal pawn shop
for an unmentionably low price.

Not all the songs on Goodbye L.A.
were composed during a coffee break,
however (but Bob says the title track was
written at a sound check). The band has
been performing the Ducks Deluxe song
“Please Please Please” on stage for a year,
and when they finally laid it all down on
tape, there was something wrong with it.

“With ‘Please Please Please’, 1 sat
behind the control console for three days
listening to the thing,” explained Bob in
an interview, “I hated it and didn’t know
why. Then it dawned on me that it was a
great Pop song, but it was not performed
in the Pop idiom. It almost sounded like a
cheezy Eagles’ version of a Pop song.” So
they destroyed the instrumental and vocal
tracks, keeping only the basic drums and
bass tracks, and built the song from the
ground up again.

Now that I've described the two ex-
treme conditions under which Goodbye
L.A. was constructed, it is necessary to
say that about half of the album was ac-
tually done off the floor; the bass, drums,
and guitars were all recorded at once.
When keyboardist Drew Winters was us-
ing his Rhodes (usually through an MXR
phaser), he too would be recorded along
with the rest of the band, off the floor.
The Rhodes was recorded direct in stereo,
while all the other instruments were mik-
ed. A lot of acoustic piano was used, but
this was always overdubbed because they
couldn’t afford the sound leakage. Bob

Continued on page 40
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ou sing, play guitar and comedy

is your ace in the hole. You've

knocked on every door, know

every agent in town and have
played every sleazy club around. You
practice - God, how you practice - because
you have a dream. You're going to get
there. Yes, right to the top. But as the
months grind into years, the doubts begin
to nudge their way in and the dream
fades...just a little. When is it going to
happen? How? There’s got to be a way.
What is it?

Well, as Ronnie Prophet sees it, the
answer to this whole crazy business is be-
ing in the right place at the right time.

Sure talent counts. Being able to sing
well, to play guitar skillfully with flashy
technique, to do impressions with deadly
accuracy. It all counts.

So does having the drive, the dogged
determination to make it, the love of
show business, the ability to entertain,
really entertain. That all counts too.

As does being one of the nicest guys in
the business. Having won a couple of Juno
awards doesn't hurt either, but ultimately
the breaks can hinge simply on being in
the right place at the right time. And that's
what really counts.

Take the time he was booked into Lake
George, a summer resort in upper New
York State, in the fall of ‘64.

“I'd been working in Montreal for nine
years,"” said Ronnie. “Playing all the dingy
bars, taking all the crap that goes with it.
Not knowing where I'd be working from
one week to the next, or even if | would be
working. The last two summers | was
there | worked Lake George and one night
Dick Hoekstra, an agent from Fort
Lauderdale, showed up. He came up to
me after the show, asked me how I'd like
to work in Florida and by January, | was
playing the Camelot Lounge in Daytona
Beach.”

Or the time somebody in Nashville ask-
ed him to do a benefit for a hospital in
Columbia, South Carolina. The hospital
was St. Jude’s, the host Danny Thomas.
Prophet closed the first half of the show,
bowed off after two standing ovations
and six weeks later was co-starring with
Thomas at the Sands Hotel in Las Vegas.

Then there was the time he was work-
ing the Carousel Club in Nashville in the
fall of '71. Tommy Hunter walked in, saw
the show and immediately invited Ronnie
to be a guest on the Tommy Hunter Show
on CBC-TV.

“The funny thing about that,” said Pro-
phet, “was that he'd never heard me sing
in Canada - never. Years earlier I'd tried
to get on Country Hoedown, a show he
and Gordie Tapp were hosting at that
time.

“Anyway, | came up and did the
show.” he continued. “Afterwards, the
executive producer - 1 don't know his
name, all [ remember is that he had a bad
rug - asked me if I'd like to do a summer
replacement for the Hunter show. I
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jumped at the chance. The first year we
did six shows, the second year we did
eleven. Then [ went all out and tried to get
a winter time show.”

Predictably, CBC waffled. Wisely,
CFTO-TV didn't.

