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“If you've always
wished you could —
play the piano, a
Yamaha Clavinova
i just what you've
heen looking for.”

Miﬂ\il\nm

YAMAHA

@

THE, II‘;ITAL PIANO.




-

New Carver Amps
for permanent

installation, studio,
and concert use.

PM-175 and PM-350.

NOW THAT THE CARVER PM-1.5 IS PROFESSIONALLY SUCCESSFUL,
I7'S STARTED A FAMILY. INTRODUCING THE NEW CARVER PM-175
AND PM-350.

Month after month on demanding tours like Bruce Spring-
steen’s and Michael Jackson’s, night after night in sweltering
bars and clubs, the Carver PM-1.5 has proven itself. Now there
are two more Carver Professional Amplifiers which deliver
equally high performance and sound quality — plus some re-
markable new features that can make your life even easier.

SERIOUS OUTPUT. The new PM-175 delivers 250 watts RMS per
channel into 4 ohms. As much as 500 watts RMS into 8 ohms
bridged mode. The larger PM-350 is rated at 450 watts per
channel into 4 ohms. Up to a whopping 900 watts in 8 ohm
bridged mode. Both with less than 0.5% THD full bandwidth at
any level right up to clipping. Plus 2 ohm capability as well.

SERIOUS PROTECTION. Like the PM-1.5, both new amplifiers have
no less than five special protection circuits including sophisti-
cated fault interruption against dead shorts, non-musical high
frequency, and DC offset
protection, as well as low
level internal power supply
fault and thermal overload
safeguards. The result is an
amplifier which is kind to
your expensive drivers —as
well as to itself.

OUTBOARD GOES INBOARD.
Each PM-175 and PM-350
has an internal circuit card
bay which accepts Carver's
new plug-in signal process-

TORVR

CARVER

ing modules. Soon to be available is an electronic, program-
mable 2-way stereo crossover, with 24 dB per octave Linkwitz-
Reilly phase -aligned circuitry, a built-in adjustable high-end
limiter and balanced outputs. And more modules will be avail-
able in the near future to further help you streamline your system.

PRO FROM CONCEPTION. The PM-175 and PM-350 inherited their
father's best features. Including slow startup and input muting to
eliminate turn-on current surge, 11-detent level controls, phone
jacks, power, signal, clipping and protection indicators as well

as balanced XLR input connectors. In a bridged mode, both
amplifiers will drive 70-volt lines without the need for external
transformers.

MEET THE FAMILY AT YOUR CARVER DEALER. All remarkable Carver
Professional Amplifiers await your own unique applications. Hear
their accuracy and appreciate their performance soon.

SPECIFICATIONS: CARVER PM-175 Power: 8 ohms, 175 w/channel 20-20kHz both channels driven
with no more than 0.5% THD. 4 ohms, 250 w/channel 20-20kHz both channels driven with no more
than 0.5% THD. 2 ohms 300 w/channel 20-20kHz both channels driven with no more than 0.5% THD
Brldg\ip%: 500 watts into 8 ohms; 400 watts into 16 chms. THD-less than 0.5% at anygower level from
20 mW to clipping. IM Distortion less than 0.1% SMPTE. Frequency Bandwidth: 5Hz-80kHz. Gain: 29
dB. Input Sensitivity: 1.5 V rms. Damping:
200 at 1kHz. Slew rate: 25V/ micro second.
Noise: Better than 115 dB below 175 watts,
A»we|§hted. Inputs: Balanced to ground, XLR
or TRS phone jacks. Input Impedance: 15k
ohm each leg. Compatible with 25V and 70V
systems. 19"Wx 3.5"H x11.56"D
SPECIFICATIONS: CARVER PM-350 Power
8 ohms, 350 w/channel 20-20kHz both
channels driven with no more than 0.5%
THD. 4 ohms, 450 w/channel 20-20kHz
both channels driven with no more than
0.5% THD. 2 ohms 450 w/channel 20-20kHz
both channels driven with no more than 0.5%
THD. Brndqmg: 900 watts into 8 ohms; 750
watts into 16 ohms. THD-less than 0.5% at
any power level from 20 mW to cIiPping, IM
Distortion less than 0.1% SMPTE. Frequency
Bandwidth: 5Hz-80kHz. Gain: 31dB. Input
Sensitivity: 1.5 V rms. Damping: 200 at
1kHz. Slew rate: 25V/micro second. Noise
Better than 115 dB below 350 watts,
Avwe|§hted. Inputs: Balanced to ground, XLR
or TRS phone jacks. Input Irr)fpe ance: {5k
ohm each Ie%NCom atible with 25V and 70V
systems. 19"'Wx3.5"Hx11.56"D

¢ Powerful ¢ Reliable » Versatile  Stackable ¢ Rugged « Easy to Install
Compact e Lightweight « Cool Operation e Bridgeable ¢ Quiet o
Affordable ¢ Multi-Function Protection ¢ Superb Sound
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Distributed in Canada by:
Evolution Technology Inc., 1155 Appleby Line, Burlington, ON L7L 5H9
(416) 335-4422 Telex: 061-8211 FAX:(416) 332-0811
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Learn from some of the world’s great
musicians...in the privacy of your home!
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Our Rumark VIDEO MUSIC LESSON CENTER SPECIAL CANADIAN PRICES MAKE IT EASIER
represents a new way for musicians of all levels to ; =1 THAN EVER TO OWN YOUR OWN VIDEO

learn from the masters — right in their own home. - MUSIC INSTRUCTION LIBRARY. PRICES START
Whether it's guitar, bass, drums, piano, fiddle, AT $39.95

banjo or mandolin, each tape puts you, the viewer, 5 FOR YOUR FREE CATALOGUE WRITE TO:
in a relaxed, one-on-one situation with one of { \

today's leading musicians. Join the many satisfied / RUMARK VIDEO INC.,

students who have already discovered the joys of 200 -75 ALBERT ST.,

this convenient and exciting new way to learn a WINNIPEG, MANITOBA R3B 1G3.
musical instrument.

Remember...ourtapes have the endless patience #TRADEMARK OF OR CALL:

and quality to teach you right. RUMARK VIDEQ INC. 1'204'942'3070
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Strike a special chord

Norman Guitars crafts o distinctive variefy of select guitors,
including 10 ocoustic, 3 classical, ond 3 folk modeis, each
the frult of 20 years of experlence and superb workmanship.
In the 75,000 guitors Norman has produced, our crafts-
making your Norman and every Norman a fruly unique, fine , for paying reach that rivals electric guitars,
Instrument our trust rod for o two-way adjustable neck.
CONTACT: YVON FOURNIER, NORMAN GUITARS, Normon — making more than just music.
LA PATRIE, P.Q. JOB 1Y0 CANADA (819) 888-2244
NORMAN GUITARS, 22N159 PEPPER RD., BARRINGTON, IL 60010 U.S.A. (312) 382-3210
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The Decline

of Rock Criticism

ock criticism has always seemed to

me to he a less than honourable pro-

fession. After toiling at The Montre-
al Gazette as a music scribe for a vear. | was
left feeling tainted by the experience.

My motives were laudable as [ entered the
profession. 1 felt I could affect change by
steering the public’s attention toward terrific
undiscovered talent, and discourage people
from buying records or tickets to concerts
with no redeeming value (in my humble opin-
ion).

