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h MUSIC BUSINESS. 
□ Highly selective, two-year training 
program 

□ Campuses throughout North America 

□ Current theory mixed with practical 
hands-on training 

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

□ All classes taught by qualified, working 
professionals 

□ Job placement assistance 

□ Financial assistance available 
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Before After 

Before a microphone 
can qualify as a great road mic, 
it has to be a great mic, period. 
Abose all, it must deliver the 
natural sound of voices and 
instruments accurately. 

Beyer TourGroup micro¬ 
phones like this brand new 
\I 700 are designed todo just 
that. Beyer engineers apply a 
range of approaches—dynamic, 
ribbon, condenser—with the 
single-minded dedication to 
uncolored reproduction that 
characterizes the entire Beyer 
line. Whether you re miking 
voices or instruments, acoustic or 
electronic sounds, there’s a li)ur-
Group mic designed to do the job 
as well as it can be done. 

»IR 

After we make Tour¬ 
Group mies sound great, we 
design them with the dura¬ 
bility to handle the road. After 
158 setups and load-outs with 
The Fabulous Thunderbirds’ 
stage crew, 158 overnight long 
hauls, 158 high-energy shows, 
it’s hard to see the difference 
between the out-of-the box 
M 700 on the left and this one— 
the one that was “'luff Enough” 
for Kim Wilson. 

More importantly, it’s 
even harder to hear the differ¬ 
ence. But that’s something you’ll 
have to prove to yourself. Fortu¬ 
nately, every time you put a 
TourGroup microphone to the 
test, you can take advantage of 
unparalleled Beyer sound. 

Whether the mad takes you 
across the country or across town, 
there’s a Beyer TourGroup micro¬ 
phone designed to enhance your 
performance. Tor further informa¬ 
tion on Beyer TourGroup micro¬ 
phones, call ELNOVA or 

m audition one at your Beyer Tour-
0 Group dealer. 

^ooN<a 

325 Clement Street, west / LASALLE, Quebec I H8R4B4 
Tel.(514)364 2118 I Facsimile (514) 364 0791 



It takes a fiery passion and a killer 
instinct to drive the Pat Benatar Band. 
Second best isn’t part of Myron Grom-
bacher’s playing standards or his choice 
of equipment. 
When we asked him to describe his py¬ 
rotechnic approach to drums, Myron re¬ 
sponded: “Artstar H’s maple shells have 
the fundamental tone I’m looking 
for.. .a wide open sound with plenty of 
top and botton end. I want drums that 
can project. . ring true from a whisper 
to scream.. and handle how I want to 
play—which is to hit them as hard and 

ALL FIRED UP 

MYRON 
& ARTSTAR II 

as often as possible!! That's Rock and 
Roll and that’s why I play Tama" 
You can feel the fire of Myron’s Artstar 
II set with Tama Pro Custom Snare on 
Pat Benatar’s latest release, “Wide 
Awake in Dreamland” 
and as the band tours 
this fall. 
Visit an authorized »«c 
Tama dealer near you * 
and find out how you 
can fan some flames of 
your own. 
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May 17-21, 
Toronto, Ontario 

Sunday, May 21 is MusicFest day at 

Canada ’s Wonderland. Performances 

all day at Kings wood Music Theatre 

and use of all attractions and rides. 

For more information, 

call 416-292-6009 or write to: 

Tb receive an invitation, contact your 

nea rest region al coordinator and plan 

to attend. 

$100,000 IN SCHOLARSHIPS AND 

A CHANCE TO PERFORM ON 

NATIONAL TELEVISION 

MusicFest Canada 
11 Progress Avenue 
Suite 205 

Scarborough, Ontario 
M1P 4S7 
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EACH EVENING 

combining 
performance and 

music education 
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Happy New Year 
From The New Guy 

In December of 1969. along with my 
brother, my cousin and Myles 
Goodwyn, I formed a group called April 

Wine, thereby securing a place in the history 
of Canadian rock music, in spite of the fact 
that 1 departed that group just before the re¬ 
lease of the third album (Electric Jewels). 
Among the succession of bands which fol¬ 
lowed (and continues) was a band called The 
Dudes, who released an album on CBS in the 
mid-seventies called Were No Angels. 

As a songwriter, guitarist and performer I 
have managed to remain involved, however 
remotely, in the Canadian music industry 
since the early sixties, to the point where I 
have long ago stopped questioning my com¬ 
mitment and my desire to make a significant 
contribution. 

The fact that the new editor of CM is a 
guitarist may be of some interest to other 
guitarists, and of some concern to those who 
aren't. Beyond being a guitar player, howev¬ 
er. I’m a Canadian musician, and beyond that 
I simply love music and the music business. 
And while my affinity for the guitar will 
inevitably find expression, my responsibility 
as the editor of a magazine dedicated entirely 
to the needs of Canadian musicians is at the 
very top of my list of priorities. 

My major concern, then, is to find out who 
you are. what you like to see. what you want 
to read, and what you need to know, and to 
provide it for you. 

An even greater challenge will be to deliv¬ 
er information, ideas, news, instruction, guid¬ 
ance, suggestions, opinions and advice that is 
as useful to the dreamers who are on the 
verge of taking that first step as it is to the 
warriors in the heat of battle; as important to 
the seasoned pros who still aspire to major 
success as it is to the ones who have achieved 
it; as indispensable to the player who is hap¬ 
py just to play as it is to the player who does 
that and makes a living at it to boot. 

So whether this intimacy and direct com¬ 
munication with the Canadian music commu¬ 
nity comes from going out into the rehearsal 
rooms, smoke-filled clubs, space-age record¬ 
ing studios, music stores, concert halls, of¬ 
fices, factories, showrooms and classrooms, 
or from the letters, phone calls and personal 
contact we enjoy from you, our mandate is to 
be responsive, sensitive, aware, and eager 
and able to give you more than your money’s 
worth. 

Anything of concern to musicians will have 
a forum in the pages of this magazine. 

On the assumption that all artists have 
something to contribute to our culture, along 
with a desire to contribute it, we will not run 
to the defense of one approach or another in 
order to justify its legitimacy or validity. Per¬ 
sonal taste in music will fall into the same 
category as personal taste in footwear. 
Whether or not you happen to like an artist or 
their style of music or their way of making it 
is your business; what, if anything, you can 
learn from them is ours. 
So if you want to know what gauge of 

strings Colin James uses, or how Blue Rodeo 
prepare for a recording session, or the role 
persistence has played in the phenomenal 
success of Rita MacNeil, we want to be the 
source of that information. 

On behalf of the staff of CM. of which I am 
honoured to be a member. I wish to convey 
this simple message: 
We are at your service. 

David Henman 
Editor 



Is This A Cool School? 

In the February '88 of Canadian Musi¬ 
cian there was an overview of 'Canada's 
Top Music Schools.' The 'Other 

Canadian Musician Schools’ section listed 
several additional schools. I have a booklet 
describing the courses offered at the 
Professional Musician’s College in Regina, 
Saskatchewan, but I need additional informa¬ 
tion on the quality of the school and of the 
instructors. 

Also, are students that have obtained a di¬ 
ploma from this college a step ahead of other 
musician-type job seekers, or at least running 
neck-’n-neck with graduates from most of the 
schools listed under ‘Canada's Top Music 
Schools’? 

I would appreciate your opinions and find¬ 
ings on the reputation of the school and its in¬ 
structors; specifically the keyboard, drum, 
bass and vocal instructors. 
S. Neumeier 
Saskatoon, SK 
(Ed. Note: You would be wise to contact the 
school for the names of a few graduates, who 
you could further contact for opinions on the 
quality of the school’s programs.) 

Free Trade Dangers 
c 

I have written to provide my perspective of the ‘free trade agreement’, an ar¬ 
rangement that will alter our country in 

a number of negative ways. 
From the standpoint of the Canadian music 

publisher, the tax incentives which were in¬ 
troduced by the Trudeau administration in 
the 1974-75 session, specifically Bill C-58 
which encourages Canadian companies to ad¬ 
vertise in Canadian publications, have been 
dropped. It represents the removal of what 
was construed as ‘a hidden subsidy', and is a 
set-back to the promotion of the Canadian 
musical identity. 
Thousands of jobs could be lost as 

companies will no longer be required to man¬ 
ufacture their records, C.D.s, and tapes in 
Canada for Canadian distribution, shifting 
production to the U.S. (and elsewhere), 
where labour costs are less. 

Finally, free trade will allow U.S. 
companies unrestricted access to the Cana¬ 
dian market, flooding it with cheaply prod¬ 
uced goods and services, forcing Canadian 
musical instrument manufacturers, record 
companies and music publishers into oblivi¬ 
on. 
Tim J. Lawrence 
President 
Delta Music Research 
Calgary, AB 

Now Ear This 

I would like to comment on the article “Writing The Hit Song", by James 
Amodeo (Oct. '88). 

In it. Mr. Amodeo states that "knowing how 
to read and write music is an essential 
prerequisite to becoming a successful 
songwriter...", a statement which is 
questionable at best, since the Beatles (his 
example of great pop songwriters) were not. 
to my knowledge, schooled musicians. 

Personally, reading and writing music has 
been invaluable to me in my own songwriting, 
but in some ways, it has also been a 
hindrance. To this day I have trouble 
“unlearning" enough to write a good three 
chord pop song, which I firmly believe is the 
most difficult idiom to work in! 

Reading and writing music is a tool only. 
The only essential prerequisite to 
songwriting is a good ear (then again, wasn’t 
it Beethoven who wrote a symphony when he 
was deaf?) 
Mark Korven 
Scarborough, ON 

Nebulous 

I found Brock Adamson's article (Dec. ’88) on constant directivity horns and acous¬ 
tic waveguide theory very informative. 

Most of those that know of Mr. Adamson’s 
work consider him a world class heavyweight 
in the area of transducer technology and 
development. It is because of his expertise, 
not in spite of it, that I have a problem with a 
small portion of his article. 

If specifications are to be quoted, how 
about the whole story, eg: why does he quote 
a 140 dB peak (requires 794 watts based on 
the Adamson midrange sensitivity of llldB 
1W/1M). then follow with a distortion 
measurement at 120dB (requires 7.94 watts)? 
The difference is 100 times the amount of 
power — what difference is the distortion??? 
With regards the 120dB measurement, 

which harmonic distortion — 2nd, 3rd. etc.? 
What frequency is this distortion: 200 Hz. or 
2000 Hz., somewhere in between, or an 
average? 

I've heard the Adamson system (two mid¬ 
bass and two-high pacs per side) and was im¬ 
pressed by his mid-high pac. There's no 
question that his new mid driver and acoustic 
waveguide horn will make an impact on con¬ 
cert system users. I look forward to seeing 
the full power frequency and distortion anal¬ 
yses for the B218 mid-bass and the mid high 
pac if they’re published. 
Steve Hutt 
Equity Sound Investments 
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Contact us for free catalog and financial aid info. 
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PIT BIT 
■s Institute of Technology 

WE'VE GOT A 
TRADE SCHOOL 
FOR YOU. 
Vocational Curriculum 

MI graduates are in demand. Why? They are ready. They are trained to get the 
job done. They read, write and arrange. They are versatile,reliable, skilled players 
and teachers and they are exciting specialists. As a result, at least 70% of our gradu¬ 
ates are currently making their living in the music business. In a word, they're 
professionals. 
Your Profile 

But that's not the whole story. MI is designed for all types of players. Our 
students come from all over the world, each with different backgrounds and goals. 
Their abilities range from intermediate to advanced players. For some, becoming the 
best teacher in their home town is their dream, others use their year at GIT or BIT 
to put together a band and go on the road, while others simply come here to become 
the best player they can possibly be. 
Unique Learning Environment 

All these goals can be achieved because of Mi's unique environment... Flexible 
Scheduling • All Styles • Speed Learning • C.A.M.S. (Computer Assisted Motor 
Skills Development) • Video Learning • Creativity Training • Audio Video Production 
Studio • 'Music Video’ Training • Private Lessons • Live Playing Workshops • Basic 
through Expert Entrance Levels • High Tech Digital Equipment Training • One Year 
in Length • Band Rehearsal and Practice Studios • Musicians Job Placement Service • 
Fully Accredited and much more. 
Instructors 

However, with all the advantages of our high energy speed learning environ¬ 
ment, we never forget that a school is only as good as its teachers and we are very 
proud of ours. Faculty and Visiting Faculty: Howard Roberts. Tommy Tedesco, 
Joe Pass, Joe Diorio. Ron Eschete, Don Mock, Scott Henderson, Frank Gambale. 
Steve Lynch, Larry Carlton, Eddie Van Halen, Allan Holdsworth, Steve Lukather, 
Steve Vai, Pat Metheny. Steve Morse, Paul Gilbert. Bob Magnusson, Abe 
Laboriel. Billy Sheehan. Jeff Berlin. Tim Bogert. Geddy Lee. Stanley Clarke. Rudy 
Sarzo, Louis Johnson. Jack Bruce and many more. Since we are conveniently located 
in 'the music capital of the world' Hollywood. California, we are happy to say that 
this list of fine artists is constantly growing. 