“l did a pilot for CFTO and had Dolly
Parton and Ferlin Husky as guests. I've
got a copy of the pilot and looking back, I
don’t know why the hell they bought it
but it's been on ever since.”

CFTO knows why they bought it. Now
in its sixth season, Grand Old Country
draws close to 1 million viewers a week
and has been the recipient of three RPM
Big Country Awards for Country Show of
The Year; one in 1976, a second in 1977
(the same year Ronnie was voted by them
as Male Performer Of The Year) and the
third was presented to them in 1979.

“the

greatest

one-man
show

[ve ever
seen’
says

Chet Atkins.

Aside from two Juno awards as Coun-
try Male Vocalist Of The Year, Prophet
has won ASCAP awards for Shine On,
Sanctuary and It's Enough and last April
his album Just For Us was certified gold in
Canada.

Chet Atkins has described Ronnie as
“the greatest one-man show I've ever
seen.” Gordie Tapp maintains he’s one of
the most versatile performers around to-
day. “Ronnie is one of the most talented
people [ know,” said Tapp. “He sings
well, builds a rapport with an audience
that you have to see to believe and he’s
one fine guitar player.”

Not surprisingly - “I've been playing
guitar since I was born” - Ronnie has a
collection of guitars. “I've got two Fender
Stratocasters, one ] bought in Montreal in
1957, the other in Nashville in 1970, an
Ovation and a flat-top Epiphone. I don't
know the number on that one; it's made in
Japan but distributed in North America.
['ve got some guitars that I don’t even
use.

For concerts he usually uses the Fender
Stratocaster and the Ovation with an elec-
tric pickup built into the bridge because he
does some classical as well as straight
country.

“There are two portions in the show,”
he explained. “One is a sit-down with
parts of the old night club act. ThenIdo a
special effects using an Echoplex on the
voice. | also use an Echoplex on the guitar
for delay and echo return, and in parts of
it I get instant harmonies.

“On the foot pedal,” he continued,
“with the guitar, I'm using a foot pedal
that's got phase built into it, a fuzz phase-
shifter and a fuzz and a wah-wah. I put
everything together myself and did all the
wiring from the pedals themselves to the
plexus and to the amps.

“The Fender is normally wired so that
you either have the first pickup or the
second pickup or the third pickup work-
ing, but none of them combined. [ rewired
them so I can get the first and second
together, or the first and the third
together, or the second and third together
or the first, second and third all together.

“Then you have your tone control that
you can take and rewire it so that you can
run the pickups in phase or out of phase
which gives you other variations of tones.
Everything is wired so that it can be
packaged, put in one box and shipped on
a plane without being damaged.”

He uses strings manufactured by Bill
Lawrence in Nashville who also makes the
Bill Lawrence pickups which are gradually
becoming popular in Canada.

“Some of the boys that play rhythm
guitar on Grand Old Country also use Bill
Lawrence pickups. The Echoplexes are
made by Market Electronics out of Ohio.
I've been using their echo units since
about 1968. 1 use a blue thumb pick that’s
quite soft and pliable. The amps | use are
pretty much stock except that I do a lot of
testing of equipment for a number of com-
panies.”

Born in Calumet, Quebec, Ronnie ac-
tually started playing guitar when he was
twelve, is self-taught - “it took me two
years to learn how to tune it” - proclaims
he can’t read music “at least not enough to
hurt my playing” and started working
professionally in Montreal when he was
seventeen.

By the time Dick Hoekstra discovered
him, he was more than ready to make a
move and a three month booking in Fort
Lauderdale followed by another three in
the Grand Bahamas was to change the
course of his life.

“When 1 came out of there,” he said,
“I'd made more money than I'd saved in
nine years in Montreal and [ decided that
somewhere, somehow, 1 must be doing
something wrong.”