The job quickly evolved into a mind-numb-
ing barrage of indistinguishable nights in
noisy, smokev bars and concert halis. I
started hating and resenting the fans. the
concerts, the stacks of new records cluttering
my living room, and - sadly - the music and
the musicians. An ugly bi-product of my frus-
tration was a tendency to lash out in print at
unsuspecting performers with irresponsible
and inappropriate venom. [ was clinically
jaded and had lost all perspective. (A com-
mon rock critic afliction, | believe)

It all came to a head for me one day while
listening to a CHOM-FM interview with Ca-
nadian blues great, Dutch Mason. | had lam-
basted him in that morning’s Gazette for a
club appearance the night before. It was Ma-
son's first concert appearance after success-
fully battling a serious drinking problem for
close toa vear. Essentially, | had suggested in
print that he was a more exciting entertainer
when he used to be fat and drunk.

Naturally, Mason wasnt impressed and
proceeded to tell half a million CHOM-FM
listeners that he would be ripping me apart
limb by limb next time we bumped into each
other. I felt guilty and embarassed for having
attacked him so personally in what was sup-
posed to be a concert review. [ stopped writ-
ing for The Gazette soon after.

This blip in my career came to mind as we
prepared to examine the current state of rock
criticism for this issue. We chose Jonathon
Gross to write the article. Jonathon's poison-
ous prose used to grace the pages of Toronto
newspapers and earned him near legendary
status as Canada’s most despised rock critic.

Among the many issues raised in Jona-
than's excellent article is the evolving irrele-
vance of the rock critic. Most of the general
public will no longer trust the opinion of one
rock critic. It is easier today than ever before
for music fans to hear new music through

concerts, radio or music television. The fact
is, information about music is available every-
where; from Entertainment Tonight to Time
Magazine. A critic can no longer compele with
people making informed decisions based on
personal experiences; trusting their own eves
and ears.

Despite the public’s growing indifterence
to rock critics, the music industry is relving
on press clippings more than ever to promote
bands. Major chart action and press clippings
are the onlv tangible proof anvone is paving
attention to a group. Very few mayv have read
the article, but it's still there to hold in black
and white.

And the bands themselves still take the re-
views very seriously. Brvan Adams, despite
his success world-wide, is intimidated by
critics. He was, clearly. addressing critics of
his previous records with the much meatier
themes on his new album. From Brvan's
point of view, the successful artists that he
admires are also media favourites (for now):
Sting. U2, Tina Turner, etc. He recognizes it's
more than sales that put you at the level of
these performers - it's critical acceptance of
intellectual content.

But why all the fuss? Rock critics spend
but one iota of the time and effort developing
their craft compared to the average musician.
Generally speaking. thev have no traming,
know little about technically making music,
and generally devote an excess of verbiage to
the lyrics and image of the band. Lyrics and
image are important. but thev are not every-
thing. As Gil Moore of Triumph sums it up in
the article: “Outside the major markets most
rock critics hold down the gardening column
as a day job.”

Our cover story this month, as you already
know, takes a look back and forward with
Canada’s most critically skewered rock band,
Platinum Blonde. They are making a
comeback of sorts with a new tougher album
and a stripped-down new image. In the past
the band’s obsession with image has made it
an easy target for critics.

As Kenny McLean of Platinum Blonde puts
it in the article: “We were really sick of that
pretty boy image. The whole Platinum
Blonde image was just getting in the way of
what we wanted to do musically.”

Ted Burley,
Editor
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PITCHRIDER 7000 PLUS!
GUITAR-TO-MIDI SYSTEM

* CONTROL ANY MIDI SYNTH FROM YOUR OWN GUITAR!
* ACCURATE tracking ® MIDI HARMONIZE. SUSTAIN/HOLD
®Select synth patches with REMOTE  FOOTSWITCH
¢ STORE SETUPS ® UNBEATABLE price performance value
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WOODWINDS
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It’s a universal fact: you

need a great ear to make

it in music. Keyboardist
David L. Burge, 30, tells
the true story of how he
unlocked the secrets to
the Perfect Ear.

by David L. Burge

tall started when | was in ninth grade.

There was this girl in my school named

Linda—she was supposed to have an

incredible gift. They said she could
name any pitch by ear! They said she had
“Perfect Pitch.”

I tried to imagine it. Do you mean if |
play a Bb, she can tell me without looking? It
seemed impossible. How would she know
Bb from A, B, or C?

But then again, if there were such an
ability...it would enhance your entire
understanding of music! All musicians—
from rock to classical—would want to
identify pitches by ear!

It was too fantastic a claim. | doubted it.

The Challenge

Indignantly | sought out Linda and asked
if the stories were true. Could she really
name any tone just by hearing it? Casually,
she said she could.

| felt more than a little incredulous at this
point. | rudely asked, “Do you mind if | test
you sometime?”

“OK,” she responded cheerfully. It made
me all the more curious and impatiently
excited. | had'to get to the bottom of this
musical mystery.

At the first opportunity | reminded Linda
about my “challenge.”

I carefully picked a time when she had
not been playing the piano. | had her stand
where she could not see the keyboard. |
made sure other classmates could not give
her cues. Everything was set just right so |
could expose this thing as a ridiculous joke.

THEY LAUGHED WHEN
1 SAID THEY COULD

| HAVE PERFECT PITCH—

BUT WHEN THEY HEAR

N

His simple teaching is for all musicians.

World famous for his Perfect Pitch Seminar, Burge explains how to gain Perfect Pitch.

D FOR THEMSELVES...!

Inside me the tension was mounting.
Linda, however, appeared serenely
unaffected. With silent apprehension |
chose an obscure note: F#. (This will
confuse her!)

| had barely touched the tone. No
sooner had it sounded than she instantly
said, "F#"!

I was astonished! It was so amazing that
I quickly played another tone.

She didn’t even stop to think. Immedi-
ately she announced the correct pitch. |
played more and more tones here and there
on the keyboard, and each time she knew
the answer—without any visible effort.
Unbelievably, she identified the pitches as
easily as colors.

”Sing an Eb,” | demanded, determined
to confuse her. Quickly she sounded the
proper pitch. | asked for more tones (trying
hard to make them increasingly difficult),
but still she sang every one perfectly on
pitch.

“How in the world do you do it?” |
exclaimed. | was totally boggled.

“I don’t know,” she replied. “But I'm sure
it's something you can’t buy.”

The reality of Perfect Pitch hit me hard.
My head was swooning with disbelief, yet |
knew from my own experiment that Perfect
Pitch is real.

My Musical Quest

"How does she do it?” | kept asking
myself. On the other hand, why can’t
everyonedo it?

it dawned on me that most people go

through their entire lives listening to music,
yet they seldom know the tones they hear.
Most musicians cannot tell C from D#, or G
major from F major. It seemed odd and
contradictory,

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

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

You can be sure | tried it myself. My
brothers and sisters would test me. Each
time | would try to carefully determine the
pitch by how high or low it was. Almost
every attempt failed miserably.

| tried day after day to locate that
“mental pitch barometer.” | tried to feel
each tone. | tried to visualize them. | tried
associating things to them. Then | tried to
memorize them by playing them for long
periods. But nothing worked. The situation
proved utterly hopeless.

After weeks in vain, | finally gave up.
Linda’s gift was surely unusual and
extraordinary. But it was for her and a select
few like her. Others were not meant to have
it. And do not ask me how she does it,
because | have no idea.