Musicians Institute 
1655 McCadden Place, Box CM 
Hollywood, California 90028 • (213) 462-1384 

s IF THESE ARE 
st THE TOOLS 

OF YOUR TRADE 



Synth’d, Sampled, And Switched On 

The miraculous new technology that 
has revolutionized the whole music 
industry — synthesizers, samplers, 

sequencers. MIDI, and moogs — is featured 
in TV Ontario's Vista: Electronic Jam Mon¬ 
day, January 23 at 8:00p.m. 

Produced and written by Paula Salvador, 
and directed by Michael Ellis, the one-hour 
special is about technological wizardry and 
how leading-edge musicians are using it to 
reach new creative heights. It features 
demonstrations of the latest electronic 
innovations, and interviews with world-class 
musicians, among them: 

Oscar Peterson, who works out tracks for a 
delicate waltz on his Synclavier keyboard in 
Toronto. "I use it not just to create new com¬ 
positions, but actually to catalogue and ar¬ 
chive many of the compositions that I created 
many years ago and neglected to write 
down.” 

Bob Moog, putting 25 years of music tech¬ 
nology into perspective: “The Moog 
synthesizer, back 25 years ago, used the most 
sophisticated technology available. Now we 
have computers, we have sophisticated soft¬ 
ware. 1 think (these) are going to be the 

Oscar Peterson 

greatest things for musicians since the inven¬ 
tion of catgut itself.” 
Daniel Lanois, Canadian Juno Award-win¬ 
ning producer of albums for musicians like 
U2, Peter Gabriel. Luba, and the Parachute 
Club, who explains why his records are such 
a delicate balance between old and new tech¬ 
nology. 

Also featured on the program are pioneer-

Daniel Lanois 

ing electric violinist Jean-Luc Ponty. U.S. 
composer Philip Glass, and Wendy Carlos, 
whose Switched-On Bach has been called the 
single most influential synthesizer record of 
all time. 

For more information, contact: Robin Har¬ 
dy. Media Relations. TV Ontario. 2180 Yonge 
St., 6th Floor. Toronto. ON M4T 2T1 (416) 
484-2606. 

Create your own kind of music... 

YAMAHA MUSIC SCHOOL 
• Junior Music Course; for 4-5 year olds. 
• Yamaha Eleetone Course 
• Yamaha Piano Course 
• Yamaha Guitar ('ourse 

For a free copy of the Yamaha Music Education System Syllabus, write to: 
YAMAHA CANADA MUSIC LTD., Music Education Dept., 135 Milner Ave., 

Scarborough, Ontario MIS 3R1 
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omnimedia 
9653 Cote de Liesse, Dorval, Quebec H9P 1 A3 

:ompromise true diversity v. 
I sound reinforcement. 
)gy with built-in dbx Noise 
wireless sound in every application, 
ully equipped at a price so low 
with the most thoroughly 

Stage 22 is available with the Electro-Voice N/Dym 757 microphone sold exclusively in wireless by Samson, 
♦dbx is a registered trademark of BSR North America © 1988 Samson Technologies Corp. 
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CHESTER.SÏEVEHARVEY 
AND SABIAN. 

HEAR THE DIFFERENCE 

deliver the sound you can 

depend on. 

It’s the shimmering sound 

of pure, hand hammered 

bronze. It's the enduring sound 

of ancient craftsmanship. It’s the 

exciting sound of today’s music. 

And it makes a difference...to 

Chester Thompson, Steve 

Perrone, Harvey Mason. Three 

of the world’s best. And you. 

DIFFERENCE 

Whether you’re laying 

down a solid groove, or kick¬ 

ing into a finale that’ll blow 

the roof off...Sabían cymbals 

talking together 

U irfc^Jiot long ago. 

About how, when you're a 

drummer, you depend on your 

cymbals. For consistent sound 

excellence. In the studio. On 

stage. On a world tour. Or 

at home. 

They all agreed their Sabían 

cymbals make a difference. A 

difference you can hear. 

For more information, write today: Sabian Ltd, Meductic, New Brunswick, Canada EOH 1L0 Phone 1-506-272-2019 Fax 1-506-328-9697 
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CBS Again Publishing 

Bernie Dimatteo, president of CBS 
Records Canada, has decided to get 
back into the music publishing busi¬ 

ness. Wayne Patton has been named vice-
president. Says Patton, "Our goal is to make 
CBS Music Publishing into a major player in 
Canada and the rest of the world. We are 
looking for songwriters who are serious 
about their trade and are willing to work as 
hard as us to become successful." 

For more information, contact: CBS Music 
Publishing. 1121 Leslie St.. Don Mills, ON 
M3C 2J9 (416)447-3311. 

New Opportunity For Merchandising 
With Backstage Pass 

Backstage Pass Inc., Canada’s newest 
rock merchandising company has just 
moved into new offices in north To¬ 

ronto. The company owns Canadian 
merchandising rights to over 75 big name 
artists including Bruce Springsteen. U-2, 
George Michael and Led Zeppelin. 
According to Backstage Pass, rock mer¬ 

chandising is a $250 million dollar business in 
North America and is growing at over 30% 
annually. The company specializes in 
distributing licensed concert merchandise to 
major retailers across Canada. 

Interested groups or artists should contact 
either Joel or Brent at: Backstage Pass. 37 
Kodiak Cr„ Unit 15. Downsview, ON M3J 3E5 

Some Funding Still Available From Factor 
c 

Funding is still available through the 
Professional Publishers and 
Songwriters Demo Award, the Radio 

Syndication Program, and the New Talent 
Demo Award Program for regions other than 
British Columbia and Quebec. 

FACTOR will resume accepting applica¬ 
tions to the Video Program on Februarv 28. 
1989. 

To date, FACTOR has supported the pro¬ 
duction of 47 music videos for Canadian ar¬ 
tists during the fiscal period of April 1. 1988 
to March 31. 1989. Since the program was es¬ 
tablished in September of 1986, FACTOR has 
contributed to 140 video projects. 

All of FACTOR'S programs are under re¬ 
view and any changes to the programs will be 
announced prior to April 1, 1989. 

For more information, contact: Heather 
Sym, FACTOR, 100 Lombard St., Suite 304, 
Toronto, ON M5C 1M3 (416) 368-8678. 

Correction 
The photo of Anne Murray on page 43 of our 
December 1988 issue should have been cred¬ 
ited to Maurice Cardinal. (It was wrongly 
credited to Pat Harbron.) 

HOTROD 
Multi-Rods 

When 

sticks are 

too loud and 

See your local dealer or order direct. Send Í14 a pair 
(includes shipping, handling and sales tax) to Pro-Mark Hot Rod, 
10707 Craighead Dr., Houston, TX 77025, Fax (713) 669-8000. 

I hc sizzling, new multi purpose 

sound used and endorsed by 

multi talents Billy Cobham. 

Bill Bruford and 

Carl Palmer. 

brushes too soft. 

Multi Rods are just 

right This fresh, hot 

new sound is a Pro Mark 

exclusive. Each Multi Rod 

is made of 19 select Minne 

sota birch dowels 18" x 16" 

long, banded together With a 

natural rebound that sizzles, 

ppomank 
®I he Worlds Class Drumsticks ’. 
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FUSION 
This is your first full glimpse into what is possibly the most powerful 

professional sound system ever developed. 
The Acoustimass Professional powered speaker system is the Bose design 
philosophy at work: better sound through research. Nearly every innovative 

professional audio technology developed through years of ongoing 
research at Bose has been harnessed to make this product possible. 

We submit that the system created by the fusion of these 
technologies will establish a new standard in the professional 
sound industry for performance, convenience and reliability. 



REVEALED. 
The Bose Acoustimass 
Professional powered 
speaker system. 

3 Specially-designed Reaction-Injection Molded 
(RIM) enclosure 

The design of the Acoustimass Pro system’s polyurethane 
foam RIM enclosure is the result of careful consideration of 
the system's performance, aesthetics and working envi-

The fusion of two new, 
patented Bose technol¬ 
ogies—the foundation 
for a new standard in 
professional sound. 

1 Acoustimass speaker design 
Acoustimass speakers use 
two masses of air to launch 
sound, unlike conven¬ 
tional designs, which 
rely on a vibrating cone 
radiating directly into the 
environment. This makes 
three important benefits 
possible: purer sound , 
increased bass output 
and a more compact 
enclosure . 

In an Acoustimass system, 
one of the major causes of 
distortion—excessive cone 
motion—is reduced. Any remain¬
ing distortion is acoustically filtered 
before the sound reaches the room, further improving per-

ronment. The result is an optimum balance of strength, 
size, weight and placement flexibility. 

4 Magnetically-
braked MB-12 
woofer 

The woofer uses a unique 
electro-magnetic braking 
circuit to control excessive 
driver excursion, a prob¬ 
lem often encountered 
in high output professional 
applications. The circuit 
improves overall per¬ 
formance by further 
reducing distortion. 

5 Helical Voice Coil 
(HVC) wide-range 
drivers 

A unique edgewound 
voice coil and overall con¬ 

struction enable this clear, natu¬ 
ral sounding driver to handle 

greater power levels than traditional 
midrange and high frequency com¬ 

pression drivers. 
formance. The compact Acoustimass 
system measures less than two feet 
in every dimension, allowing it to be 
placed or mounted in locations beyond 
the reach of conventional systems. It’s 
very easy to transport to and from 
events, weighing less than 75 pounds. 

2 Two-State Modulation amplifier 
Through proprietary technology, the ampli¬ 

fier can now go where it's always belonged: 
inside the speaker enclosure. The Two-State 
Modulation amplifier converts 9O°/o of the power 
it draws from the AC line into audio output power. 
Because it doesn’t have the large power trans¬ 
formers or heat sinks normally found in con¬ 

ventional amplifiers, it's small, light, and 
produces virtually no heat—a strong 
factor in long-term reliability. Since the 

amplifier is part of the speaker, the 
problems of line loss, interference 
and connector failure are reduced. 

A number of technologies 
and features harnessed for 

one goal: releasing the full power of fusion. 

' Consult the Acoustimass Pro brochure or Owner s Guide tor correa sl.tnd Ml up 
Bos« • Corporation I tie Mountain, f r.rmingfiam MA01701 (617)8797330 
(^Copyright '988 Bose Corporation All rights reserved Covered by patent rights issued andor pending 

6 Articulated Array baffle 
This feature further increases placement flexibility 

by providing controlled dispersion and smooth response 
over a broad listening area. 

7 Active Equalization 
This electronically tailors the system's total output, 

ensuring smooth, even response—without adding 
distortion or reducing efficiency. 

8 Accessories 
A complete range of accessories (including floor 

stands*, wall brackets, suspension kits and travel bags) 
is available. 

The Bose Acoustimass Professional powered speaker 
system is designed for nearly every conceivable applica¬ 
tion: theatres, concert halls, dance clubs, performance 
centers, cinemas and much more. Audition the system 
soon at an authorized Bose professional products dealer 
near you. For more information, write: Bose Corporation, 
21 Bradwick Dr., Unit 20, Concord, ON L4K 1K6. 

OFFICIAL PROFESSIONAL SOUND SYSTEM SUPPLIER 

Calgary '88 



Putting Acoustic Guitar 
Back In The Band 
by Steve Ranger 

Many (if not most) guitarists, start 
out learning their first few chords 
and licks on acoustic guitar. There 

are some who stick solely with acoustic gui¬ 
tar, exploring and eventually focusing on one 
or more of the hundreds of styles available to 
the acoustic player. 
There is something very pure and 

complete about the acoustic guitar. You can 
go anywhere, anytime and just play, with no 
gadgets or cables to get tangled up in. I my¬ 
self was particularly drawn to and influenced 
by country, blues and fingerpicking, and then 
later by songwriter/guitarists like Bruce 
Cockburn and Willie P. Bennet, among oth¬ 
ers. However many guitarists, myself in¬ 
cluded, find that the lure of the electric guitar 
is a natural progression in their development 
as players and musicians. Among rock 
guitarists, sometimes the acoustic guitar can 
become little more than a writing instrument. 

These days, however, the acoustic guitar is 
making something of a comeback in pop mu¬ 
sic. With the success of bands like R.E.M. and 
John Cougar Mellancamp as well as Canadian 
acts like Grapes of Wrath and The Razor-
backs, acoustic guitar is again the basis of 
many bands’ sound. In The Fatales, the band 
I play in, we will often start our second set of 
the night with what we call our ‘acoustic set.’ 
While we are not at all an acoustic band we’ve 
found that doing the songs this way really 
focuses attention on the vocals and 
harmonies that often are not highlighted in 
the standard rock band format. It also makes 
for a more textured performance, as it dra¬ 
matically changes the dynamics of a show, al¬ 
lowing both the audience and the band a 
break from the volume and a chance to hear 
the songs in a new and different light. What 
this means in terms of my playing is that I 
have to focus much more on accompaniment 
and filling out the sound. As we often use 
congas instead of drums in the acoustic set, it 
also requires me to really tighten up 
rhythmically, using strumming and arpeggios 
around the melody where drums would have 
been. We’ve found that the acoustic set really 
works well, and when we strap on our elec¬ 
trics again the attention of the audience is fo¬ 
cused, and it makes the rocking out part of 
the show that much more exciting. 