So it was back to Montreal and into the
American Consulate to take out papers as
a registered alien. Within two weeks he

Continued on page 42
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With his lengthy apprenticeship over and
the trek through the wilderness of provincial
and amateur orchestras completed, Davis
has arrived on the international conducting
scene.

k4

PHOTO BY BRUCE COLE

Andrew Davis rhythmically snorts as he
conducts the climactic passages in a
Beethoven symphony, and he sniffs loud-
ly as his arms scoop through the air. The
Toronto Symphony rehearsal is going
well; and aside from a slight cold, Davis is
clearly enjoying himself. Then he hears a
cello part that doesn’t suit him, and he
demonstrates what he wants by singing
along in an off-key nasal baritone. His
voice carries far in an empty Massey Hall,
while he slips back onto his stool without
missing a beat.

A compactly-built, sandy-haired
Englishman, the thirty-five year old Davis
is wearing baggy grey slacks, a soft black
shirt open at the neck, and black Oxford
lace-up shoes that are scuffed at the sides
from constantly gripping the high legs of
the rehearsal stool. Without ever losing
the attention of over ninety musicians, he
manages to give the impression that he
knows exactly what he wants and that
there is no doubt in his mind about how
every note should sound. He also
manages to give the impression that he is
an even-tempered, good-humoured bloke
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- not at all the quick-tempered Mittel-
European martinet of past concert hall
legends; and in response, the orchestra
members seem relaxed and confident in
his presence.

If some symphony conductors tend to
grimace and make faces while conducting,
as if suffering the pains of great aesthetic
torments, Davis mostly grins. When he
hears something he doesn't like, though,
he stops the string section. “That’s a horri-
ble sound,” he complains. “It must have
some substance.” They start again, and he
turns to the basses and urges them on. He
cues the horns, jabs his baton at the tim-
pani, and whips back suddenly at a loud
fortissimo. Then he drops to a slightly
bent stoop for a softer passage, glances at
the clarinet, nods to the flute, and turns
his attention again to the cellos. A French
horn flubs a note, and he lets it pass. It's
unimportant.

“The first violins, at letter O, use a little
more bow. That’s the tune.” He starts
them, then stops. “That just sounds
louder. Keep the bow moving. A very
flowing sound.” They try again, and he

4 ‘ . 2
lets them play on until they reach a stac-
cato passage, when he reminds them, “A
little more incisive. Tah, tah, tah, tah,
tah!”. When it seems necessary, he
becomes agitated in an understated way.
But if anything, Davis shows more agita-
tion and mobility during the rehearsal
than in concert.

Before an audience, Davis's podium style
seems low-key and undemonstrative. For
anyone whose idea of a symphony con-
ductor begins and ends with Leonard
Bernstein’s TV shows, Davis’'s economy of
gesture makes a stark contrast. He doesn’t
quite conduct with a stiff upper lip (he still
uses a baton), but his manner is precise,
tidy, and somehow very English. And
despite his current jet-setter status as a ris-
ing international star who's performed
with ten world—class orchestras over the
last twelve months, Davis steadfastly re-
mains a very English musician whose
background belies the glamour of his pro-
fession.

He was born in Watford, a suburb of
London; and his father worked as a
printer’'s compositor. His mother played




the piano a bit as a child, and his father
sang in the church choir; but no one else
in the family seems to have shown any
special musical aptitude. Andrew recalls
that he sang before he talked, and he
started piano lessons when he was six. He
also sang as a boy soprano in the church
choir.

Nothing so far suggests that he was be-
ing groomed as a typical child prodigy.
“No, no, no, no,” Davis insists. “Nothirg
like that. From the age of six to eleven, I
went to the piano teacher up the street.
Her name was Ivy Weston.” When he was
eleven, he started attending Saturday
morning sessions at the Royal Academy
of Music in London. Entry was com-
petitive, and only about fifty students
were admitted. Until he was seventeen, he
continued with these Saturday lessons,
studying piano, and for a short time.
oboe.

Even as Andrew was practicing his
scales, his younger sister was sent up the
same Watford road to the same piano
teacher, but she rebelled and resisted. One
budding musician in the family was

enough. Andrew also has two brothers.
One is a draftsman, and the other is a hor-
ticulturist. “They enjoy music,” he says,
“and they come to my concerts
sometimes.”