The Realization

But just then something miraculous
happened. | had stopped thinking about
the problem. | had stopped trying. | had
stopped intellectualizing all about listening.
Now, for the first time, | STARTED TO
LISTEN NATURALLY.

Suddenly | began to notice faint “colors”



within the tones—similar to the colors in a
spectrum of light. But | did not see colors—I
heard the sublimely delicate “sound colors”
which exist in all of music—the pure and
natural colors of the sound spectrum. They
had always been there. But this was the first
time | had ever really paused to listen.

Now | could name the pitches by ear! It
was simple. An F# sounded one way—a Bb
had a different “color sound.” It was as easy
as seeing red and blue!

Instantly the realization hit me: THIS IS
PERFECT PITCH! This is how Bach,
Beethoven and Mozart were able to hear
music mentally and sing and identify tones
at will—by “color sound.” It’s simple!

| became convinced that every musician
has Perfect Pitch in his or her own ear, but
the vast majority have never really learned
to listen.

I tried out my theory on my close friend,
Ann. She is a flutist. | told her that Perfect
Pitch is easy, and that she could do it
herself.

“Oh, I could never have Perfect Pitch,”
she laughed. "You can develop a good
Relative Pitch [comparing one tone with
another}, but you have to be born with
Perfect Pitch.”

"People feel that way because they don't
understand what Perfect Pitch is,” |
explained. “It’s really easy—all you have to
do is listen!” [ sat down at the piano and
showed her my discoveries.

She agreed with everything | showed
her. She had to, because she heard
everything for herself. But she still had a
nagging doubt that this was really Perfect
Pitch.

The next couple of weeks we dabbled a

“How in the world do you do it?” I exclaimed.
I was totally boggled.

bit more. Though hesitant at first, Ann
gradually came to identify tones with
incredible accuracy. Of course, this is the
very definition of Perfect Pitch. It soon
became clear she had fully acquired the
skill which before was a mere fantasy.

Fame spread throughout our school that
Ann and | had Perfect Pitch. We became
instant celebrities. Students would often
dare us to name pitches, sing tones, what
chord is that, how high did she sing, give
me an A, etc. Everyone was amazed.

Perfect Pitch allowed me to progress far
faster than | ever thought possible. After all,
hearing is the basis for all music. Not only
did [ receive A’s in ear-training (no prob-
lem!), but I completely skipped over

required college courses. Most important, |
learned that no amount of practice, lessons,
or equipment can ever replace the value of
your ear.

Spreading the Knowledge

That's how it all started. Little did | know
that years later | would be teaching seminars
on Perfect Pitch.

Actually, | rejected the idea of seminars
atfirst. There were so many misconceptions
about Perfect Pitch. People often laughed
when | said they could have it. Some
thought it would bother them if things were
out of tune. | guess it's easy to downplay
something when one feels it is beyond
reach.

But Perfect Pitch adds a dazzling new
dimension to listening. It’s a total artistic
sense which promotes tremendous levels of
talent in every phase of musical activity—
from performing and playing by ear, to
improvising, listening and writing, singing,
transposing, tuning, better memory—and
much deeper enjoyment of music. Perfect
Pitch means increased powers of listening.

I let musicians test me to prove my
points, but it didn’t help. They usually felt
that | had the knack, but for them it was
unattainable.

How was | to calm this skepticism?
Remember, at that time | did not have the
thousands of students worldwide who are
experiencing Color Hearing for themselves.

So I went back to the basics. | would
prove my points in just one simple way: by
having people hear for themselves.

it worked! No amount of lecturing could
do it. No amount of testimonials. No
amount of logic, persuasion or research
would prove it to some. But even “old
school” professors were gratefully changing
their minds when they experienced their
“first taste” of real Perfect Pitch. Rock
musicians, classical, jazz—they heard for
themselves! All talk became unnecessary.

The Experience

The experience is both subtle and
awesome. it’s like switching from a black
and white to a color TV. Without Perfect
Pitch it’s like “black and white” hearing—all
the tones sound pretty much the same, just
different shades of “gray.”

Perfect Pitch gives you the colors of the
tones. Color lets you recognize them—an A
over there, a C# here, E major chord there,
etc. Each tone has its own unique color
sound. That’s why [ like to refer to Perfect
Pitch as “Color Hearing.”

Perfect Pitch is definitely something you
can’t buy. Instead, you unfold it from within
yourself. | feel fortunate that I'm able to
offer the knowledge of how to develop it.
It's ridiculously simple. But you have to hear
for yourself to gain it. It's yours—inside you,
waiting, free as the air you breathe. And it's
a priceless musical possession.

To start, you just need a few basic
instructions. As your ear becomes cultured
you begin to enjoy and use these delicate
sound colors. You learn to hear beauty you
may never have appreciated before. It's a
whole new awareness—once you uncover it
you own all its possibilities.

This is Perfect Pitch.

FREE INFO
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BREAKING,

It's ready! The Stick— .
injection molded ina 4§
1igid, black polycarbon-
ate reinforced with
spring steel. Made for
{wo-handed tapping,
this model has an
extremely hight
*ltouch, long sustain
and pronounced
highs & lows.
Patented non-
wearing Fret Rods™
are exceplionally
smooth to the
fingers.

Available now for $936 ,

including case, stereo cord & book. For purchasing
information, brochure or discography please contact:
STICK ENTERPRISES, INC.
8320 Yucca Trail, Los Angeles, CA 90046
(213) 656-6878. Dealer inquiries welcome.
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FEEDBACK

My Stick Is Not Collecting
Dust

C oncerning Terry Gowan's article on
the Chapman Stick in vour June issue.
my hearty felicitations go out to vou in your
attempts to bring the Stick more public
awareness.

About the quote regarding “A lot of sticks
collecting dust.” I must say that | am not one
of them. In the past ten vears, | have owned
five of them, selling older worn models for
new updated ones. 1 now have a
polycarbonate version that sounds just great.

As a recipient of two Canada Council Arts
grants for my work on the Stick, I've been
able to study the instrument at the Dick
Grove School of Music in Los Angeles, with
Emmett Chapman and other Stick plavers in
the L.A. area. | have also been able to use the
Stick as my main instrument at Capilano Col-
lege in North Vancouver for the commercial
MUSIC program.

Currently working on bass/guitar arrange-
ments by Al De Miola and piano works by
Chick Corea, I find notoriety eluding me. but
vou can be assured that [ will be Sticking to it
and that there are others out there.

Leo A. Gosselin
Winnipeg, MB

Two-thirds of Sticks Are
Actively Plaved

T hanks to Terry Gowan of the Canadian
group Gowan and to vour magazine for
including Terrv's article about my instru-
ment, The Stick, in vour June '87 issue.

[ was glad to see the photo and 10 read a
personal account of how the Stick was used
on the latest Gowan album, Great Dirty
World.

Only one thing though - Terry said he gets
“the feeling there are a lot of Sticks collecting
a lot of dust under a lot of beds out there.”

We have built some 2.200 of these instru-
ments, but we keep a data base on almost all
of the players, all over the world. We keep in
touch with these plavers, answering their let-
ters, sending our newsletters, and receiving
many cassettes of all the differrent kinds of
music being plaved on the Stick. We have an
extensive library of cassettes, and when I re-
ceive one | listen to it. usually while driving.
and comment by letter.