Another way acoustic guitar really helps a 

Steve Ranger 

band is in rehearsals, working out vocal and 
song arrangements. Whether you are doing 
rehearsals for live shows or pre-production 
for recording, it’s next to impossible to work 
out all the subtle nuances that turn a good 
song into a great song when you are playing 
at full volume. Not only is it great for vocals 
and dynamics, it’s also great for the whole 
band to play their parts in a different context. 
Different parts previously buried in the 
sound can develop into key ideas and hooks. 

Playing acoustically, however, is not always 
easy for a rock band and you have to be 
prepared to put as much work into honing 
your acoustic sound as you do your electric 
sound. But as with most things in music, if 
you take the time, work really hard and have 
fun along the way, the rewards will be 
worthwhile. 
(Steve Ranger plays guitar with the Toronto 
group The Fatales.) 
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100% Real. 
It's true. Nothing sounds like the Alesis HR-16 Digital Drum Machine. 
Except real drums. 

16 Bit technology. Incomparable 20kHz frequency response. No wonder the music 
press calls the HR-16 "staggeringly realistic".’ There's plenty of kicks, snares, toms, 
hi-hats. cymbals... and a bunch of percussion and rhythm toys. 49 sounds 
altogether. All tuneable and touch sensitive. Each one unique and dripping with 
personality. Record-quality sounds. 100% real. And. you can combine them 
endlessly. 
Own a drum machine already? Put it in the drum machine museum. Permanently. 
The HR-16 is the one you wish you had anyway. And it’s so affordable you can buy 
two. You know you want real drums. So go ahead, get the Alesis HR-16. The 
industry standard. The 100% real choice. 
"Davd Crigger m Home and Studio Recording 

Alesis 
_ STUDIO ELECTRONICS 

Mil 
Canadian Distributor: 

P O. Box 279. Port Coquitlam. 

B C. V3C 3V7 

Phone (604) 464-1341 

Fax (604) 464-9275 

Toronto: Phone (416) 881-7555 



SCOTT PAGE ON QSC. 

I depend on my equipment 

to work every night." 

"Powerful sounds and dynamic images 

are what make a live performance great. 

On world tours with Supertramp, 

Toto, and Pink Floyd there are 

no second chances on the bandstand. 

QSC Power Amplifiers.. . as reliable as 
the players who use them. 

AU 0 
S.F. Marketing Inc., 

3524 Griffith St., St-Laurent, 
Quebec H4T 1A7 
Tel: 514/733-5344 
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(or fifteen Bucks. 
That’s just a sample of the talent covered by Canadian Musician in the last year. 

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

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

SUBSCRIBE TO CANADIAN MUSICIAN TODAY! 
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Getting Your Gear In Gear 
by Brian Gatto 

In the beginning, there was the accor¬ 
dion. (Only because they had enough 
guitar students.) 

Seven years old, $7 a week, seeking that 
check mark in the ‘good-to-excellent’ cate¬ 
gory; and getting it, going all the way to 
Grade 10 in accordion. 

Attempts to teach accordion didn’t satisfy, 
so sold first set of skis to buy a Farfisa Fast II 
and broke into the basement set in a big way 
at the age of puberty. 

The music was class ‘A’ contemporary. “In 
a Gada Da Vida” never sounded as good as it 
did on the electronic accordion. 
We played anything and everything we 

heard on the radio, from the Beatles to 
Santana, back in the days when playing on a 
Farfisa (because you didn’t have the money 
for the Hammond) seemed to distinguish 
between the serious musician and the 
amateur. 

The goal was thus to own a B3. Worked at 
it and worked at it and got the Hammond and 
got the Rhodes and the Mini-Moog. The 
sound was there — the satisfaction was there 
— and 15 years later in the midst of the 
onslaught of digital this and software-
supported that, everyone wants something 
that sounds as good as a B3. 

Let’s look at the statistics. Some three to 
four percent of Canada's musicians are at it 
full time. That doesn’t mean 96 to 97 out of 
100 players across the country aren’t out per¬ 
forming every night. They’re still seeking an 
accomplished sound and this is to let them 
know if they don’t have the finances to come 
up with three banks of Kurzweil 250 key¬ 
boards, it doesn’t matter. 
What does matter is coming up with the 

colour that you want and that can be done 
with that good old B3. 
See, what’s happening is that the 

Kurzweil’s claim to fame is that it “sounds 
just like a piano”. 

Just a little more portable. 
(A long Bosendorfer to be exact.) 
Speaking specifically, in Anne Murray’s 

show, I’m currently using the 250 as the 
mother to a DX7 and a Korg DW8000. This 
lets me layer the Rhodes sound right through 
the volume pedal, mixed with the acoustic 
piano, along with strings on the left foot ped¬ 
al, gelled in to meet the mood. 

These are augmented by a non-MIDl Korg 
BX3 organ and a Yamaha CE20. The CE20 
isn’t a child of the ’80s but it performs 
commendably. 

At home, I play on an acoustic Yamaha C3 

Brian Gatto 

— a plain, ordinary piano. And when I’m us¬ 
ing it, it’s always strictly for my own personal 
satisfaction. 

Going back to the Kurzweil — which is the 
point I’ve progressed to after 10 years of 
being one of the boys in the band — to the 
uninitiated, it’s really something. 

It’s worth more than your average mid-size 
semi-luxury car, and will do just about 
everything except my laundry. 

It wouldn’t be realistic to tell every child 
taking piano lessons today to keep at it, study 
hard, practice when Mom tells you to, and 
you’ll get to where I am today. 

It is practical to look at the kinds of venues 
open to would-be musicians at all levels, and 
the myriad variety of equipment available 
today. 
So if a lottery win doesn’t seem too 

imminent in your future, don’t despair. Shop 
carefully, focus on the kind of music you want 
to produce, be nice to Mom and Dad, make do 
with what you’ve got and work on those 
magical sounds of the ’70s: the B3, the 
Rhodes and the Mini-Moog. 

(Brian Gatto plays keyboards live and in the 
studio with Anne Murray.) 
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Harold Fisher of Tchukon on Recording Bass 

Harold Fisher 

Anyone who has heard Tchukon’s de¬ 
but album Here and Now, or seen 
the band's dynamite live perform¬ 

ances is familiar with bassist Harold Fisher's 
unique style. His solid bottom line supports a 
number of other studio and live projects in¬ 
cluding work with Denis Frechette’s 14 piece 
jazz band, Ad Lib: Quebec chanteuse 
Veronique Beliveau’s 1st English album: and 
a recent involvement with Pelegrin Elkady’s 
Senagalese/Brazilian hybrid music. Funk fu¬ 
els Fisher's fire, but he's equally at home in 
R&B, rock, salsa, and classical styles. We re¬ 
cently spoke with him about his maverick 
method of recording electric bass. 

In the studio it is de rigeur to record the in¬ 
strument with a generous dose of compres¬ 
sion to keep the often wild peaks under con¬ 
trol. It’s just the way it’s done. Right? Wrong, 
says Fisher: "I hate compression! It can be a 
good effect sometimes but when you com¬ 
press the bass you lose its natural tonal char¬ 
acteristics. When a musician plays his instru¬ 
ment he should control its attack and decay 
himself. Compression is only necessary when 

the instrumentalist isn't aware of that.” 
I Ie's had to fight to convince engineers he 

knows what he’s talking about. "They are 
probably like that out of necessity from hav¬ 
ing dealt with bassists who don’t play evenly 
or take time to set up their instruments prop¬ 
erly. I just explain that it's my job to keep the 
levels under control. Most of the time, if the 
engineer doesn’t know me he’ll tell me to just 
put the volume on full and he’ll take care of 
the rest. I never play on full. I need to have 
some leeway with the knob to add some sus¬ 
tain or whatever.’’ 

According to Fisher the trick is a combina¬ 
tion of playing technique and instrument 
setup. Here’s how to set up the bass for opti¬ 
mum evenness of response. "Assuming that 
the bass has a good action, it’s important to 
check the lateral relationship of the strings to 
the fingerboard, which is usually curved 
slightly. The body of the bass is flat, and the 
pickups and bridge are set in a flat surface 
most of the time. The pickups themselves are 
flat. You’re going to have an inconsistency in 
height between the pole pieces of the pickups 

and the strings at the bridge. 
“To remedy this. I try to set my strings to 

be in as flat a plane as possible relative to the 
pickups and try to compensate for the fact 
that on my left hand there will be more dis¬ 
tance under the E and G strings than under 
the A and D. This way. where the pickup is, 
electronically, the levels will be closer to 
even. 

“I set my pickups on a bit of a slant, going 
down just a bit to the G side of the bass. 
That’s because of the way the strings are 
made: The E string is naturally the farthest 
away from the pickup, the A is a little closer, 
down to the G which is naturally the closest. 
If the pickups are too close to the G, it kind of 
tends to jump out at you with more output. 
The last thing you want is to turn down the 
whole bass because the G string is too loud. 
I'd rather have the opposite. I usually find 
that when I slope the pickup down on the G 
string side. I get the big fat sound on the E 
which I will tend to play a little quieter be¬ 
cause I know it's closer to the pickups. I'd 
rather have the luxury of playing harder on 
the higher strings. 

"There's no way to get it geometrically per¬ 
fect. but I find in most styles that I play, when 
I get up to the G string, because it’s a smaller 
string. I can play it hard and not have to wor¬ 
ry about it jumping out at me. That’s handy 
for popping. If I’m playing a finger pizzicato 
style, as long as the G string sounds good, the 
rest of them will always sound good based on 
that kind of setup. Getting it right is by ear to a 
high degree, but playing your bass through 
VU meters to check it can help." 

Any tips on how you know when you’ve got 
it? “One clue is if you can play an octave 
starting with the E and D strings, putting 
your thumb under the E string and your fin¬ 
ger under the D string (say playing a low A and 
high A in the fifth position), pop both strings 
at the same time and listen. I would personal¬ 
ly want to hear the low note predominant just 
a bit. Do the same thing with the A and G 
strings. You'll really notice it here if the pick¬ 
ups are not slanted away from the G string — 
it will be too loud.” 

Any final words? "There’s no way to dupli¬ 
cate the individuality of the person hitting the 
string. I could pass my bass around to 6 dif¬ 
ferent people with the same electronic set¬ 
tings and setup and it would sound totally dif¬ 
ferent in each person’s hands. With that in 
mind. I would encourage all bassists to stick 
with their own style and soon there will be a 
place for it." 

(Benjamin Russell is a Montreal-based sing-
er/songwriter/recording artist.) 
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The Art of Thrumming 
i r \ I» Jim Aorman 

Drummer/percussionists, as of the mid¬ 
seventies, were inundated with an up¬ 
date of the rhythm box — now called 

the drum machine — and into the eighties, 
the drum computer. All tended to have a cold, 
unfeeling connotation, which in the majority 
of cases also showed up in the application of 
these instruments. An instrument should 
have breath in its execution. 

Programming is the beginning of applying 
breath to the instrument, but if listened to ad 
infinitum a pattern will be discerned to be re¬ 
peating itself. With a sophisticated drum ma¬ 
chine and all the subtle nuances of time and 
dynamics implying breath, it is still a 
machine. What about the playing of the 
instrument? 
Drum machines come in various sizes, 

sound capabilities and features too numerous 
to go into here, though there is one feature 
that is worth mentioning and that is velocity 
sensitivity; the harder struck, the louder the 
sound. Having picked the machine of your 
choice, note the position of the bass drum and 
snare. For arguments sake, let’s say when 

placing your hand on the machine you place 
your thumb on the bass drum key. and your 
fourth finger on the snare. The musician is 
then able to execute a thumb whack, bass 
drum and snare pattern, in real time. There 
are many text books on the market that help 
build patterns of RLRL, LRLR, RRLL, LLRR. 
RLRR. etc. If the reader is already a 
drummer then these patterns can be applied 
at a much more advanced level. These 
patterns are to be practised between thumb 
and fourth finger. 

The second and third finger could then fall 
on tom toms 1 and 2. Similar patterns of 
RLRR, etc. should be practised. It is here that 
the non-drummer should have some under¬ 
standing of how the drum kit is put together, 
how a trap set player coordinates the various 
instruments that make up a drum kit, be¬ 
cause now the player can thrum a drum kit 
with one hand. For the machines that are not 
touch sensitive, there is an accent button that 
can be accessed with the little finger, 
allowing for loud and soft beats. 

Once this position is comfortable, the high 

Jim Norman 

hat open and closed, ride and crash should be 
the next fingering. Sacrificing a finger to get 
to the crash key and back to its position is 
playing the machine. Taking two fingers and 
playing a roll, a flam between snare and tom 
tom. and a mistake are all live, breath, real 
time thrumming. 

If the player wants a constant high hat fig¬ 
ure. or a constant cowbell figure in the 
rhythm that is being thrummed, then pro¬ 
gramming the figures into the machine be¬ 
comes something to play against. That the 
high hat or cowbell are in memory, repeat, 
mechanical and repetitious will be obvious 
until the player thrums a high hat or cowbell 
figure on top of the pattern being played back 
by the machine. Now the high hat or cowbell 
takes on some life. 