When Davis’ voice broke at the age of
thirteen, his career as a choirboy ended;
but the organist invited him to become his
assistant. “I then fumbled around with my
feet,” Davis recalls, “and sort of taught
myself for eighteen months or so. And
then I had lessons with Peter Hurford. He
was, at the time, organist of St. Alban’s
cathedral, which is near where 1 lived.
And so, I went to him for two years.”

Later, Davis won the organ scholarship
for King's College, Cambridge. “I was, in
fact, assistant organist because David
Wilcox was the organist there. And so, |
helped train the choir, play for the ser-
vices, and got up at 7 o'clock every morn-
ing to put the choirboys through their
paces. For four years.” Davis looks reliev-
ed that that's over.

The course of study at Cambridge was
primarily academic rather than executive,
and students concentrated more on the
history and theory of music, rather than
the act of playing it. But Davis
nonetheless managed to keep up his play-
ing on both the piano and harpsichord.
“Although that had nothing to do with
the actual Music Tripos course,” he adds.
He took his B.A. in three years and finish-
ed his Bachelor of Music degree in his
fourth year. The music degree involved
playing and composition. Although he
still wasn’t working full-time as a profes-
sional musician, he was fortunate in get-
ting the chance to make a number of
recordings with the celebrated choirboys,
as well as with the Academy of St.
Martin-in-the Fields, for whom he
played harpsichord continuo. He likewise
worked with the English Chamber Or-
chestra, an affiliated group; and when he
left Cambridge, he continued to find work
and make recordings with both organiza-
tions.

Davis's conducting career began rather
off-handedly. “I hadn’t done any conduc-
ting until [ went to Cambridge. Somebody
was putting on a concert, wanted a con-
ductor, and said, ‘Would you like to con-
duct? And [ said, ‘Yes, fine. Why not?’
And then, | decided that's something [
seem to have a talent for.

“Obviously,” he continues, “when 1
first picked up the baton, I couldn’t have
been very good. But you do know
whether you can communicate something
or not, and | seemed to have that.” From
that first concert, Davis went on to
become assistant conductor of the univer-
sity music society orchestra. He
remembers the first major orchestral piece
he conducted. It was Schonberg's Five
Pieces for Orchestra - not exactly five easy
pieces. And he laughs at the thought of it.
“It was crazy,” he says. “Then I did
Berlioz's Harold in Italy and the Berg
Violin Concerto.” None of it was music
that could conduct itself, but Davis found

that he liked what he was doing.

“I went to Cambridge,” he says, “think-
ing that I would probably be a cathedral
organist at the end of it. But I got bored
with the church music repertoire. I still
love it,” he quickly adds, “but I realized 1
couldn’t spend my whole life with that.”
What changed his mind were the poss-
ibilities of conducting. “After I'd been do-
ing it for a bit, I thought, well, yes, | knew
that [ could do it. [ knew I had it in me to
make a career out of conducting. That
sounds terribly egocentric, but there are
some times when you feel those things.
You feel that this is what you're around
for.

“Then 1 realized I really should try to
study conducting somewhere. While I was
still at Cambridge, | took two summer
courses at a place called Canford. They
were simply two week courses, but then |
decided that I really wanted to spend
some time doing it.” It was a choice bet-
ween going to Vienna and studying with
Swarowski, who had taught Zubin Mehta
and Claudio Abbado. Or go to Rome and
Franco Ferrara, another famous teacher.
“In the end, 1 went to Rome because I
could study there for a year. If I went to
Vienna, | would've had to stay there at
least three years. [ was twenty-three when
1 left Cambridge, and I didn't relish the
idea of studying until I was twenty-six. |
don’t know. I just wanted to earn some
money. You know how it is.”

Davis received an Italian government
scholarship to go to Rome. “It was
fabulous in Rome. And I came back to
London twice to make some records with
the Academy of St. Martin-in-the-Fields.
Then, when it was over and [ returned to
London, I did very litle conducting the
first year. I only conducted one concert
with an amateur orchestra that I'd been
conducting before.