I'd say that approximately two thirds of all
the Stick instruments we've made are active-
ly being played - in bands or solo, in clubs,
churches, colleges, and some even to huge
concert audiences with well known groups,
such as Fergus Marsh’s remarkable Stick

work with Bruce Cockburn’s group.

Some of the music by various Stick plavers
is outstanding and deserves the light of pub-
licity. Then the dust would blow away.

Emmett H. Chapman
Stick Enterprises Inc.
Los Angeles, CA

Down With David Fostex

T hank vou very much! Your article on
Rock & Hyde was great! Thanks for
revealing the nasty little details and not being
afraid to speak out! Especially concerning the
Muse Beez and that L.A. slime David Fostex
who takes people’s money and ruins them!
Long live music and down with the over-pro-
duced generic crap that Fostex spews out!
John Eric McKenzie
Vancouver, BC

Campus Radio Is A

Real Alternative

I n response to the article about Gold radio
squeezing out new artists, it seems al-
most evervone has succumbed to the pres-
sures of “BIG RADIO™ without looking for an
alternative route to reach their goals. Every-
one wants to be successful, but there is more
than one way to get there.

The answer to some degree is campus ra-
dio.

Oh. sure we don't provide the sheer num-
bers that the big guys do but vou'd be sur-
prised how many people do listen. Our sta-
tion has a potential listenership of approxi-
mately 70,000 (not including those in the city
of Hamilton we reach on cable). Of those
70,000 even if a small percentage gain inter-
est in a new artist, word gets around quickly
and “real radio” so to speak will follow suit.

Internationally, campus radio has been
light vears ahead in the airplay of now popu-
lar groups (The Psvchadelic Furs. The Cult
etc.) and on the homefront we like to feel that
such groups as The Spoons or even the Para-
chute Cluh would not be on the edge of star-
dom without some support from us (campus
radio. that is).

Therefore, just hecause “big radio” isn’t
plaving vour stuff don't go crying in vour vi-
nyl, use the back door, and before you know it
their gold might turn to lead.

Clive Boutilier

Station Manager
CHMR-FM/Mowhawk College
Hamilton, ON
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makes it possible.

e 512 KB RAM standard e New Professional music software
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e Amazing Amiga graphics
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Sound Quest Inc.
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Mistakes And Omissions
In Paul Horn Article

T his is to let you know that 1 was quite
disappointed in the way my article
turned out in the Woodwinds section of the
June issue of Canadian Musician. Since this
article appeared with my bi-line I would be
held responsible for the errors which ap-
peared in there.

One of the worst things that can happen is
to have someone’s name misspelled. The pro-
ducer of my record is Fritz Kasten. His name
appears in the article as Fritz Dasten. The ar-
tist who has equal billing with me on my al-
bum Heart To Heart is David Friesen. His
name appears as David Driesen.

The most upsetting omission was pointed
out to me by Attic Records President Al Mair
who coordintated this article for me with Ca-
nadian Musician. He pointed out in a tele-
phone call to me that throughout this whole
article not one mention of the album title it-
self appears anywhere. The whole article re-
fers to this collection album called Sketches.
The finished draft was titled as follows: “Paul
Horn, Sketches: A Collection, Selections
From The Golden Flute Series.” Canadian
Musician chose to give this article another ti-
tle which is alright but you certainly should
have used what | gave you as a subtitle. So
here we are talking about this whole thing
and people don’t know what the heck is hap-
pening.

How unfortunate.

Paul Horn

Victoria, BC

(Humble apologies go out to Paul Horn, Attic
Records, Fritz Kasten and David Friesen.)

(Choose School With Lots
of Hands-On Training

A fter reading the article on choosing a
recording school in the August issue of
Canadian Musician, I'd like to comment on
the importance of hands-on training.

As Administrator at the Toronto Recording
Workshop, I'd like to mention that anyone se-
riously considering a career as a recording
engineer should select a school that offers a
large amount of in-studio training

The majority of the graduates from our
school (who received daily hands-on training
in our 24-track studio) are currently working
in studios.

Barbara K. Oldfield
Administrator
Toronto Recording Workshop

F
FEEDBACK
Always Read The Label

I am a Toronto musician and songwriter
as well as an ardent fan of music, par-
ticularly Canadian music.

In a past issue a review by Howard
Druckman on Lillian Allen’s release, Revolu-
tionary Tea Party led me to believe that said
album was recorded at Comfort Sound in To-
ronto. After reading Howard’s review I went
out and bought a copy of the album only to
find that according to the album jacket the
entire disc was recorded, mixed and mastered
at Wellesley Sound Studios in Toronto and
not Comfort Sound at all.

Always read the label Howard.

Garry O’Keefe
Toronto, ON

Fine Portrait of
Our Son Bruce

T he cover of your June 1987 issue fea-
tured a very fine portrait of my son,
Bruce Cockburn. Mrs. Cockburn and I would
very much like to obtain a copy of it for fram- .
ing. Could you please tell me how that might
be arranged?
Dr. DW. Cockburn
Ottawa, ON

(As you read this a new portrait of Bruce is
adorning the Cockburns’ mantle.)

No Backbone

T o the company with no backbone: I am
saddened to learn that you have with-
drawn an advertisement of your product due
to a few complaint letters you received from
the feminist readers of Canadian Musician.
(This s with regards to the “controversial”
ad in the June 1987 issue.)

I feel that the ad is in good taste and is by
no means offensive. I suggest that those who
find the ad sexist should simply not look at it.

Once again the few outspoken win. Please
don’t let the whims of others dictate your fu-
ture advertisement rights to freedom of ex-
pression,

Tom Grant
Toronto, ON




THE ADVANTAGES OF A STUDIO
CONDENSER WITHOUTA ﬁQUND OF ITS OWN

For all of its virtues, the typical studio
condenser imparts a definite character
to any recording. These impositions are
often considered inevitable technical
imperfections: accepted, ignored or
tolerated by audio engineers.

Characteristic anomalies of condenser
performance such as exaggerated high
end response or distortion have even
been rationalized as compensation for
the high frequency losses inherent in
typical analog formats. Nowadays,
however, they are increasingly viewed
as unnecessary intrusions in critical
analog and digital recording situations.

A Condenser For The Digital Era:
The Difference is Nothing. The in-
creased dynamic range of digital record-
in%r is perfectly complemented by the

f-effacing nature of the MC 740. The
microphone is virtually inaudible. No
coloration, no self-noise — no sonic foot-

| ACCURACY IN AUDIO beyerdynamic)}))

print, not even a fingerprint. All five of
its pickup patterns are equally uniform,
identically transparent. We feel your
prior experience with large diaphragm
condensers will confirm this as a unique
achievement.

An Atypical Approach To Con-
denser Sound. Beyer has never relied
on conventional technical solutions. A
manifestation of this kind of thinking,
the MC 740 eliminates the icy, strident
quality typical of most condensers to
reproduce voices and instruments with
warmth and intimacy. It's no coinci-
dence that these are characteristics often
ascribed to our ribbon microphones.

The MC 740's freedom from exagger-
ated sibilance or graininess and its
greatly reduced distortion are immedi-
ately apparent to critical listeners. Euro-
pean and American engineers have
already commented on the startling

accuracy of the 740, and the way it re-
veals the subtle differences between in-
struments and ambient environments.