If the player is right-handed, the 'reins’ of 
the drum kit — the right hand — should have 
a stick in it. The drum machine should be on 
the left side of the drum kit. and basically all 
thrumming is done with the left hand. Now 
the constant high hat figure can be the left 
foot of the drum kit. and the ride cymbal is 
the cymbal of the kit. RRLL can be RR (real 
snare). LL (machine snare) and bass drum 
could be kit bass drum against machine 
snare. The player could program the machine 
snare to play beats 2 and 4 and play real toms 
and machine toms around the snare figure. 

It is crucial that your drum P.A. be 
sonically true to drum sounds, and is situated 
on the same plane as your drum kit — left 
speaker off your left shoulder, right speaker 
off your right shoulder, just a bit forward of 
your hearing. A drum stick applied to a drum 
head should be no louder than a finger ap¬ 
plied to a drum in the machine; if listened to 
with the eyes closed it should sound like two 
different drums from the same kit. Effect 
units of your choice can give the machine the 
same live presence as the drum kit. 

To conclude, all of the ideas are applied in 
my group Graphite. Lessons are available 
through Jim Norman. (416) 362-8083 in To¬ 
ronto. A video and text, It’s About Time 
should be available in the near future. I hope 
this article will help musicians find a new 
challenge in electronic drumming, and I also 
hope that the manufacturers of drum ma¬ 
chines lay out their key designs for hands on 
drumming, a style I call ’thrumming’. 

(Jim Norman is a Toronto percussionist who 
has played with Domenic Troiano, Rough 
Trade. Salome Bey’s Indigo and spin-offs 
from Nexus.) 
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Live Signal Processing For Trumpet 
In Michael % hite 

Live signal processing for trumpet has 
been done for many years notably by 
Jon Hassel and to a lesser degree by 

Randy Brecker and Miles Davis. In recent 
times with the E.V.L (electronic valve instru¬ 
ment) and pitch-to-MIDI, trumpet players 
have now been exploring the new 
technologies available in signal processors. 

Digital delay is probably the most basic of 
the new processors. Technological advances 
have made the DDL (digital delay line) 
extremely flexible. Real time programming 
via continuous controllers or systems-exclu-
sive foot pedals are new features that are 
very exciting for live use. It is possible with 
this type of control to change delay times, 
mix-levels (wet to dry), modulation and, on 
some instruments, panning, independent of 
program change. Flexibility of programming 
is an important feature of a DDL, but the 
sound of the delayed signal must be some¬ 
thing you can make music with. 

Reverb is of course the next most basic 
processor, and is actually many delay lines 
feeding into each other to form algorithms 
(patterns), which simulate the reverberation 
of different spaces. Again the important thing 
with reverb is programmability and sound. 

The last of the basic processors is the 
harmonizer or pitch transposer. This instru¬ 
ment modulates the input signal to program¬ 
mable intervals, usually plus or minus one oc¬ 
tave, and tracks yov lines in parallel inter¬ 
vals. There are many new harmonizers that 
do some very interesting things, such as 
track the input at a pre-determined scale so 
that the intervals adjust according to the de¬ 
gree of the scale. Others accept MIDI infor¬ 
mation to change intervals in a sequence. 
Again the most important thing is — how 
does it sound? 

Patching continuous controllers to proces¬ 
sor parameters for real time programming is 
the newest innovation in signal processing. 
Lexicon’s PCM 70 was the first instrument to 
have this feature. Now other manufacturers 
also have this possibility. Patching a control¬ 
ler to a parameter is very simple. All that is 
done is that the processor is taught to re¬ 
spond to a particular controller code. The 
processor links the incoming controller infor¬ 
mation to the parameter you have assigned it 
to. If you link the modulation wheel of a synth 
to delay time, when the wheel is moved, the 
delay time will change according to the 
amount you move the wheel. 

This sounds good if you are a synth player, 

but what if you have both hands full playing 
your horn? Foot pedals can be assigned MIDI 
controller codes with devices such as the 
Yamaha MCS 2 (MIDI control station). You 
plug pedals into this machine and it sends 
MIDI controller data to the processors of 
your choice via midi channels. 
Lexicon has developed this MIDI imple¬ 

mentation into its new processors. They call 
it "dynamic MIDI." It is available on the 480L, 
PCM70 and LXP-1. The possibilities for this 
technology and innovation have hardly been 
scratched at. Now with the affordable LXP-1 
many more instrumentalists will be able to 
experiment with real-time programming dur¬ 
ing performance. 

The most important thing about live pro¬ 
cessing, once you have the instruments you 
like, is routing and mixing. I feel having a 
good mixer is essential. A good mixer for live 
processing has as many effect sends, busses 
and inserts as you can get (and are willing to 
carry around on gigs). Getting a good mix of 
effects-to-direct signal is extremely difficult 
when you have all your processors in a 
sequence. With a good mix you simply split 
your direct signal to each individual or string 
of processors and bring them up on separate 
channels of your mixer. This provides a 
cleaner signal and more control of the bal¬ 
ance between the effects and direct signals. 

Foot pedals are very important to a good 
live set-up. I find a volume pedal or on/off 
switch before any delay line essential. An 

open mic with a delay line echoing the snare 
drum out of time is a sure way to have some¬ 
one in your band want to kill you. Use the vol¬ 
ume pedal to feed to the delay the notes you 
want it to effect, then turn the input off. The 
same goes for reverb and harmonizer prog¬ 
rams that have a lot of regen. If you are hav¬ 
ing a problem with leakage of the band into 
your effects, insert a ’master’ volume pedal 
that will control the signal pre-effects. 

Of course not everyone can afford an AMS 
delay or a Lexicon 480L but. if you look hard 
and experiment, it is possible to build a 
unique set-up without spending too much 
money. Signal processors are instruments 
that need to be mastered just like any others. 
Don’t think that without any experience you 
can go out, spend a couple of thousand dollars 
and become as unique as Jon Hassell, or as 
good as the engineers at Manta. You must 
learn to control and program delays and 
reverbs the same way you control and prog¬ 
ram your trumpet. 

(Michael White moved from Vancouver to 
Toronto in 1979. Currently a freelance trum¬ 
pet player, he has worked with Hugh Marsh. 
Array Music, New Music Concerts. Bruce 
Cockburn and David Tom's Cloud About 
Mercury with Mick Karn and Bill Bruford. In 
Toronto he works with Crowd Control and 
Meltdown with bassist Robert Occhipinti and 
Lonely Universe (trumpet, drums duo) with 
Michel Lambert.) 

Michael White 
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No One Takes The Rigors Of 
The Road As Seriously As BGW. 

It’s true. Next to BGW Grand Touring Amplifiers, other so-called touring amps are just “tourists.” 
Our Grand Touring Amps deliver the power, 

performance and features you need on the road. 
And they’re built to keep on doing the job under 
conditions that send other amps packing. 

Take our new heavy-duty model GTB. You won’t 
find this combination of road-ready features in a 
Crown Macro-Tech, a QSC Series III, or ANY other 
power amp (except our own flagship model GTA). 

• One-piece welded steel chassis withstands 
rough rides and load-outs. 

• Forced-air cooled, massive extruded 
aluminum heat sinks provide continuous 
operation in hot, crowded racks. 

• Two ohm capability allows BGW amps to 
drive more speakers with fewer amps — 
saving money and rack space. 

• Magnetic circuit breaker/front panel power 
switch affords instant overload protection. 
(You have to pull a Crown out of the rack to 
change a 20c fuse!) 

• DC Crowbar speaker protection — a BGW 
first since 1971 — provides positive protection 
for expensive speakers, without relays. 

• Modular construction means fast, easy 
field service. 

• 100% discrete circuitry (no IC’s) with low 
feedback delivers superb sonic performance. 

• Active balanced inputs with looping XLR-type 
connectors provide greater than 70 dB 
common mode rejection — some of our 
competitors don’t even spec this crucial 
parameter. Optional transformer-isolated 
inputs offer absolute isolation. 

• Switchable subsonic filters protect low 
frequency drivers from excursion limit damage. 

• Crossover capability — two BGW cross-over 
cards can be mounted in our touring amps, 
safe from abuse. 

• Large LED indicators maintain readability 
across the stage. 

A touring amp with all these essentials, plus 
legendary BGW reliability and sonic integrity, will 
make our competition nervous — especially since 
the GTB costs no more than their “comparable” 
amps. Too bad for them. But peace of mind for 
you, when you go with BGW Grand Touring 
Amplifiers. 

You know a professional tour is no place for 
“tourists.” (And neither is a fixed-location amp 
rack, right?) So call BGW Systems toll free at 
1-800-468-AMPS (in USA and Canada) to arrange 
a demo of our new “workhorse” model GTB or 
the “2.4 Horsepower” model GTA. 

BGW SYSTEMS INC. 
13130 SOUTH YUKON AVE. 
HAWTHORNE, CA 90250 
Tel: 213-973-8090 
Fax:213-676-6713 

ENGINEERED TO BE THE BEST 



Learning To Play 
Correctly In Different 
Idioms 
Don’t ‘Blow’ Your Solo 

In Pal Carey Mike McKenna (left) and Pat Carey 

This is the first article 1 have written for 
Canadian Musician and I would like to 
delve into something that I find lack¬ 

ing in a number of players, and that is playing 
correctly in different idioms of music. There 
have been too many cases where I have heard 
players playing their hottest new jazz licks in 
a tune by, let’s say, Wilson Pickett! 

I think the biggest step in learning how to 
play correctly in different idioms is to listen 
to the actual recordings of the tunes you are 
playing, and learn the correct parts to the 
tunes. By learning the right parts you are also 
learning about the style and the phrasing of 
the tune you are playing. Many of our teach¬ 
ers would tell us that before we solo on a jazz 
tune, we should memorize the melody. Doing 
this gives you the correct idea of the style of 
the song and the melodic direction in which 
you are going to improvise. This holds true 
for other idioms as well. Don't think that just 
because it’s a blues or R&B tune that you can 
just get up and start blowing anything you 
want. There are correct parts and correct 
places to play and improvise, and these tunes 
can be as different as ‘Giant Steps’ (John 
Coltrane) is to 'Milestones’ (Miles Davis). 
You would never approach these two tunes 
the same. Each tune has distinctive parts and 
a distinctive style. 

The same principle applies to R&B. jazz, 
rock, etc. Whatever idiom you find yourself 
playing in, treat each tune for what it is; re¬ 
spect the song, find the original recording 
and learn the correct parts; listen to the way 
the soloists are playing in that idiom and take 
hints from their phrasing; even if you have a 
chart of the tune, still try and find the record¬ 
ing, as charts can be wrong or not have 

enough information. A chart is simply a guide 
— you supply the music. Also, when play¬ 
ing behind a singer, which saxophone players 
are often asked to do, make sure not to 
overplay. You're not competing with the sing¬ 
er, you are trying to complement them. Play 
around their vocals, not on top of them. Try to 
phrase around their phrasing, filling in the 
gaps, answering their phrases, or finishing 
their phrases. Don’t just solo through the en¬ 
tire verse while they are trying to sing. It's 
not very respectful, and you’ll get your 
chance when it’s your turn to solo. 

These are the first steps in reaching the 
goal of playing correctly in different idioms. 

The next step is to study different players 
to understand their styles. I'll name just a few 
players for reference: if you're playing R&B 
listen to King Curtis and Junior Walker to get 
a handle on their styles; in rock and roll lis¬ 
ten to Lee Allen and Clarence Clemmons; in 
blues listen to Eddie 'Cleanhead’ Vinson and 
Eddie Shaw; in funky R&B listen to David 
Sanborn and Michael Brecker; and of course 
in jazz you should listen to everybody from 
Coleman Hawkins and Lester Young to Char¬ 
lie Parker, John Coltrane, Wayne Shorter, etc. 
1 personally have over 1,500 albums encom¬ 
passing all these different styles and idioms, 
and I think listening — not copying — and be¬ 
ing aware of these different styles is ex¬ 
tremely important. 

The third step in our goal of playing cor¬ 
rectly in different idioms is experience. 
There is nothing that can take the place of 
‘mother experience.' Being from Winnipeg, a 
smaller centre, you tend to learn many differ¬ 
ent idioms. There are fewer players, so it 
becomes necessary to play everything. I was 

doing everything from playing with the Win¬ 
nipeg Symphony to big bands, to small jazz 
groups, to wedding and polka bands, to TV. 
and radio studio work, to Rocki Rolletti, 
which was an eight piece high energy R&B 
and rock show band! 

Needless to say the experience I gained in 
Winnipeg was invaluable, but even after 
these experiences 1 think my biggest lesson 
in learning to play correctly in different idi¬ 
oms came when I moved to Toronto and be¬ 
gan working with fabulous musicians like 
Michael Fonfara and Eddie Tuduri in R&B 
bands, and with Hock and Donny Walsh in 
Downchild. They are all great players in their 
different idioms. Playing with consummate 
blues players and singers like Don Walsh, 
Hock Walsh and Gene Taylor opens your 
eyes to a totally different outlook on the 
blues. I have been playing with Downchild for 
3-1/2 years now, and I still learn about the 
blues every time we play! You never stop 
learning unless you let yourself stop, which 
hopefully none of us will do. 