“l basically earned my living for the
next two years, until the fall of 1970, play-
ing the harpsichord; a little piano, but not
much; | was assistant organist at two Lon-
don churches; and [ proof-read for
Schott's (a music publisher).”

Meanwhile, he was invited to conduct
another amateur orchestra called the
Salomon Orchestra, which was largely
composed of Oxbridge undergraduates.
One of these concerts was attended by the
head of music for the BBC. “I think he was
impressed,” Davis says, and continues.
“The next thing that happened was in the
summer of ‘69, when I took part in a
seminar for young British conductors.
There were four of us. The Royal Liver-
pool Philharmonic Orchestra sponsored
it. They did that for about five years, and
then they had to stop doing it because of a
lack of money. But it was very useful for
me. It gave me the chance to work with
the orchestra for two weeks and do con-
certs at the end of that time. They invited
me back - first of all in the following
season to do half a program, and after

Continued on page 44
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What you always
wanted 1o know
out were

afraid to ask.

MONA COXSON

“An artist should select a personal
manager with an even greater considera-
tion than when selecting a spouse.” Says
Les Weinstein, manager of The Irish
Rovers, Hagood Hardy and Dame Vera
Lynn.

“In this modern day and age,” he con-
tinues, “a spouse can be divorced with
relative ease. A personal manager who
has a good solid contract, which he is en-
titled to, is not as easy to divorce.”

He's right. Like mismatched partners in
wedlock, the wrong artist with the wrong
manager can create havoc, leaving bit-
terness, anger and disillusionment in its
wake but not necessarily grounds for
divorce.

32 Canadian Musician

Mana

Someday I'm gonna make it

Gonna be a super duper star

Just like Cinderella

When she couldn’t go to the ball

A voice said “I'm your fairy manager
You shall play at Carnegie Hall"*

gers

On the other hand, the right artist with
the right manager can create an ideal
union that may well take each to the top.
So much so, that in some instances the
manager’'s name becomes almost
synonymous with that of the artist’s, as
evidenced by Brian Epstein with The
Beatles, Gordon Mills with Tom Jones
and Tom Parker with Elvis Presley. Ir-
refutably, each of these managers played
a major role in the career of his artist.

If you seriously want to pursue a career
in the entertainment industry, there is lit-
tle doubt that you need some form of
management. Management as defined
here meaning planning, organizing and at-
tending to all of those details that help fur-

ther an artist's career. Without some sort
of management, the artist is apt to simply
drift along - often into obscurity.

There are several routes to take, the
first being self-management which may be
the only choice the artist has, or wants at
the beginning of his career. Some acts,
such as Fleetwood Mac, have never had a
personal manager and have survived very
well, thank you.

Cliff Hunt, manager of Zon, feels that
an artist probably doesn’t require a per-
sonal manager until he is ready to present
good demo tapes and go for a recording
contract. “The artist is better off at first,”
he says, “to tie up with a good booking
agency, get established and then look for
personal management.”

Weinstein agrees. ‘“‘Generally
speaking,” he elaborates, “an artist re-
quires a personal manager at the stage
when he has decided to make a career out
of performing professionally. This isn't
always practical of course, since at this
stage it's unlikely that he will find a
manager who is able and willing to invest
the time and energy necessary for the
development of a new artist.

“In lieu of having proper personal
management,” he continues, “the artist is
well advised to make an arrangement with
a good local booking agent for the pur-
pose of securing engagements. Once the
artist has proven himself in the market
place, he may warrant some consideration
by a personal manager. Until then, he can
opt for self-management.”

The obvious advantages to self-
management are that it's less expensive
and the artist has more freedom in making
decisions.

The disadvantages are self-evident.
Lack of experience and expertise, lack of
time, concentration on business instead of
music, and probably the greatest disad-
vantage of them all, lack of contacts. One
of the most important assets a manager
can have is strong contacts within the in-
dustry.