Accuracy And Versatility Without
Compromise. Uniform (<2 dB: from
actual machine specs, not just published
specs) frequency response curves for all
five polar patterns may seem a remarka-
ble breakthrough. To Beyer, this is simply
a design criterion for the microphone.
Similarly, there is no contradiction in
the fact that the 740 is exceptionally
sensitive, yet also withstands extreme
SPLs (up to 144 dB with the 10 dB
attenuator in circuit).

Hear What You Could Be Missing.
The MC 740’s unconventional design
offers a clear alternative. The best way
to evaluate the difference the MC 740
can make is to work with it in your
studio.

4190 Seré Street / SAINT-LAURENT, Quebec | H4T 1A6
Tel. (514).341.6933../ Telex 05 824086




By Shirlev Eikhard

he experience of writing, arranging,

performing and producing Taking

Charge, my first full album in 10
years, was as terrifying as exhilarating. When
I realize I completed the project in 3 1/2
weeks with a budget of $22,000, I still sigh a
breath of relief. During that hectic time | felt
like I was flying by the seat of my pants more
than once, and not only from the pressures of
money and time. Proving skeptics wrong and
living up to my own expectations were strong
considerations. After eighteen years as a per-
former though, and years of studio experi-
ence with many musicians, producers and
engineers, | felt confident I could produce the
album [ envisioned.

My first recording contract was with Capi-
tal Records in 1972 where [ did an album and
several singles. During those early days my
country roots earned me two Junos for
Female Country Artist and saw my songs
covered by Emmylou Harris, Kim Carnes,
Chet Atkins and Anne Murray. After switch-
ing to Attic Records in 1974, where | rec-
orded three albums, 1 decided to explore
other musical genres including rock, jazz.
R&B and pop. Oddly, my most popular rec-
ord, “Say You Love Me” by Christie McVie,
was one of the most difficult experiences for
me as a singer because | had a hard time
working with the producer. Although 1 had
worked with several good producers in the
past, I saw the time was coming for me to
take more responsibility, gain more control
over my work, and have more input into how
my songs end up sounding. So I took five
years away from the recording world to
assess my future direction and do some
songwriting. When people started coming up
to me during live dates and asking if they
could buy my new material on record, | real-
ized | had to start my own label. Eika Records
was born.

Having watched and learned from produc-
ers and engineers during countless studio
sessions, and with the encouragement from
past associations with engineer/Wellesley
Studios co-owner Jeff McCullogh and engi-
neer Peter Goodale who has his own studio, |
was ready to take the step. In 1982 I joined up
with Greg Roberts who was an engineer at
Grant Avenue Studios apprenticing with
Danny Lanois (Peter Gabriel), to produce
“Never Giving Up On You” and “Good
News.” The single did so well that the next
year | teamed up with Peter Goodale, who
taught me all I know about computers, to pro-
duce three more singles over the next two
years for Eika Records. Rather than a care-
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fully crafted plan to enter the industry as a
producer, I began producing to service the
public and the DJs who were asking for prod-
uct.

When | was ready for my first album with a
major label as a producer, I took tapes of my
new material to WEA and met with Bob Roper.
He loved my voice and liked my songs. but
said production values had to be upgraded for
WEA to consider releasing an album. | con-
vinced him that using computers and starting
fresh, I could trim pre-production time by
working at home with my AKAI 12 track digital
machine, going into Wellesley Studios with
Jeff McCullogh who understood the vocal
warmth and dynamics I was going for, and
produce the album for $20,000. Since he liked
what I'd done with my Eika releases, he put
me in charge of the production and said ‘go
for it.’

Since studio cost is a major consideration,
especially in my case because I'm considered
an Adult Contemporary artist by the record
company, having basic equipment at home
allowed me to save on pre-production studio
costs and bring the album in for $22,000. But
it's become a real double edged sword work-

Eikhard Takes Charge With New LP

ing with technology today: affording $20,000
to set up with a DX7 and an Emulator to fit
into today's music is hard. | work with a baby
Korg 800 that doesn’t have touch sensitivity
which I write on, and a TX7 which is a mod-
ule that I MIDI to the Korg. Last summer |
bought the AKAI 12 track machine which I
used each night during recording at home,
rpping apart each song to rework and
rewrite.

In the studio I structured a tight session
pace. [ had chosen Wellesley Studios because
I had wanted to do the album with Jeff
McCullogh and also to keep the cost down.
We'd start at noon everyday and work until
six or seven at night, then do five or six hour
mixes. The first week I put everything down
on Jeff's Maclntosh computer system and click
tracs and added all my colours. During all the
bed tracks which we did that week, I sang
scratch vocals, most of which were used in
the final mix. I find my scratch vocals are
always my best, because I get an energy from
singing with the musicians and even with the
errant flat note, they retain that human feel
to them. On the entire album there are only
two composite vocals.
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Opting for analogue technology also pre-
serves much of that human feel. The way we
were putting the album together, the way I
was making choices based for the most part
on intuition, a real spontaneity emerged in
the product. It didn't matter that [ couldn't
afford digital recording, because although
digital is state of the art and there's many
good things about it, analogue suits my vocal
style. The one comment everyone makes
about my voice is about its warmth, which [
felt I preserved on this album. I also kept
technology in its place. Every song on the
album can be played by five musicians on
stage, with one or two keyboards MIDI'd
together. Even on the one song that uses
drum programming, [ played real time and
didn't quantitize it 100%, so it retains the
variable of human flaw.

Although 1 feel my creative input as a pro-
ducer has much to do with personal experi-
ence, [ owe my technical knowledge to Jeff
McCullogh who has been my “dictionary.”
The more time [ spend around computers,
the more comfortable I become, but the bot-
tom line is always not to get lost in the tech-
nology because cleverness will enter. In the
end it’s the emotion that has to take priority
above all else, and if I can’t manipulate the
technology to do something, I know I
shouldn’t do it.

The technical equipment used on Taking
Charge at Wellesley Studios was a 24 track
analogue Sony MCI machine, a CM 4400
Soundtracs Console, AMS digital reverb unit,
Lexicon 200 Digital reverb unit, Lexicon

PCM 70, AMS harmonizers, a Yamaha SBX
90 and an APHEX Compellor which is a ste-
reo noise reduction unit. Everything was
then passed through the BBE Stereo Mix and
we made a digital safety master from the ana-
logue final product. The microphone I chose
to use was “the tube”, made by AKG. Still, for
all the technology at work behind the produc-
tion album, | made most decisions based on
intuition - choosing to retain tracks for their
emotion rather than perfect musical interpre-
tation.

In Jeff McCullogh I had an engineer who
understood this. I've worked with other engi-
neers before, and I've been in situations
where ['ve had to qualify myself to get what [
wanted done. If you're paying them for their
time, you shouldn’t have to do that. Typically
an engineer is responsible for the sound and
technical aspects of an album. The producer
is the person with the creative ideas. Jeff is
not only a good technical engineer, but he's
creative and he listens to an artists’ views.

When it was time for me to choose the
musicians for the studio, I turned to the peo-
ple I knew through past performing experi-
ences and studio session work. [ wanted peo-
ple who could bring fire and precision to the
project. Many musicians are incredible live,
but put them in a studio behind a microphone
and they freeze. Others are so used to the
studio they fall asleep on the job live.