In conclusion, after you have done every¬ 
thing we’ve discussed here, it is important to 
always maintain your own style. It is easy to 
find a particular player you like, listen to 
them constantly and copy their style. Try and 
avoid this, as we are all individuals, and our 
individuality should shine through in our 
playing. I honestly believe that learning to 
play correctly in different idioms will help 
you to avoid this pitfail, gain respect from 
your fellow musicians, and give you a better 
all around understanding of music. 
(Pat Carey plays saxophone with Downchild 
in Toronto and occasionally with The Cameo 
Blues Band, Virgil Scott, and The Soul Guys.) 
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PRODUCT REPORT 

Alchemy Sample Editing Software 
* File Edit Process Network LUindouis Action 

bs Benjamin Russell 

Alchemy. The name conjures images of 
medieval sorcerers stirring molten 
metals in secret rituals whose aim it 

was to wrestle the secrets of power and eter¬ 
nal youth from the very rocks of this earthly 
vale. They were searching for the ’philoso¬ 
pher’s stone', the ultimate panacea. Will this 
sample editing package for the Macintosh 
from Blank Software give you all that? May¬ 
be. At the very least, you’ll be able to look into 
the very heart of sound, and gain the power of 
control over your growing network of other¬ 
wise cryptic samplers. 

The documentation is exemplary; cleanly 
laid out. thorough and well written, giving 
many examples. It is divided into four basic 
sections and users are given the choice of ap¬ 
proach, making the learning curve quite pain¬ 
less. Those new to sample editing will find 
crucial concepts on the nature of sound and 
digital audio explained in a 28 page chapter. A 
guided tour leads you through basic opera¬ 
tions, getting you up and running right away. 
Once your feet are wet, you’ll want more de¬ 
tailed information found in the quicker 'Al¬ 
chemy Reference’ section and the more in 
depth ‘Using Alchemy' chapter. An appendix 
has details on specific samplers, communica¬ 
tions protocols, and so on. 

What can Alchemy do for you? It’s a second 
generation sample editor supporting quite a 
number of samplers in the single package, 
specifically (in version 1.1) the Ensoniq EPS 
and Mirage. E-mu Emax and SP-1200 drum 
machine. Akai S-900. IMS Dyaxis, the Roland 
S-550, and the Casio FZ-1 and FZ-10. You can 
use the program with SDS (Sample Dump 
Standard) samplers including the Prophet 
2000, 2002. Yamaha TX16W. Oberheim DPX-
1. and the Simmons SDX. The program is ca¬ 
pable of creating and manipulating 16 bit ste¬ 
reo samples and even turning your moono 
sampler into a stereo playback unit provided 
you have two separate outputs and can layer 
at least two sounds on the same key. 

All of these samplers are controlled in 
what Blank calls a “DAN” (Distributed Audio 
Network). Depending on available memory (1 
Meg works but more is better) you can have 
any number of files open for editing at any 
one time. Each sample contained, in its own 
window, is identified by sampler. For exam¬ 
ple. you can get a sample from your S-900 and 
work on it at the same time as displaying 
samples from your FZ-1 and Prophet. You 
can make the S-900 file the active window, 
change the sampler ID to the Prophet 
(assuming they’re both at the same sample 
rate and send you the sample to the Prophet). 
Libraries may be built up in a universal Audio 

IFF format which retains all stereo 
characteristics and full 16 bit fidelity as well 
as editing parameters you may want to 
remember. However, the program is also 
capable of loading and saving in Sound 
Designer or Sound Lab Formats. Of further 
interest is the ability to export Alchemy 
samples in Apple SND Resource format for 
insertion in HyperCard stacks or other 
Macintosh programs. 

Alchemy does all the stuff you’d expect a 
sample editing package to do, such as visual 
looping, crossfading, etc. You can cut, copy, 
paste and mix samples to your heart's con¬ 
tent, but it’s capable of much more than this. 
It is possible to scale amplitude (volume) of 
selected areas of the sound which, when com¬ 
bined with digital equalization, crossfade 
capabilities and the ability to invert phase, 
reverse playback direction and so on. makes 
this an unbeatable package for creating 
seamless samples. 

One of the most exciting features is the 
Harmonic Spectrum Display. Those familiar 
with the 3-D FFT displays of other manufac¬ 
turers might find the bar graph readout of 
frequency content a little prosaic at first, but 
start scrolling through the endless window 
and it quickly dawns on you that what you're 
looking at is the breakdown of the sample 
into individual sine waves representing the 
basic building blocks of sound. 

What's really exciting is that you can now 
analyze a sample and zero right in on it in 1 
Hz resolution. You can do real additive syn¬ 
thesis and editing with this baby! Part of 
what makes Alchemy so useful in building 

your sound library is the fact that it can re¬ 
sample any file from one rate or size to 
another. You won't improve the quality of an 
original 8 bit mono sample by turning it into a 
16 bit stereo file, but you won’t lose anything 
either. Conversely, you will lose some quality 
going the other way, but if you want to play 
your 12 bit samples on an 8 bit Mirage, you 
can do it — no problem. 

Using the program is made easy by virtue 
of many automated features. For example, a 
sound file window may be viewed at various 
levels of magnification. That’s standard stuff, 
but what's nice here is that you can save 8 
‘views’. Just click on a button to jump to the 
exact level of magnification you want for your 
editing purposes. These views are saved 
along with sound files (in IFF format) so you 
can save time when loading up for your next 
session. Windows also benefit from auto siz¬ 
ing and locating features. Numeric readouts 
in both standard file windows and the har¬ 
monic spectrum windows make it a snap 
when you need to get precise. 
Alchemy is highly recommended whether 

you already have a sample editing package or 
not. Its harmonic spectrum display is highly 
educational, and quickly becomes an essen¬ 
tial part of editing sessions, while the 
automated features keep things humming 
smoothly along. Most importantly, if you 
need some way of getting your growing sam¬ 
pler network under control. Alchemy, with its 
Distributed Audio Network has you covered. 

(Benjamin Russell is a singer/composer/re-
cording artist based in Montreal.) 
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SMOKE MACHINES 

JEM have been manufacturing 
smoke and fog machines for a 
number of years and have built 

up a unique range of machines that 
suit a variety of applications. JEM 
supply the Fire Brigades, Naval & 
Armed Forces around the world for 
training purposes and are used by the 
world’s leading artists and musicians 
like Cliff Richard, Michael Jackson, 
Bruce Springsteen, to name a few. 

iE FOG 

ideal 
clubs 

The ZR2O Electronik is a solid-
state, high-power, portable fog 
generator and is ideal for mobile 
DJs, rock bands and clubs. 

LE FOG is the latest smoke ma¬ 
chine from JEM. Available in two 
versions: LE FOG and LE FOG 
REMOTE. LE FOG is the 
choice for mobile discos, 
and cabaret artists. 

Clubs and discotheques experience high 
rates of air exchange per hour, with air-
conditioning systems, motorised lighting 
effects and people coming in and out of 
the club. Conventional smoke systems 
and timers cannot cope with these 
changing elements; Smoke Detector 
can! 
Exclusively Distributed in Canada by: 

KLS ELECTRONICS GROUP 
Suite 401, 3166 Lakeshore Blvd. W.. Toi 



beats Atari at making music 
Atari lets you MIDI to the max! The Atari ST is a true per¬ 
former. Unlike imposters it has built-in talent. Talent that’s known 
as a MIDI port. This interface is the key to electronic music. 
The Atari ST inspires standing ovations, because Atari has made a 
commitment to music and musicians. And that commitment begins 
-but doesn’t end-with our built-in MIDI port. Inbetween, it means 
that you don't have the added expense of purchasing an interface 

separately. Nor do you have to worry about things like compatibili¬ 
ty and installation. All you have to concern yourself with is what kind 
of equipment you want to hook up to your ST. Synthesizers, 
samplers, drum machines, SMPTE controllers or pitch-to-MIDI 
converters. Or you can worry about all the money you save when you 
buy the Atari ST. and how you’re going to spend it. Tickets to the 
London Symphony perhaps? 

POWER WITHOUT THE PRICE. 

CALL ATARI TODAY FOR THE DEALER NEAREST YOU (416) 785-3311 
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In The Beginning: The Art of Mimicking 
bv Maria del Mar of National \elvet 

We’ve all done it — thrown on our fa¬ 
vourite albums and sang, no wailed 
to them, and even made up our 

own words when we were in doubt of the 
original ones. I used to do the ol’ mimicking 
trick to The Monkees, Edith Piaf, vo dee oh 
do music from the '20s, The Suprêmes, Alice 
Cooper and oh my God. yes, even Donny 
Osmond and The Partridge Family. 
Soon it got to the point where I would sing 
along to absolutely anything, no matter how 
good or how appalling the music was. 
Subconciously I started to develop vocal tech¬ 
niques from various artists, not realizing that 
I was working on my voice and relating to it 
as fun. That was a good thing. If my career 
ever depended on proper vocal coaching, I 
think it would now R.I.P. Hey, I’m not knock¬ 
ing it but I was a rebel with a cause. 

The Cause 
Writing my own songs would be the ulti¬ 

mate climax or so I thought. 
My first composition was written at the age 

of nine. Vocals, accompanied by basic three-
chord piano and lyrics that consisted of bad 
love song cliches that I probably lifted from 
the radio. Had mimicking for 5 years made 
me brain dead? Surprisingly enough, this 25 
year old hippie-type dude who played acous¬ 
tic guitar liked my song, and proceeded to ac¬ 
company me with his cosmic guitar 
strumming. Later, he helped with the refin¬ 
ing of the piece and vocal harmonics. He en¬ 
couraged me to write more, and I did. Then 
more refinement took place and more 
harmonies were written. I became infatuated 
with the beautiful sounds that two voices 
could create, and later that week enrolled in 
the school choir, the church choir, and on off 
times got together with my little friends and 
we’d sing everything and anything we knew. 

Harmony, that was the key. It gave me 
something to think about in more ways than 
sound, like concept. The harmony of life it-
self...releasing myself from bad love lyrics, 
which might have been cute for a nine year 
old but, hey, I was growing up. 

Breathing Technique 
What vocal breathing technique boils down 

to is quite simply this. 
When your eyes start popping out of your 

head and the veins around your forehead be¬ 
come a more prominent feature than your 
nose and you catch a glimpse of yourself 
turning blue...breathe!!l 

Rehearsal 
A place to rehearse is always a good start! 

If you're anything like me. and I have a good 
idea you probably are, finances inevitably get 
in the way. Solution to problem: don’t let it 
get in the way. If you practise around the 
house and your family or roommates’ nerves 
are wearing thin to the point of “shut up”, 
simply sing louder. This will help strengthen 
your vocal chords. We all have to start some¬ 
where. If an eviction notice occurs you can 
find great acoustics in subways, bus shelters 
and certain architectural sites in the city 
streets. That’s where I started, and it was 
free. Public buildings are also wonderful for 
getting over stage fright. So there you have 
it...you’ve killed two song birds with one per¬ 
formance. 

Loud Basement Bands 
This is where all those screaming matches 

you were subjected to and subjected your 
siblings to pays off. The art of projecting your 
voice over loud screaming guitars and 
perpetuating drums is accomplished. Thanks, 
sis’. Thank you, bro’. 

So I write this song and you write that 
song, we jam for years with people that we’ve 
met in basements and warehouses infested 
with big rats, and sooner or later my vocal 
style adapts. 

Back to Breathing 
Vocalists are not the only members of the 

band that need to understand the importance 
of breathing. If the music doesn’t breathe, the 
dynamics are lost and there's very little a vo¬ 
calist can do musically without the breath of 
dynamics. 

What Next? 
A decade has passed and I’ve had many 

jobs, most of them demanding public commu¬ 
nication. More vocal techniques are learned. 
You are no longer dealing with irrational 
siblings, you're dealing with irrational 
strangers, so you learn how to talk firmly but 
gently, cleverly disguising coarse language 
with subtle verbal suggestion — a most diffi¬ 
cult technique to learn, but one of the most 
important ones to possess. There, you’ve just 
learned control. 

National Velvet 
All of the above elements were utilized, ap¬ 

plied and resulted in every single one of our 
tracks; and every single experience, past and 
present will help to strengthen the future 
compositions. 

Sing loud, sing free, sing whenever it hits 
me. 
Sing soft and intimate so 1 remember why I 
started. 
Sing so I never forget. 

(Maria del Mar is the lead vocalist with the 
Toronto group National Velvet.) 
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Image — What If You Don’t Have One? 
In Da' id Henman 

Let’s say you've reached a stage where 
musically you’ve got your act more or 
less together. That is, whatever your 

project, be it a club act or a recording act or 
whatever, the musical approach has been de¬ 
fined and rehearsed to the point where, 
whether on a large or small scale, you're 
ready to go ‘public.’ At some point the ques¬ 
tion will arise — whether you ask it of your¬ 
self or someone asks it of you — as to how 
you want to present yourself, how you want 
to be perceived. And let’s say that, up until 
this moment, it’s a question that you hadn't 
thought of. 