In some instances, the booking agent
will try and sign the artist exclusively and
sometimes will offer to act as personal
manager as well, in which case, by
American Federation of Musicians’ rules,
he is entitled to another 5% over and
above the allowable agent’s commission.

Having an agent as a personal manager
can be less than ideal, especially if he
handles a roster of artists who are com-
peting with one another, which many do.
Before ever considering signing a personal
management agreement with a booking
agent, understand thoroughly the dif-
ference between an agent and a manager.

The prime function of a booking agent
is to find work for performers which, if
properly done, is a full-time job in itself.
Moreover, quite often an agent's first
obligation will be to the club owners and
promoters that he deals with, not to the
artist. A personal manager’s first obliga-
tion should always be to the artist.

*From Success Story © 1975 John Entwhistle published by Track Music Inc.



The Role of the Personal Manager

Certainly the role of the personal
manager is one of the most difficult to
define since the manager’s responsibilities
will depend on the needs and desires of the
individual artist. Generally speaking, - his
role consists of anything that will enhance
or further the artist’s career.

Broken down into specifics, the areas
that can be considered a personal
manager’s responsibilities are creative
guidance, marketing the talent and (if
total management is involved) administra-
tion which might include legal work, ac-
counting, overseeing business investments
and secretarial work.

Creative guidance can range from
assisting the artist in the creation and
development of a proper format for the
artist’s talent through to developing the
right image for the artist.

The personal manager should oversee
all contract negotiations thus getting the
best possible deal for the artist whether
for clubs, concert work, television or
recordings.

He may assist in researching and
developing material that will best serve
the artist. The manager may become in-
volved in staging (such matters as perfor-
mance techniques, costumes, lighting,
special effects and sound equipment) and
should most definitely be involved in all
matters pertaining to publicity, public
relations and advertising for the artist.

Marketing the talent simply means that
it's the manager’s responsibility to make
contact with suitable agents for the pur-
pose of securing employment for the artist
and to negotiate and supervise all ac-
tivities with the agents, in order that the
artist enjoys maximum efficiency and pro-
per exposure.

One of the main functions of a good
manager is to make sure that the agency is
representing the artist properly and that
bookings are in reasonable geographic
proximity. Nothing is worse for an artist
than being booked in the wrong place or
having to make unreasonably long jumps
from one booking to the next. A good
manager will also see that the artist is not
overexposed in any one area.

If the manager is to assume total
management of a group, he may first
analyse their business state and advise
what form of business they should be
working under: sole proprietorship, part-
nership or corporation,

The manager should ensure that the
name the group has chosen is protected.
As case histories show, often when a
group breaks up, members will form new
groups, each using the original name.
Without some protection this could lead
to costly litigation.

The manager would be wise to make
certain that the artist has proper insurance
coverage which might include car, equip-
ment, disability and life insurance
policies. He should see that the artist has
an adequate bookkeeping system and may

want to consult an accountant or profes-
sional tax planner on the artist’s behalf.

If the artist is a single act, the manager
may assist in the hiring of other personnel
such as a road manager, backup vocalists,
musicians and arrangers.

Once the artist is recording, the
manager will work closely with the record
company at all levels.

In short, the personal manager oversees
any activities that will not only result in
income and publicity for the artist but will
also result in furthering the artist’s career.
Finding the Right Manager

Finding the right manager depends
largely on the artist.

“Some artists,” says Weinstein, “may
be looking for personal management ser-
vice which would require the total
development and guidance of the artist’s
career, covering the full spectrum of both
the creative and business aspects of his
career.

“The other extreme,” he continues,
“would be where the artist is desirous and
perhaps even capable of supervising his
own creativity and needs a personal
manager to tie the loose ends together and
oversee the business, legal and other ad-
ministrative aspects of the artist’s career.”

Once you have decided what your
management needs are, you should then
determine, as closely as you can, your
goals - where you want to go with your
career. Are you after a recording con-
tract? Television appearances? Concerts?
More money? Or all of them put together.