In Dave Gray (guitar), Rob Piltch (guitar),
Evelyne Datl (keyboard), Gary Craig (drums),
Steve Sexton (keyboard), Randy Kumano
(keyboard), Doug MaCaskill (guitar), Dave

Piltch (bass), and Mary Lu Zahalan (back-
ground vocals), | surrounded myself with
musicians who could come in and do all their
parts in a single day. Staying on budget and
using studio time efficiently is the best way to
keep the record company happy too.

It's a different dimension dealing with your
work as a producer. It gives you a new per-
spective on what you do when you write a
song at home knowing the process that brings
it to an audience. As a producer you are the
medium, not just a singer. If you're true to
the song, it’s an intuitive process. One of the
areas of concern to me and Bob Roper of
WEA was the album’s cohesive sound. Cohe-
sion is a producer’s responsibility. While [
consider this album a pop album with touches
of MOR and rock, each song requires a differ-
ent dressing. For example, the song Secrets
had a personal lyric which required a bit of
mystery musically and very sparse dressing.
While We're Still Young had an urgency to
the lyric that suggested using more instru-
ments and big background vocals.

In a very real sense the title of the album,
Taking Charge, sums up my attitude toward
my musical direction, and the song While
We're Still Young represents the importance
of taking charge of your career. For years [
had the “wait till tomorrow” attitude, taking a
passive role and letting other people do
things for me. Now at 31, I'm not afraid to fail
and willing to take risks to succeed. In the
end, it's the work that speaks for itself any-
way, because little else is guaranteed in this
profession.
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iolinist Hugh Marsh's second album,

Shaking The Pumpkin, is all about

production; not production in the
sense of being a producer’s album because
there was no big name producer involved;
and not production in the sense of being
overly produced. Although the album began
in February 1986 when the first demo from it
was cut and ended in June 1987 when the al-
bum was released, Marsh says the actual
amount of time spent in the studio was less
than a month. There also wasn't a lot of
preproduction done, other than for Marsh to
sit down and meticulously figure out whom
he wanted to do the tracks with.

No, this album has more to do with many
other things that went on in the studio than
with just slick production techniques. For in-
stance, it's not a “violin” album like past
offerings from people like Jean-Luc Ponty or
even like Marsh's more violin-oriented debut
album, The Bear Walks. On the other hand,
there’s a piece called, “How The Violin Was
Born”, which features a Bruce Cockburn re-

RECORDING
Marsh LP Features DalBello, Palmer and Cockburn

By Ashlev Collie

cital and some searing violin play by Marsh.
And, the cut “Little Miss Big Kiss”, features
some absolutely transcendental violin and
sax interplay.

The album’s cuts, in general, are eclectic
with shades of Weather Report’s and Miles
Davis’ jazz fusion among its sources; it’s the
type of thing you'd expect from a man with his
roots in jazz. However, it's not all about jazz/
fusion pieces. There’s also a knock-out,
funkified version of Hendrix’s “Purple Haze"
and the lead singer is none other than Robert
Palmer. Although Palmer sings only on this
cut, he adds some superb vocal “cieras” on
two of the cuts, “Little Miss Big Kiss” and the
love song “Sempre Nel Mio Cuore”, and he
does a recitation on “Rules Are Made To Be
Broken”, which also features vocalist Dal
Bello.

If Cockburn, Palmer and Dal Bello aren't
enough, the album also digs deep into the
wealth of musical talent in Toronto. Some of
the guest musicians include: Fergus Marsh,
Mike Sloski and Jon Goldsmith, who often

play in Cockburn’s band; “The Girls”, vocal-
ists Shawne Jackson, Sharon Lee Williams,
and Colina Philips; Fairlight programmer,
Rob Yale; Le Voce Grande, which was an all-
star group of background vocalists; and, The
Radio and Loneliness Horns, which featured
eight players.

The main players included drummer
Kevan McKenzie, bassist Dave Piltch, |
guitarist Rob Piltch, kevboardist Goldsmith,
saxophonist Vern Dorge and Marsh, who ex-
plains, “I'd really like to go out on the road
with these five guys as a six-piece band in- |
cluding six vocalists, eight horns and one lead
vocalist... you know, just for fun. There was
an interesting cross-section of players on the
album from some veterans to some newer hot
players like Perry and Mike White on sax and
trumpet respectively. The two groups com-
plemented each other real well.”

As for Palmer's thoughts on working with
these musicians, Marsh says, “Robert en-
joyed the playing right across the board. He
loved the studio and I think he enjoys work-
ing in Toronto because he has quite a follow-
ing here. He was fantastic... one cool guy.”

Marsh had previously sent Palmer a demo
from his Bear Walks album and they had spo-
ken ahout the possibilities of getting together.
Then Palmer happened to he in Toronto and
Marsh sent him a book called The Bass Saxo-
phone by Josef Skvorecky which contained
some ideas for a tune Marsh wanted to do
about music censhorship. The piece ended up
as “Rules Are Made To Be Broken”, on which
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Palmer does his recitation. The vocalist also
stayed around to do the three other pieces.

With so many people involved including
the three (Goldsmith and Kerry Crawford did
the production, while John Naslen engi-
neered) who worked most closely with
Marsh, in retrospect he defines his role as be-
ing a “silent persuader”. The persuasion
worked some magic because Shaking The
Pumpkin is one terrific summer serving of
music by someone who takes a joy in creating
it and allowing others around him to create
with him: “It’s not just my record. It’s their
record, too.”

The album was recorded at Toronto's
Manta on a 32-track Mitsubishi X-850 and
then mixed down to a X-86 (1/4”) Mitsubishi
digital. Not only was the album recorded
digitally, it was also mixed and mastered
digitally; in fact, Marsh explains that there
are four Ds (DDDD) on the compact disc, in-
dicating that “the CD contains the exact same
info that you'd hear if you plugged some
headphones into the Fairlight synthesizer.
There’s no sound generation loss and the dig-
ital purity is maintained.” He modestly adds
that this sound quality just complements
what he considers to be a “pretty hot sound-
ing record”.

With regard to putting the pieces together,
he uses the example of The “Way Of The
Flesh”, which features a recitation from
Chairman Mao by Marsh. He basically
started out with groove and a set of chord
changes which he put down at home on his
Fender Rhodes piano. Then a basic Fairlight

sketch, which was dumped onto tape, was put
together, including Fairlight drums and bass,
and three keyboard counterpoints:” We
wanted to maintain some real spontaneity, so
then [ brought in the two Piltch brothers to
play guitars, with Jon on keyboards and my-
self doing the recitation. Basically, [ got Nas
and Kerry to split up the faders on the board,
so that each player heard different elements
and no one heard the same thing.

“The main focus for everyone was the
reading of the lyrics and they'd play accord-
ing to what the lyric said. We did all of this in
one take. After that we added the eight-piece
horn section, the violin, and the last thing to
go on were the real drums and the violin solo

which were done as a duet over the top of the
rest of the band tracks. So what happened, is
that we had two completely different bands:
we had a Fairlight band and a real band, in-
volving human players, and they move in and
out and between each other. The human play-
ers and the electronic elements co-exist to-
gether.”

The album also features some other
unique applications of the Fairlight synthe-
sizer. On the instrumental jazz piece, “Pizz
Punk”, the seeming percussion and drum
lines are actually samples of sounds made by
Marsh with his mouth and body: “Everybody
thinks it's a real bass drum, but it’s really a
sample of me hitting my chest; in fact, the
snare, tom and high hat sounds are all done
by sampling my voice.”