One thing is for sure: intentional or not 
you are going to have an image. You will 
end up with a ‘look', a perception that your 
audience has of you. So whether you decide 
that you are going to develop a specific image, 
or prefer to let the chips fall where they may. 
the intention of this piece is to provoke some 
thought on the subject. 

The first non-image performers that come 
to mind are blues and jazz artists. Very often 
these people look the same whether they are 
rehearsing, performing or picking up a quart 
of milk at the corner store. 

These musicians, and it really doesn’t mat¬ 
ter which type of music they play, may have a 
rather non-descript look about them, and that 
is that. Interestingly though, should such a 
person become a major celebrity this non¬ 
descript look of course becomes their image, 
and takes on the ‘larger than life’ nature that 
accompanies celebrity status. 

Unintentional though it may be many of 
these same artists do indeed have a unqiue 
style, although it is hard to believe that no 
thought whatsoever was put into it. So that 
bizarre combination of baseball cap. dangling 
cigarette, long-sleeved t-shirt, black jeans 
and Cuban heels becomes the trademark 
‘look’ of the artist. 

But what we’re more concerned with here 
is developing your own personalized style, 
and there’s a good observation to make at this 
point. You may have noticed, if you’re a bit of 
a film buff, that many of the classic movie 
stars ended up playing themselves; think of 
the John Waynes. Jimmy Stewarts, Mae 
Wests, Sylvester Stallones and Bette Midlers 
that have come and gone. 

To bring this point a little closer to home, 
let’s get this magazine in some really hot wat¬ 
er and compare Bryan Adams and Corey 
Hart. Corey was marketed as this sultry, shy, 
vulnerable, sensitive and serious young 
‘heartthrob’, and whenever you saw him per¬ 
form or appear in an interview there was this 
nagging feeling somewhere in the back of 

your mind that he was having to work at liv¬ 
ing up to his image. You get the picture? 
Bryan Adams, on the other hand, never pres¬ 
ented himself as anything other than a rather 
plain-looking kid who loved to rock and roll, 
and therefore was pretty much at ease and 
unrestricted in how he presented himself to 
the public. Wherever he went, it was enough 
just to be himself. 

The point of all of this analogy is that you 
will probably find it much easier to live up to 
an image that is honest and reflects who you 
really are and how you really feel. 

It is not unusual, of course, for an artist to 
develop a completely contrived persona, and 
to take immense pleasure in acting out the 
role they have chosen for themselves. This is, 
after all, show business, and there’s no busi¬ 
ness like it. Except politics. And professional 
wrestling. And...oh, never mind. 

In the four glorious decades that rock ’n’ 
roll has dominated our music, we've seen a 
variety of styles come and go and (usually) 
come back again. So far, the only style that 
hasn't resurfaced is the ‘hippie’ look, and, uh, 
maybe it’s just as well. But you never know. 
Kiss made a rather lucrative career out of the 
Hallowe'en look some five years after we 
thought it had been permanently put to rest. 
The punk styles of the late seventies contin¬ 

ue to thrive, (torn jeans are now de riguer'.) 
and who knows but just at that point when 
the look appears to have become passe, the 
ultimate punk band will turn the music world 
on its collective ear. 
Does anyone remember the New York 

Dolls? The androgenous look of bands like 
Poison and Cinderella — the whole ‘Rolling 
Stones in drag' trend — is by no means a new 
one. 

SUGGESTIONS 
If you have some spare cash that you’d like 

to get rid of, there are lots of artists’ consul¬ 
tants who are eager to assist. It would be 
wise, of course, to determine as best you can 
how credible and reputable they are before 
throwing money their way. 

A good survey of the opinions of friends, 
acquaintances and family members may also 
turn up some interesting perspectives, and it 
doesn’t cost you anything. 

Ultimately, however, thoughtful introspec¬ 
tion may turn out to be your most effective 
means of arriving at a decision as regards 
your Individuality.' Just when you think eve¬ 
rything has been done to death, someone 
comes along with a fresh approach or a new 
interpretation of an old one. It might as well 
be you. 
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Arranging and Re-Arranging For Common Ground 

As those people familiar with Eye Eye 
well know, it was a little over two 
years between our first album, Just 

In time to Be Late, and the most recent. Com¬ 
mon Ground. The reasons for such a long de¬ 
lay are many, and although we would have 
preferred an earlier release, there were cer¬ 
tain advantages to having that amount of time 
to do the record. What I will try to do in the 
space given here is outline how we ap¬ 
proached the recording of this LP and how 
that affected the arrangements of the songs. 

With nearly two years to work on the prep¬ 
aration and recording, each of the titles on 
the LP came under a great deal of scrutiny, 
and the arrangement ideas came in a number 
of stages. For example, all but maybe two of 
the songs were demoed twice between the 
time of writing and the final recording. This 
luxury allowed us to develop alternatives, 
and gave us a working record of ideas to refer 
to. Many times when the collective brain cells 
got fuzzy during the tracking sessions, we 
would pull out one of the demos, have a lis¬ 
ten. and get back on track. The next batch of 
arrangement changes came when we started 
rehearsing for the sessions with our produc¬ 
er, David Bendeth. This is where the meat 
and potatoes of song structure, song length 
and dynamics were developed. His objectivi¬ 
ty at this point of the project was crucial to 
making the basic arrangements as effective 
as possible. In fact, it was during this idea 
period that one of the strongest songs on the 
record was written. With the basic ar¬ 
rangements intact, and a multitude of ideas 
stored and put aside, our next step was to 
strip everything down to the bare bones 
again. Our goal from the outset was to 
simplify and reduce the huge amount of 

musical information on the record and make 
Bill Wood’s vocals the centrepiece of each 
track. To simplify is not always simple, and 
from this point the project became very much 
a technological as well as a musical process. 

With Claude Desjardins on board to help 
with the programming, our first step in the 
stripdown process was to make up a MIDI 
sketch of each title on the computer. This was 
basically me playing an electronic kit along to 
a ghost MIDI bass line. It was these MIDI 
skeletons we took into the studio to build 
upon — naturally, the computer came along 
with us. From here, I would play acoustic kit 
over the sketch, Tom would record the bass 
line, Andy a rhythm guitar track and so on. 
Claude also developed most of the 

percussion arrangements at this time and we 
refined each one as another part was added. 
Despite some of the MIDI-related 
nightmares that occurred in the studio, 
having the computer along gave us great 
flexibility from an arrangement point of view. 
Once the bedtracks were completed, 

David’s next step was to record the vocals. 
Previously, we had always recorded the 
vocals after everything else, which really 
locks you into an arrangement. The new 
approach allowed us to step back and analyze 
whether or not the basic arrangements were 
standing up on their own — our original goal. 

At this point, we began to draw upon all of 
those previously stored ideas for overdubs, 
etc. For the keyboard parts, the flexibility of 
having the computer sketches became 
evident. By copying the disks, Doug (Wilde) 
could develop parts on his own, away from 
the studio. This gave us two simultaneous 
working situations, and the keyboard 
arrangements evolved by continuously com¬ 

paring what he was doing to what we had in 
the bedtracks. With the MIDI A/B capability, 
we could hear whole stacks of keyboard 
tracks against what we had done, rather than 
record each one at a time and then listen. 
I suppose the last stage in terms of 

arrangement fine tuning comes with the final 
overdubs, and this project was no different. 
Although there were plenty of the stored 
ideas, Dave had us all try numerous ideas 
and instruments as well as having some guest 
players in to play solos. This probably has 
more to do with arranging the record than 
arranging the song, but sometimes it is the 
small things like a unique solo section that 
can make a track come alive. 

Again, the key for us was to have basic ar¬ 
rangements on the songs that would satisfy 
us in their rawest form, yet leave room for 
musical ideas that would hopefully make 
them that much more interesting. In terms of 
the recording process, there are a number of 
ways to pursue this, but the common denomi¬ 
nator is always planning. 

If you’re playing in the pop/rock musical 
circus, there are always considerations other 
than musical ones that have an effect on the 
planning, and therefore the arranging, of your 
songs. 

Like it or not, radio formats, record distri¬ 
bution systems, retail trends and a host of 
other ‘business’ related factors will put pres¬ 
sure on how you treat the arrangement of 
your songs...you know, those creations of 
your total creative heart and soul, that have 
to help pay the rent each month!!! 

(Mark Caporal plays drums with the Toronto 
band Eye Eye and handles writer/publisher 
relatioins for PROCAN.) 

32 CANADIAN MUSICIAN 



"WHAT IMPRESSED US ABOUT 
N/DYM MICROPHONES IS HOW 
WELL THEY SOUNDED, ALL THE 
WAY AROUND: CLEARER, MUCH 
MORE NATURAL - IN THE HOUSE, 
IN THE MONITORS, EVERYWHERE. 
I THINK THE 757 IS RAPIDLY 
BECOMING THE STANDARD LIVE 
VOCAL mic:' 

— Toby Francis / Sound Engineer, Aerosmith 

When you're the sound engineer for an inter¬ 
nationally acclaimed group such as Aerosmith, 
you don't lack opportunities to try out all makes 
and models of microphones. Given this choice, 
Toby Francis and Aerosmith opted for the clean, 
well-defined reproduction of Electro-Voice 
N DYM mies. 
Joe Perry and Brad Whitford use N D408's 

on guitar; and lead singer Steven Tyler alternates 
between use of an N D757 and a wireless with 
a 757 head. 

Sound engineers for many chart-topper 
groups are discovering what N DYM micro¬ 
phones can do for them. Now it s^your turn. 

For more information call or write Electro-Voice, Inc., 
600 Cecil Street, Buchanan, MI 49107 (616) 695-6831. 
In Canada: Electro-Voice Division, Glilton Industries 
(Canada) Ltd., P.O. Box 520, Gananoque, Ontario 
K7G2V1 (613) 382-2141. 
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We The Songwriters... 
bv Eddie Schwartz 

Songwriters of Canada unite! You have 
nothing to lose but your isolation and 
your poverty. Heed the call of your fel¬ 

low writers now forming The Songwriters 
Association of Canada, and from this day 
forth let us combine our talents and energies 
to forever ban exploitive royalty rates, 
unprotected songs, abused copyrights and 
ignorance about publishing. Let us embrace 
the principles of co-operation and mutual 
support in both the creative and business 
spheres. Let those of us who have achieved 
national and international success reach out 
with our experience and our friendship to 
those less advantaged or advanced. Let us 
teach each other, and let us learn from each 
other so that we may strengthen and build 
the great profession of songwriting in this 
country. 

The time has come. The old copyright act 
has, after years of effort, finally been laid to 
rest. No longer are we limited by law to a 2 
cent royalty rate per song on records sold in 
Canada. The new law provides for negotia¬ 
tions between those parties concerned — rec¬ 

ord companies, music publishers and 
songwriters — to establish and set new royal¬ 
ty rates. An organization representing the 
record companies (the Canadian Record In¬ 
dustry Association) and one representing the 
music publishers (the Canadian Music Pub¬ 
lishers Association) have been engaged in ne¬ 
gotiations to establish new royalty rates for 
some time, and so far have failed to do so. 

The complexities of these negotiations can¬ 
not be done justice in an article such as this. 
One thing, however, is clear: a major compo¬ 
nent of our income is in the process of being 
determined. Our voice must be heard on this 
subject. 

There are many other areas that need to be 
addressed. Copyright protection is one such 
area. The Songwriters Association believes a 
‘song depository' would be of substantial ben¬ 
efit in the protection of copyright. Here's how 
it would work. 

A writer wishing to protect a particular 
song or songs must send a cassette tape of his 
or her work to the Songwriters Association. 
Upon receipt the cassette will be registered 

and filed in a secure facility. If a legal chal¬ 
lenge as to authorship of a registered song 
were to take place, the relevant tape and doc¬ 
uments would be produced. As of this writ¬ 
ing, our Song Depository is ready to accept 
tapes. 

We believe it is time for an extended, more 
detailed education program in this country. 
The topics to be explored include song struc¬ 
ture, lyric writing, demos and presentation on 
the creative side, and publishing and con¬ 
tracts in the business area. Seminars will be 
held on a weekly and/or monthly basis. 

More possibilities include providing a net¬ 
working service to help potential 
collaborators find each other, and 
establishing liaisons with songwriting as¬ 
sociations in other countries. 

If you write songs, you belong in the 
Songwriters Association of Canada. To join 
please send $35.00 to Songwriters Associat¬ 
ion of Canada. 1235 Bav St., Ste. 501. Toronto, 
ON M5R 3K4. 
(Eddie Schwartz is an internationally known 
and recognized Canadian songwriter.) 
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RUSH 
on the last couple of records, the film is a real 
concert with a definite beginning and end. 
Howard Ungerleider, Rush’s wizard lighting 
director, used a few tricks, like adding a 
couple of white spotlights, to provide more 
clarity with background silhouettes. Because 
there is so much trouble with transferring 
the colour red from live to film, and especial¬ 
ly video, special precautions had to be taken. 
Lee thinks Rush finally has been captured in 
its essence onstage. "It’s a new experience 
for me because I’ve never really seen the 
show, but we tried very hard to get the at¬ 
mosphere and wonderful moods Howard cre¬ 
ates.” 