Careful thought to what direction you
want your career to take should give you
some indication of the type of manage-
ment needed. If an artist is into rock and
has no recording contract, for example, he
will want a manager who is know-
ledgeable of, and has contacts in the rock
field. One who can help him get the right
producer and ultimately a recording con-
tract.

At the same time, the artist should ask
himself what constitutes a good manager.
How do you tell if he's good? What
qualifications should he have?

There are a number of requisites with
honesty and integrity heading the list and
the manager’s track record running a close
second. An artist should examine these
carefully and verify same with other ar-
tists, union or guild people, lawyers, ac-
countants, bankers, record company per-
sonnel and any other trade associated per-
sons who have had experience with the
particular manager the artist may be con-
sidering.

If you don't know any managers, quite
often these same people can recommend
competent personal managers.

The artist should then look for the per-
sonal manager who appears best able to
look after his personal needs and agrees
with his goals. He should look for a per-
sonal manager whose standard of ethics
coincide with that of the artist, a personal
who the artist feels can best represent the

’

image that he wants to portray. The
manager should relate well to other peo-
ple since he will be acting on behalf of the
artist and above all, he should believe -
truly believe - in the artist’s talent.

The manager must have contacts within
the music industry and, depending on
how far the artist wants to go, these con-
tacts should extend beyond Canada. As
Michael Godin, A&R coordinator at A &
M Records in Toronto points out, “You
must consider that Canada only
represents 3% of the world market.”

Both Len Rambeau of Balmur Ltd. (who
manage Anne Murray, Bruce Murray,
John Allen Cameron and Frank Mills) and
Neil Dixon of Dixon & Propas (who
manage The Raes, The Good Brothers and
Chilliwack) feel that one manager can on-
ly handle three artists each, four at the
outside. Anymore than that and one or
more of his artists are going to suffer.
There is a myriad of details to attend to
and one man can only do so much.

In some instances, a manager is retained
because a good friend or relative wants to
do it. Fine, but this person should receive
the same objective analysis as any other
potential manager.

Summing up, in choosing a personal
manager, know what his reputation is
within the industry, find out who his
clients are and what he’s done for them,
confirm that he does have the contacts he
says he does and assure yourself that both
your goals and personalities are compati-
ble.

The Management Contract

Before a contract is drawn up between
manager and artist, the general understan-
ding of what their relationship is going to
be should be thoroughly discussed in-
cluding the manager’s duties, the type of
management (personal management,
business management or both), manage-
ment compensation, reimbursement of ex-
penses to manage, exclusivity, length of
contract and performance clauses or op-
tions.

Managers normally charge a fee ranging
from 10% to 25% of the artist’s gross ear-
nings, although the final agreement
depends on the negotiating position of
both parties. Some have been known to
go as high as 50%. (All managers inter-
viewed for this article would only give
“ball park” figures. Artists ducked the
question entirely).

Where the artist signs with a booking
agent using a standard A.F. of M. Book-
ing Agent/Personal Management Agree-
ment, the fee is controlled and would vary
between 20% and 25%, depending on
whether the work has come from a steady
engagement (two or more consecutive
days a week) or one classified as a
miscellaneous engagement (single
miscellaneous engagements described as
one-nighters, each for a different
employer in a different location.)

Each includes the agent's commission,

Continued on page 45
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1950 S6 CHORD ORGAN

Hammond’'s Regional Sales
Manager had his ears and eyes
open for an S6 specifically, and in
1973 was fortunate in purchasing
this one from an Ontario dealer.
With the S6 Chord Organ, by holding
down a chord button you could
automatically achieve the chord,
plus with the added use of the bass
pedal it would automatically play the
root and fifth of that chord. This ob-
viously opened up a new market
with its ease of playing.