Although he agrees that the album con-
tains a wide variety of musical pieces, he also
feels there’s a strong thread that runs
through it, namely in its sense of humour and
sincerity. Marsh explains, “This may sound
weird, but before production started, [ listed
alot of albums [ liked and tried to figure out
what non-musical elements made me like
them. They included some very different
types of music from Madonna to Robert to
Stevie Winwood to Huey Lewis and Miles
Davis. What [ felt was not so much the music
but how sincerely it was put across. ['ve
thought it funny sometimes that I'd like a Ma-
donna tune, but [ liked it because she sings it
great. So, if there’s a common thread that
runs through these and my tunes, [ hopeit’sa
type of honesty and sincerity.
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By Stephen Gilmore
erhaps the most gratifying reward of
designing album cover art is the chal-
lenge of developing and shaping the

image of new artists. For this reason, | prefer
to work with emerging acts whose music 1
personally appreciate. Once that important
connection is made, it’s easier to become in-
volved with the project because everyone is
basically in the same frame of mind. It's ulti-
mately a personal investment by both
parties: as a visual artist’s medium, it's his
statement, for the band, it will determine how
the public perceives them. Definitely a two
way street. [ am almost always approached by
acts or record companies who are in tune
with my style.

Because [ began as a fine art painter who
later adapted to translate my craft graphically
througuh the medium of album covers, [ am
as concerned with producing art which re-
flects my artistic growth as creating a suc-
cessful product for the band. 1 continue to
paint as [ always have, and to construct art
shows in addition to graphic work for the mu-
sic industry and other commercial jobs for
clients who need adventurous, alternative-
looking logos for their businesses. And rather
than one direction diluting the other, such di-
verse projects share a common thread
through my style. Hopefully, my artwork is as
identifiable with certain recording artists as
with commercial logos.

My association with Vancouver’s Skinny
Puppy, the band [ am most readily identified
with since winning a Casby Award for Best
Graphic Design for their LP Mind: The Per-
petual Intercourse, illustrates the ideal
collaborative arrangement between record-
ing and visual artists. The Puppy and I go way
back to 1980 when Cevin Key and [ worked
for the same Vancouver club, Love Affair.
During this time he was designing lights for
the club and I was DJing until I convinced the
owners to bring in live alternative bands from
the area. After producing several posters pro-
moting these acts at the club, and producing
posters for touring acts such as Wall of Voo-
doo and Modern English for larger venues
around town, Cevin and | became close
friends and mutually supportive of each oth-
er’s talent. Before the Puppy was even
formed, signed with Nettwerk Records, or as-
signed studio time, [ had worked out a style
for Remission, their first release, based on
conversations with Cevin.

Cevin's writing suggested macabre image-
ry and dark tones, which agreed with the
moods I addressed in painting. From such in-

Shaping New Bands With Album Graphics

\ \‘\/ I

fluences as Franz Kafka’s book The Trial, and
the films of David Lynch (Elephant Man, Blue
Velvet, Eraserhead) and Orsen Wells’ (Touch
Of Evil), | relate my work to the sense of eter-
nal mystery these artists convey. To repre-
sent darkness without gloom and avoid a cult
trap, | adopt an abstract, rather than
representational, painting or mixed media
style. | have always found that keeping things
a bit obscure gives people something to think
about. Abstract design achieves this as the
eye isn’t drawn to obvious renderings, but is
required to look beyond and think beyond the
overall album design. [ would hate to think
any of my album covers are trendy throw
away items. Good design should be as valid
today as ten years from now.

From the rough design I created for Pup-
py’s Remission in 1984, 1 prepared the final
art in the same fashion I tackle all album cov-
ers. | pulled together the appropriate images,
textures and colours which both the band and
myself felt best represented the album’s mu-
sic and the band’s image. Shortly afterward,
Nettwerk Records signed the Puppy and I've
been producing the band’s album art ever
since.

But even if everyone is on the same wave-
length, there are bound to be some creative
differences. Certain points such as lettering
styles seem to take much work and discus-
sion. Initially I am contacted and informed of
the project and clued into the album’s con-
tent. In keeping with the previous mood es-
tablished in earlier album covers (and [ know
the bands [ work for very well), [ move from
early meetings with rough designs to prepar-
ing final art in a variety of media. Applying
oils, photographs and textural materials, the
final piece is constructed in about three
weeks. The process is speeding up though, as
I gain more experience and become more
comfortable with various graphic design de-
vices and explore more complex techniques.

1

Today, stripping colours and effecting multi-
layered works extend my capabilities and al-
low me to further enhance product design.

Sometimes the actual ideas which come to-
gether to form a completed piece are as
unusual as my method of discovery. A perfect
example which comes to mind is the cover I
created for Skinny Puppy’s Mind: The Per-
petual Intercourse LP. Nettwerk Record's
Terry McBride told me I had one week to
pull the cover together. During a self promot-
ing trip to New york last year, | happened to
be watching TV in my hotel room. From the
images of a vintage porn movie on the screen,
I began taking pictures out of focus, unclear
and uncut. The eventual shot used perfectly
meshed with the album’s rather dark and ma-
cabre feel and presented the hazy woman’s
image in a radically different context from its
film beginnings. Interest was created through
this mix up of context, effecting a thought-
provoking visual.

My favourite album art created to date de-
scribes my multi-media and abstract style.
Produced for Nettwerk’s compilation Sound
Sampler, 1 feel it sums up what my work is all
about: I effected a close up of swirled nail pol-
ish, mixed in photos of TV images, added tex-
tured backgrounds in deep blues, used pur-
ple and yellow lettering. This was just one of
the over 20 albums assigned me by Netwerk,
who has kept me busy since I created the first
Skinny Puppy cover for them. Most of these
alternative bands hail from Australia or Eng-
land, which has expanded my profile.

Late this past spring [ was called in to art
direct Images In Vogue’s The Spell, their first
LP since signing with Anthem Records. Gary
of Images and I have been friends for some
time now, but even though we’ve worked to-
gether before (I won the West Coast Music
Award for Best Album Graphics for Images
In Vogue's In The House record this year),
we must now deal with completing a project
through long distance communication since
the band is now based in Toronto. To achieve
the look I'm after, I spent some time in To-
ronto earlier this year to show my rough de-
signs to the band and the photographer who
will be shooting the final work.. Although I
usually hate the idea of working around
a group photograph, this time I've in-
tegrated the mood I feel suits the Images to
the medium of photography, extending the
usual context of a group shot. The longest
project I've been involved in to date, The
Spell is the result of three months work.

(Steven Gilmore is an award-winning album
cover artist.)
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The 1997 Rickenbacker Guitar
and RG60GT Amp
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J % he 1997 is a limited-production reis-
EISS sue of the original 1997, which was in-
troduced in 1964 for exclusive distribu-
tion in England. Between 1964 and 1966
the Company exported approximately

226 instruments to Britain.

This handmade guitar features 21
frets, a small headstock, two vintage-
style pickups, a hand-shaped ‘60’s style
neck, and a Rosewood fingerboard. The
neck and semi-hollow body are made
from solid Maple, and the 1997 comes
equipped with either a vintage vibrato
or a solid tailpiece. The neck and
fingerboard are hand-shaped by the
same craftsman that built the original in
the 1960s.