The incredibly complex procedures re¬ 
quired to execute Rush’s stage show have de¬ 
veloped because the band heartily embraced 
technology many years ago. It all began inno¬ 
cently enough, with their desire to have Lee 
play rhythm guitar while guitarist Alex 
Lifeson performed solos. They introduced 
the bass pedals in the seventies to facilitate 
Lee playing two instruments simultaneously, 
and since then have never looked back. As 
Lee says, “It’s like the little thing that grew. 
We became addicted to the idea of having an 
extra member in the band without having an 
extra member. Now almost every limb I have 
is connected to something.” 

Lee says at times he feels very constrained 
by the banks of keyboards, sequencers, sam¬ 

pling devices and MIDI control devices, 
mainly because he’ll always consider himself 
a bassist first, a singer second, and a key¬ 
board player a distant third. "I consider my¬ 
self, if anything, a synthesizer arranger, al¬ 

most a choreographer. I do a lot of writing on 
the keyboard, and then I use the Performer 
software with the Macintosh computer. Be¬ 
fore any other instruments are put down on 
tape, the keyboard arrangements, except for 

the subtleties, are final. But with live per¬ 
formances it's a whole different story.” 
Jim Burgess of Saved By Technology con¬ 

vinced Lee that the complexities of a Rush 
studio recording could indeed be recreated 
live. Offstage someone will set up the sam¬ 
ples for the songs, but Lee triggers them him¬ 
self. "It’s very important for me to do that, 
and not someone else. It’s a fine line, but 1 
still have to be in the right place at the right 
time. If I hit a sequencer late, it’s my fault. 
That way, I’m still in control, and my organi¬ 
zation and rhythm have to be impeccable.” 

For Lee, the restricting aspect of being in 
charge of so many split-second decisions is 
that it takes him away from his natural role as 
'the player’. He is pleased to still be able to 
write aggressive tunes like "Force Ten” on 
the bass guitar and know they couldn’t possi¬ 
bly have been written on his keyboard. It's 
then that he realizes the true usefulness of 
the keyboard as an arranging device. “That 
technology is amazing because it’s like having 
30 extra colours to work with, but at the same 
time we maintain a central idea of what we 
want at all times. Rush is a constantly evolv¬ 
ing concept of what a hard rock band is how 
many people we can pretend to be at the 
same time.” 
With the ever-present use of keyboards 

comes texture and the inevitable richness 
that accompanies it. Lee is surprised when 
the word mellow is used to describe Rush's 
music now in comparison to a few years ago, 
mainly because he can’t see working with 
Lifeson, whom he describes as a ferocious 
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guitar player, in a mellow band. But he does 
allow that Rush has become preoccupied with 
melody over the years. 

He considers the first stage of Rush to be 
raw and energetic. "The temperament was 
Tve got licks to play that 1 want people to 
hear.' It was a cocky, strut-your-stuff attitude, 
and my singing was extreme too because I 
had to cut through that. But I don't have a de¬ 
sire to belt it out like I used to. The older you 
get as a person, the more you get to know 
yourself, and you want to use those things. 
And so here we are, the same band 15 years 
down the road — a rarity in itself — and we’re 
not opposed to letting our growth as people 
and the new music that’s around influence 
us." 

It’s important for Lee to make sure he 
writes a good melody for his voice now. one 
which can highlight the various moods and 
effects of which he’s capable. It may be a sign 
of maturity, or it may simply mean the band 
has the luxury to stretch out and spend more 
time on each project. In the early days Rush 
never recorded demos. 

Whenever they had three weeks off be¬ 
tween tours they’d get in there and see how 
much they could lay down before heading out 
again. The band now works as hard as ever, 
but more energy goes into the process of re¬ 
cording rather than busting their asses to 
break the American market. 

Azzoli says the band doesn’t necessarily 
agree with him, but he thinks the change in 

the group over the last few albums is radical. 
He says, “The lyrical content and the music 
reflect their lifestyle. They used to grind it 
out doing 200 dates a year. Now their families 
have grown a little, and they’ve become more 
reflective of their surroundings.' 

Lee says the original impetus was to ‘ce¬ 
ment’ a pile of riffs together and get out in 
front of people. They considered themselves 
players and wouldn’t be caught dead calling 
themselves anything so pretentious as ‘com¬ 
posers’. But with more experience (and more 
success) they can now afford the time to in¬ 
dulge in something they weren't nearly as 
concerned with originally, the art of 
songwriting. Lee says, "It’s something we 
want to excel at. It has really shifted our fo-
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RUSH 
Continued from page 39 

cus, spending more time doing sketches be¬ 
fore the final painting.” 

Of course, this is Rush we’re talking about 
here, and Lee is at pains to remind everyone 
that they are still a trio, with all that extra 
room to get all the licks in. "That’s our 
biggest connection with our hardcore fans, 
and why we never make top 40 radio. We can 
write a conventional song, but inevitably 
there comes that weird part in a strange time 
signature, or what Andrew Jackson, the re¬ 
spected English arranger who worked on our 
last album, calls ‘the nutty bit'.” 

What goes around may come back again, 
surmises Azzoli. because apparently Rush is 
getting antsy from hanging around the house 
for so long. They’ve discovered they don’t 
much like what they’re hearing on the radio 

"... I guess we’re like 
Sammy Davis Jr. 

He didn’t get into it to 
make a couple of 
records either.” 

in their spare time. Azzoli says. “This is the 
first time Ged’s been home for six months 
straight in 20 years. That’s a long time. I 
dunno what this new album, which will be 
due out at the end of the year, will be like, but 
Ged’s saying stuff like, ‘God is this radio 
now? Come on! No one’s kicking ass 
anymore!'” 

With Lee getting his frustrations pent-up 
by not touring them out of his system, and 
Lifeson experiencing a flashback to his past 
through producing another Anthem act, 
Clean Slate, the time may be ripe for Rush to 
shed some of that orchestral skin, now that 
they’ve wrapped up the last five years with A 
Show Of Hands. 

Azzoli explains Lifeson’s producing role 
this way: "I wanted him to get back to, 'Hey 
listen, we got eight dollars to make this rec¬ 
ord. We can’t record in Monserrat and Paris 
and Istanbul. We got a dingy little studio at 40 
dollars an hour. Ya got three weeks. You’re 
not gonna sleep... Remember this?' By doing 
that he realizes all he’s got is a guitar, an amp 
and a lotta coffee, just like the old days in be¬ 
tween tours.” 

Azzoli says Lifeson got really pumped up 
with the streamlining of the production pro¬ 
cess. “He’s now in the mood of, ‘Hey I got an 
idea, fuck the outboard gear. I’m back to gui¬ 
tar and fingers!' And Ged’s in that mode too, 
because he’s gone back to writing on bass 
which is, by definition, brasher.” 

Whichever direction Rush decides to take 
when they return to recording late this win¬ 
ter, it won’t be toward the snoozerama of so 
much of today’s radio. Putting on his fast¬ 

talking, record company gunslinger persona, 
Azzoli moans, “Right now we’re in this 
homogenous zone of the most boring fucking 
music I’ve heard in my life. Radio is not lis¬ 
tening to the kids, which is a fundamental 
mistake society is making as well. A 35-year 
old mother dresses the same way and listens 
to the same music as her 15-year-old daugh¬ 
ter. and that's not right. It’s just one big hap¬ 
py consumer group, all sitting around in Polo 
looking hip.” 

It's not all doom and gloom, however, be¬ 
cause Azzoli figures that the archetypal gui¬ 
tar-bass-drums rock ’n’ roll band will never 
leave the spotlight. He says that this particu¬ 
lar concept of music has stood the test of 
time. “Three guys playing their instruments 
and expressing their discontent with society 
will never die, because those three instru¬ 

ments have always been perfect for that emo¬ 
tional and physical release." 

Over the years Rush has pretty much be¬ 
come an institution, or least a paragon, of that 
ideal power trio format. Looking back, Lee 
says it never even occurred to him that he 
had a career until a friend pointed it out to 
him as recently as a couple of years ago. “We 
always looked upon it as a long term thing, 
but 1 never connected that with the idea of a 
‘career.’ Then my friend said, 'You know, you 
do have a career. A lot of bands break up after 
a while.' But I guess we’re like Sammy Davis, 
Jr. (laughs). He didn’t get into it to make a 
couple of records either. That's not to say 
we’ll always be in the public eye, or always be 
a touring band, but as long as the 
collaboration between the three people is re¬ 
warding, we'll keep at it.” CM 

This Space Available. 

he position behind the console is achieved 
through years of hard work, dedication 
and planning. The Recording Arts Program 

of Canada helps by providing students with an 
opportunity to learn and work in state of the art 
recording studios. 
Being there . . . the only way to learn. 

recording engineering • commercial music 
production • computer music studies • practical, 
hands-on work • small classes (7 students/class) 
• personal attention • 24 track studio 

The Recording Arts Program of Canada 
28 Valrose Drive. Stoney Creek. Ontario L8E 3T4 (416) 662-2666 

Recognized by the Ministry of Colleges and Universities as a private Vocational School. 

FOR MORE INFORMATION. PLEASE CIRCLE NO. 91 ON THE READER SERVICE CARD 



42 CANADIAN MUSICIAN 



Colin James is blessed with talent 
to burn. He looks like a cross be¬ 
tween Marlon Brando and 

James Dean, has a a fabulous voice, 
plays guitar like it’s a part of him. and 
writes songs that are obvious classics 
from the first time you hear them — am 
I leaving anything out? Yeah, he also has 
a charming personality and makes it all 
look so easy, so natural. This guy is dis¬ 
gusting! I have a lot of questions, but 
where to start? 

“Coffee!" he says, “1 think I got about 
four hours last night — I ended up in the 
room about six in the morning. 1 just get 
so wired up that 1 can't sleep. 1 have to¬ 
day off so I opened a bottle of cham¬ 
pagne from somebody's fridge last night. 
I’m not a big drinker. I'm not into dope 
— you can’t be when you want to be a 
professional. I mean, I do it (drink) 
occasionally, but if I do it, I’ll wreck the 
next night, the next performance, in 
another city. If I didn't have the night 
off, I wouldn’t have had the champagne. 
Back when I started playing, it was like a 
big party, you know; but ever since the 
contract and the one-nighters of an hour 
and a half every night, there’s no way. 
I’d kill myself easily. That’s a long, high 
energy set and I run out of oxygen. Last 
night I almost collapsed.” 

It sure didn't look that way. Colin, 
backed by Johnny Ferreira on sax, Rick 
Hopkins on Hammond B3 and piano, 
Dennis Marcenko on bass, and Darrell 
Mayes on drums, delivered perhaps the 
hottest, most dynamic set of rock 'n' roll 
music 1 had ever seen. Incredibly tight 
and professional, alive and kickin’, this 
is music that comes from the place 
where rock and blues and swing meet. 
Words can't adequately describe the im¬ 
pact these guys had on the sold-out 
crowd — from the very first song, you 
could sense the hair stand up on the 
back of your neck as you recognized 
something supernatural was going on. 
These guys know exactly what they are 
doing. 

Colin: “We’ve played live constantly. 
We didn’t just come out and say ‘here’s 
this guy who’ll play once a year and put 
out records and get on TV.' We actually 
go out there and do it. I can’t achieve the 
level of playing 1 want unless I go out 
there and play consecutive nights. Oth¬ 
erwise you just lose your edge. When 
you've been going on a string of dates it 
gets to the point, even on a bad night, 
you don’t go below a certain level, but on 
a great night you go much higher." 

OK, by now you should have the pic¬ 
ture — we’re talking about a phenome¬ 
non, alright? So let’s back er up a bit 
and see where all this is coming from. 
Colin James Munn was born to Quaker 
parents in Regina. Saskatchewan 23 
years ago. His parents were part of the 
'60s counterculture. Colin showed talent 
from an early age, performing in folk 
festivals on pennywhistle while being 
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COLIN JAMES 
exposed to the kind of rootsy music 
most of us never knew existed. Sucking 
up influences, Colin grew his own strong 
roots deep in the rich and fertile soil of 
the blues. 

A major milestone occurred when he 
was discovered in Saskatoon by Stevie 
Ray Vaughn who took the boy under his 
wing. It proved an invaluable experience 
for Colin James. 

“Stevie Ray Vaughn flew me down to 
Austin, Texas, and 1 joined him through 
the midwest on his bus and kind of 
learned how crazy it was for him. I don't 
think I fully appreciated until I went on 

the road with Stevie, how much of a 
burnout potential there is on this. I 
mean, so many people want to talk to 
you, have a piece of you. And for a guy 
like Stevie Ray who hit like that, from 
playing clubs to like, bam! — the next 
Jimi Hendrix... Of course, he can live up 
to it ’cause he’s brilliant, but that doesn't 
mean it’s easy on your head. But he’s 
come through beautifully. Stevie Ray 
right now is a complete gentleman, and 
he pulled through some rough times and 
1 learned a lot from him. Stevie Ray 
Vaughn's the guy who looked at me and 
said, ‘You really want to make records, 
don’t you?’ 