VINTAGE
ORGANS

KATHY WHITNEY

Hammond Organs of Yesteryear

At the age of fourteen, Laurens Hammond approached the chief
engineer of Renault Motor Car Company in Paris with his idea
for an automatic transmission. The year was 1909 and the
automobile industry simply wasn't ready. At the time of his
retirement in 1960, Hammond had been granted as many as 90
patents. Among them were patents for, a “tickless” clock, the
first pair of 3-D glasses (for the Ziegfield Follies), the first A box
radio, an electric bridge table and the Hammond organ. In
January of 1934 Laurens Hammond applied for a patent for his
invention of the electric organ. Shortly after the patent was
granted, Henry Ford placed the first order for six organs.
Outlined here are The Player Organ, the M Series, the Nova
Chord, the CV, the Solovox, and the 56 Chord Organ.

PHOTOS BY ROGER YOUNG - PLUM STUDIOS
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HAMMORD OBGANS
YESTERYEAR
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1938 PLAYER ORGAN

It was constructed with a higher
case to accomodate the roll playing
mechanism. This feature was made
available through an agreement with
Aeolian Skinner Co. of Boston. At
the time of production in 1938, the
Player Organ retailed for $2,000.
Hammond (Canada) bought this
model from a Toronto dealer in 1976
who had picked it up in New York.
With it they were fortunate in secur-
ing forty classical music rolis. There
were only one hundred of these par-
ticular organs manufactured adding
to the appeal of the coliection which
Hammond /ends out occasionally to
dealers for display purposes. Bruce
Mitchell of Hammond affectionately
compares them to the Craven A col-
lection of vintage cars.

1939 NOVA CHORD

The Nova Chord was the first purely
electronic organ, introduced at the
New York World's Fair in 1939.
Housed in a large walnut cabinet, it
made use of the big antiquish
vacuum tubes that seemed to take
forever to light up. This Nova Chord
was previously owned by the CBC
and Hammond bought it from a
dealer in Toronto in 1970. Due to the
monstrous size of the Nova Chord,
the people at Hammond had a dif-
ficult time getting it into their
showroom; it was accomplished on-
ly after de-hinging the doors. Makes
you stop and wonder how it was ac-
commodated way back when.



1946 CV

The CV introduced true vibrato
where only tremolo had been
available. It also offered fluctuation
in pitch. It was built into a walnut
cabinet and marketed to both home
owners and churches.

ol e d Gude Ao F o

1940 SOLOVOX

The Solovox was the first syn-
thesizer keyboard. It was designed
to augment the piano with organ and
orchestral sounds. The three octave
keyboard was arranged to be played
in six octaves, featuring twelve tone
selectors that produced a broad
range of sound effects. It was
played one key at a time projecting
sound through its own speakers.

1949 M SERIES

This was the first self contained
spinet organ for the home owner.
The sales for the M exceeded ail
previous sales of all of the Ham-
mond models combined in six short
years. Even six years after the in-
troduction of the spinet, customers
were going into their local dealers
with 50% down and no promise of a
delivery date. Prior to the M Series,
there were only console organs.
Hammond obtained this one in 1974
from a dealer who had accepted it
as a trade-in. cm
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TROOPER

Continued from page 24
who specialize in this.

Brian Smith has accumulated numerous
guitars, cabinets, and amps over the
years. He uses a 1972 Les Paul standard, a
1962 Strat, a 1972 Strat, and a custom
made Lewis guitar, made by a friend of his
in Vancouver. This is a small solid body
guitar. He also owns Marshall cabinets ac-
quired over a period of six years. Added
to this, Brian has a 1975 Les Paul custom
and a Telecaster. In the studio, the group
uses different instruments in order to
achieve different sounds. For example,
they use acoustic guitars, an Ovation, a
Guild Acoustic, a V.25 and a 1969
Telecaster. Brian has a 1958 Princeton
amplifier for use in the studio and at
home, while bass player Doni Underhill
uses a 1959 Concert amp. The group uses
very few pedals, but do have a Phase 100
which Doni uses, and a Phase 90 for Brian
as well as an L.P.B. power booster. For
the most part, they refrain from a lot of
special effects and gimmicks. Ra recalls
that recording with Randy allowed the
group the opportunity of using Randy’s
large stock of guitars and equipment,
enabling them to achieve whatever guitar
sound they wished on record.

Bass player Doni Underhill uses a col-
lection of instruments. On stage he uses
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