This Giveaway also includes the
newly  engineered  Rickenbacker
RG60OGT, a 60 watt RMS amp that
drives a pair of 10" speakers. It features
active tone circuitry with bass, middle
and treble knobs, plus there are sepa-
rate gain and volume controls. Other
highlights include highly styled protec-
tive edging and corners, line output and
external speaker jacks and a dual
footswitch for activating the gain and
reverb.

You can win this 1997 Rickenbacker
with amp, valued at over $2500.00
by simply subscribing or extending
your current sybscription to Canadian
Musician - a glgat classic in itself.

Contest closes Nov. 30, 1987.




Lawyers Do More Than Just Paperwork

by Len Glickman

n the last issue I discussed the legal

issues confronting a new artist and the

ways in which legal counsel can assist in
resolving these issues. In this article I dis-
cuss the ways in which a lawyer can help an
Artist in a non-legal manner. These can be
set out under two broad headings:

1) Putting a team together.
2) Marketing Product.

Putting a Team Together

A new artist will quickly learn that it s difficult
to “go it alone” in the music business. The ar-
tist will require the expertise and advice of nu-
merous individuals, including managers, pro-
ducers, engineers, investors, accountants, con-
sultants and publicists.

Lawyers may play a helpful role in assisting
artists putting together a supporting team. For
starters, an entertainment lawyer who prac-
tices in the music field will count among his or
her clients’ representatives of each of the sup-
port groups discussed above and will have
easy access to these clients to ascertain their
availability for a particular project or artist.
This will save the artist much time and ex-
pense in finding the right people.
For example, as far as managers are
concerned, our office has provided legal
counsel and continues to provide legal coun-
sel to several managers, including Cliff Hunt
(Refugee), Bill Seip (Helix, Kick Axe), Alex
Andronache (Regatta), Steve Ship (39 Steps),
Steve Glass (Gary Q), Buzz Willis (Kinky
Foxx), Triangle Management (Partland
Brothers) and Neill Dixon (Erroll Starr).

In addition to the managers any law firm
acts for, there is access to managers who are
not clients of the firm but who manage artists
who are clients of the firm. The lawyer will
certainly be in a position, based on his per-
sonal observations and feedback from his
artist client, to recommend or not
recommend a particular manager.

manager’s efforts and both can work towards
the major objective, the success of the artist.

Another important key member of the
artist’s support group is the investor, without
whose financial backing the artist may be
unable to launch a successful career. It is
helpful to most, if not all artists to know that
their essential living expenses i.e. rent, food,
clothing, etc. are taken care of, so that the
artist can concentrate on what the artist does
best - create and perform. Untii the artist’s
career is in full swing, this financial backing
is very important. In this area, the lawyer
may be useful in locating potential investors,
who may or may not be clients of the firm. A
recommendation to an investor hy a lawyer
who has confidence in the career of the artist
may go a long way in bringing the investor to
the table.

The lawyer is
ideally positioned
to put the artist’s

team together.

Another equally important member of the
support group is the accountant. There are
several accountants who specialize in the
entertainment industry and, more particu-
larly, the music field. A knowledgeable
accountant can be most helpful in advising
the artist as to how to structure his or her
affairs so as to maximize revenues and mini-
mize taxes payable. There are also provisions
in the Income Tax Act (including its regula-
tions and interpretation bulleins) which deal
specifically with the tax treatment of rec-
orded masters and other music-related
issues which the accountant will be able to
point out to theartist:

1
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In the case of a demo tape, the lawyer can
assist the artist by sending the demo tape to
the various A & R heads at the record
companies and/or by setting up meetings
between the artist and various record
companies. Tapes may also be forwarded to
music publishers in an effort to stir up their
interest in the material. In most cases, tapes
sent in by a lawver or a law firm recognized
by the record companies or music publishers
will receive a listen a little quicker than
unsolicited tapes. Lawyers are generally very
careful not to shop every piece of material
that comes across their desks. Only material
which is first rate and in the lawyer's view
will be of particular interest to a record com-
pany are forwarded. This maintains the cred-
ibility of the lawyer in the eyes of the A & R
people and music publishers and paves the
way for quicker turnaround time on future
demo tapes.

Many lawvers in the United States and a
few in Canada will take a small percentage of
any deals put together through the lawyer.
Most Canadian law offices, including ours,
will bill only the time spent and disburse-
ments incurred (postage, long distance tele-
phone charges, telex, etc.) in bringing the
material to the attention of a record company
or publisher and in negotiating and finalizing
any deals that may result.

An approach commonly taken by artists
these days is to go into a studio, record their
own masters (be it in the form of a single, EP
or LP), and then look to “shop” the finished
product with a view to entering into a record
production agreement or a master licensing
agreement with a record company. Record
companies may be more easily persuaded to
sign an artist with a finished master in hand
since the company need not be concerned
about recouping recording costs, at least on
the first record.

As far as international territories are con-
cerned, the lawyer can be useful in terms of
licensing and sub-publishing agreements.
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n the last issue I discussed the legal
issues confronting a new artist and the
ways in which legal counse] can assist in
resolving these issues. In this article I dis-
cuss the ways in which a lawyer can help an
Artist in a non-legal manner. These can be
set out under two broad headings:
1) Putting a team together.
2) Marketing Product.

Putting a Team Together

A new artist will quickly learn that it is difficult
to “go it alone” in the music business. The ar-
tist will require the expertise and advice of nu-
merous individuals, including managers, pro-
ducers, engineers. investors, accountants, con-
sultants and publicists.

Lawyers mav play a helpful role in assisting
artists putting together a supporting team. For
starters, an entertainment lawyer who prac-
tices in the music field will count among his or
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port groups discussed above and will have
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For example. as far as managers are
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sel o several managers, including CLiff Hunt
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who are clients of the firm. The lawyer will
certainly be in a position, based on his per-
sonal observations and feedback from his
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It 1s important to note that. in the event an
artist accepts a lawver's referral and engages
in & manager-artist relationship with the law-
ver's client, the lawver will be in a conflict of
interest position and should refer the artist to
independent legal counsel. at the very least
for the purpose of negotiating the manager-
artist agreement. The lawver in a conflict of
interest position should refer the urtist to
somecne with experience mn the music field.

Once 2 manager is in place, he can assist
the artist in locating members of the support
group and in marketing or “shopping” the
artist’s product as discussed below. However.
the lawver may be able to complement the

manager’s efforts and both can work towards
the major objective, the success of the artist.

Another important key member of the
attist's support group is the investor, without
whose financial backing the artist may be
unable to launch a successful career. It is
helpfui to most, if rot all artists (o know that
their essential living expenses i.e. rent, food,
clothing, etc. are taken care of, so that the
artist can concentrate on what the artist does
best - create and perform. Unti! the artist's
career is in full swing, this financial backing
Is very important. In this area, the lawyer
may be useful in locating potential investors,
who may or may not be clients of the firm. A
recommendation to an investor by a lawver
who has confidence in the career of the artist
may go a long way in bringing the investor to
the table.

The lawyer is
ideally positioned
to put the artist’s

team together.

Another equally important member of the
support group is the accountant. There are
several accountants who specialize in the
entertainment industry and, more particu-
larly, the music field A knowledgeable
accountant can be most helpful in advising
the artist as to how to structure his or her
affairs so as to maximize revenues and mini-
mize taxes payable, There are also provisions
in the Income Tax Act (including its regula-
tions and interpretation bulleins) which deal
specifically with the tax treatment of rec-
orded masters and other music-related
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