“I never even thought about putting 
out a record before that. I don’t want to 
sound corny but this is all I know how to 
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do. I got a grade 10 education. I moved 
out of my house and I had to play be¬ 
cause I had to go out and make the rent 
and that's one thing I’m proud of. It was 
always a work ethic thing. Thank God it 
was something I loved to do. I could nev¬ 
er imagine doing anything else. But 
putting out a record.,.1 didn't believe in 
it! It just never occurred to me until 
Stevie Ray Vaughn said that, and I went, 
’You know, I forgot about records.’ And 
no sooner than a year later I was playing 
the Town Pump and Virgin Records In¬ 
ternational came and saw me. Virgin 
Canada is doing a great job for us but 
I’m so glad I was signed to an interna¬ 
tional label." 

The Town Pump gig was no accident. 
Colin had no intention of riding Stevie 
Ray Vaughn’s coat tails. He returned to 
Vancouver to find his own way, but he 
needed help. That help came in the form 
of Steve Macklam. 

“Stevie Ray Vaughn's the 
guy who looked at me 

and said, ‘You really want 
to make records, 

don't you?’ " 
“At the time I had always lived out of 

a suitcase and my ID was always miss¬ 
ing. I owed people money everywhere 
and my life was pretty messy, though 
my disorganization was aboslutely in¬ 
strumental in me never getting stuck in 
a city or staying in one place too long be¬ 
fore I got stagnant. I'd stay somewhere 
until I'd realize there was nothing there 
for me, and I'd just fly off into the next 
city and try it again. I’d move to a city 
just to play there and that’s true. But 
when Steve picked me up, I had sold my 
guitar and my amplifier just to get down 
to Austin. Stevie Ray bought me a ticket, 
but I had to have money when I got 
down there, and when I got back I had 
no place to stay; I had broken up with 
this girl and my life was in complete dis¬ 
array. Steve put me up for about three 
months with him and his wife and just 
got it going. 

“We found the band members, went 
at it solid in Canada for like two years, 
and it eventually started demanding 
crowds. For some reason we just clicked 
in, and I knew it was really beginning to 
happen for me when crowds started ap¬ 
pearing. Like in Toronto, the second 
time we played, we had a lineup down 
the block. 

“Johnny used to play in the Pointed 
Sticks when they were coming out of the 
power pop post-punk, and he’s a fabu¬ 
lous saxophone player. Rick is a great 
arranger and a very good chord man, he 
helps me out. Because he plays a Ham¬ 
mond, he can show me voicings I 
wouldn’t have thought of, so he’s valua¬ 
ble. Darrell is like a human sledgeham-



mer. He pounds — he’s brilliant. Dennis 
played with k.d. lang for three years and 
I think he felt tied up with k.d.; and he’s 
had a chance — everybody in this band 
has had a chance — to do what they 
want to do. I'll listen to anyone’s ideas as 
far as tunes go. It’s important to me that 
everyone feels like a family, that other 
people get recognized, that we get paid 
the same on the road, which we do. That 
makes for a really harmonious, happy at¬ 
mosphere. It makes everyone come out 
like it’s their own record, their show. 
They say, ‘Good show, Colin, good show 
everybody, good record everybody,’ you 
know. Everyone gets a gold record here. 
We all have a great time and they all 
have a great sense of humour." 
Finishing the album might have been 

a nightmare for anyone less sure of him¬ 
self than Colin James. Originally, it was 
decided Tom Dowd would produce, and 
the album was actually finished with 
him, but then... 

“Virgin Records have been just won¬ 
derful about it. You see, we had finished 
the record with Tom. We did ‘Voodoo 
Thing' with him and it sounded like 
‘Poke Salad Annie.’ I had to call up Jor¬ 
dan Harris from Virgin Records and go, 
‘Jordan, we didn't get it,’ and Jordan was 
a gentleman. He's a young man and a 
neat guy. They’re putting a lot of energy 
into me and I appreciate it. Tom Dowd, 
the guy’s a legend. He worked with 
Wilson Pickett, Solomon Burke and Otis 
Redding. He did all that classic stuff in 
the early days, and I figured he'd be the 
guy who'd love to put out a traditional 
blues album, and that was really not the 
case in the slightest. He didn't want any 
real blues on it. 
“But Danny Kortchmar, God bless 

him! I went down there, I met him, we 
got along great. I produced myself in a 
way, but he did produce me in the way 
that he was a guage for me to know 
when 1 was doing my best or not. And 
Danny didn’t say, ‘Colin, try this, try 
that,’ — he went, ‘Colin, go in there and 
play!’ and that’s why 'Voodoo Thing’ 
sounded like it did 'cause I said the 
notes I was going to sing. I said the lead 
guitar that I was going to play and no 
one told me any different." 

Despite the rapport with Kortchmar, 
Colin still had to fight for what he 
wanted. He told us how he chose to rec¬ 
ord “Down In The Bottom,” a Willie 
Dixon tune. “1 literally snuck it on the 
record! They didn't really give the go 
ahead and I had some resistance to do¬ 
ing a traditional blues tune, no doubt 
about it. You get that, ’cause everybody 
has an opinion, and sometimes you have 
to just put your head down and say, ‘hey, 
this is what I want to do and this is what 
makes me tick, so if I don’t do it, it’ll be a 
lie to me and to anyone who’s ever en¬ 
joyed us,’ you know. So I went to the stu¬ 
dio and told Danny Kortchmar that I had 
the go ahead and I recorded it,” he 

laughs. “And when you’re in a studio sit¬ 
uation it’s very expensive, right. And I 
thought it was kind of funny. I don’t 
think they thought it was funny. They 
came down and heard it and said, 
'What’s this?' and Danny says, ‘Oh, that's 
"Down In The Bottom," and they said. 
‘We didn't say Colin could record that.' 
He had no idea, and the next day he 
gave me shit and said, ‘Don’t you ever 
do that to me again.' But they heard it 
and loved it and then the case was 
closed.” 

The second single, “Five Long Years,” was 
originally produced by Bob rock, then 
remixed by Danny Kortchmar. 
The song has all the earmarks of a 

mainstream hit, but whether it blows 
the top off the charts in the U.S. or not, 

they are going to have to deal with this 
determined young man, and on his 
terms; count on it. “We’re signed to Wil¬ 
liam Morris out of New York. 

I personally want to go down there and 
play and fight it out tooth and nail, starting at 
the ground level like we did in Canada — you 
know, in a bar like last night. I see no problem 
in conquering the States whatsoever. I'll 
move into their backyard. I’ll camp out on 
their porch. No problem!" 

The kid’s cool, he’s talented, he’s got good 
people. He’s got it made in the shade. Colin 
James is a natural. C 
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DISASTER 
PROOFING 

Part II: Management 

by Bill Reynolds 

B'ue Rodeo 

Behind every successful artist is a re¬ 
sourceful manager. Rock ’n’ roll mu¬ 
sic may be creativity and sweat in 

bullets, but to a manager it is simply widgets. 
He or she is the prime person in the 
organization who cuts through the 
songwriting, performing and imaging to stare 
into the cold light of shiny dollar signs. 
Managers may love the music they are 

promoting, but that emotional response has 
nothing to do with the overall gameplan. It 
may be more fun than managing a widget 
factory, but the same motivations and 

principles apply every time. The bottom line 
is staying on top. or avoiding the fatal turn in 
getting there. 

In part one we concentrated exclusively on 
the difficulties involved in taking artists out 
on the road. Here we will restrict ourselves 
to the kinds of disasters that occur, and how 
to prevent them, from the manager's view¬ 
point. The tactics employed must prevent 
artists from falling prey to possibly 
calamitous results. These hazards may 
include anything from releasing a video 
which presents the wrong image to quelling 

internal dissension that threatens the 
lifeblood of the act. 

Blue Rodeo manager John Caton, who also 
has taken on Crash Elvis and Basic English, 
and helps preside over the small indie Risque 
Disque label, sums up the manager’s 
frustrations when he discusses their plight 
within the existing structure of the industry. 
Caton says managers tend to have a more 
difficult time of it because they're seen to be 
either too pushy or associated with sleazy 
tactics. He says, "Sometimes I wonder what 
they say behind my back." 
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The problem lies in the relationships 
between record companies, managers and 
artists as the Canadian industry has gotten 
larger. To Caton, it's often "Can I get you a 
cup of coffee, is everything all right?" for the 
artists while for managers it's, “Oh no. it’s the 
manager, what does he want now?" 
Wayne Thompson, who most notably 

manages The Nylons and Billy Newton-
Davis, agrees the job is a tough one. Because 
they work behind the scenes, managers 
rarely partake of the instant gratification 
normally associated with their star 
performers. The artist grabs the glory while 
the manager grabs the telephone. But 
Thompson has always wanted to be a back¬ 
room negotiator. "When a group gets an 
ovation. I get the same rush from cutting the 
best deal I possibly can. It’s just as 
rewarding." 
Thompson struck a common chord. 

Managers are very competitive and cagey in¬ 
dividuals. In preparation for this article, it 
was found that some managers flatly refused 
to divulge their little secrets of the trade. 
Why should they give away their knowledge, 
they reasoned. All the managers interviewed 
here are very successful, but many were edgy 

“My rule of thumb 

is, if you smell a 

shaft, there's a 

good chance it's 

going to happen. " 

when discussing the various impasses 
they’ve had to circumnavigate in extending 
the commercial lifespan of their artists. Along 
with their fiercely competitive spirit is an 
unwillingness to admit they may have been 
mistaken on occasion. Their psychological 
make-up is such that they are very protective 
of their insights and little victories. The form 
of this version of “disaster-proofing” will 
often be of the . “Well, it’s never happened to 
me. but here's what I would suggest if it did." 
variety simply because most managers will 
not say, “I goofed.” 

Managers channel their extrovertedness 
and their intensity into their artists’ best 
interests. When dissension develops within a 
given camp, it is the manager's responsibility 
to be the mending force. How this is 
accomplished depends on the personalities 
involved, and of course no one method is 
definitive. 

For example. Caton's attitude is that 
dissension develops only when a band “is 

truly not a band. Communication is the 
hardest part. Everyone must openly voice 
their opinions.” Caton is lucky with Blue 
Rodeo because they think “like a family," but 
in the past he says there have been occasions 
when flared tempers and divergences of 
opinion have been catastrophic. The classic 
situation is when an act considers itself to be 
a group, but is in reality nothing more than a 
lead singer with a back-up band. “In that 
instance, the singer was the focal point, and 
he also wrote all the songs. The others got 
really down because there was too much 
focus on one person. They would go home 
whining and bitching. Then people peripheral 
to the band got into the act. telling each of 
these guys how to solve the problem. It just 
got worse from there." 
Thompson agrees with Caton's 

assessment, adding that if a group is set up 
with a leader/subordinates structure from 
the beginning, there is no possibility for 
dissension. The real problem arises in band 
democracies, because there is no ultimate 
authority. Thompson’s duty is to help solve 
these crises by doing whatever is necessary' 
to resolve the bickering. He sometimes heads 
off disaster by playing the devil’s advocate. 
"I’m there to remain neutral and objective, 
pointing out salient facts, stressing the 
positive and not the negative, and to try to 
make everyone feel good about what they’re 
doing.” 
Thompson follows his instincts and 

believes he is paid to be in control. “The 
manager must have a strong opinion. I’m 
pretty persuasive in my own way. I’m being 
paid to advise and give counsel, not to suck 
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DISASTER 
PROOFING 
up to the artist. Managers are sometimes 
afraid to confront their artists, and that’s 
wrong.” 

Bob Blumer. Jane Siberry’s manager, begs 
to differ on this particular point. He tries to 
achieve what his artists wants. If he has 
disagreements with Siberry, he argues for his 
case. “If I fail to convince her, that’s too bad. 
My mandate is to block for her." 

From the musician’s point of view, Jitters’ 
singer Blair Packham believes dissension is 
essential to the lifeblood of any band. If there 
were no arguments, then obviously not 
everyone would have thought through clearly 
enough all the possibilities. Packham’s only 
word of caution is to keep arguments “out of 
the personal realm." 

One of the most difficult roles to play is to 
wear a manager’s hat while you’re a musi¬ 
cian. You not only have to worry about 
creativity, but marketing as well. That’s ex¬ 
actly the game Triumph have been playing 
for years. Drummer Gil Moore wouldn’t have 
it any other way. They tried the manager ap¬ 
proach in the beginning, “but it just didn’t 
work out. Originally we were hard to manage 
anyway, because we thought we knew every¬ 
thing, and nobody could tell us we didn’t. We 
weren't what you’d call ‘ideal management 
clients,’ but we’ve always maintained control 
of our own finances. My rule of thumb is, if 

you smell a shaft, there’s a good chance it's 
going to happen.” 
When management problems develop. 

Thompson believes the onus is on the artist 
to remember to look at his actions as well. “It 
may not be all the manager’s fault. He can 
only do so much. He can’t get up and sing, 
and he can’t lay down the demos. A manager 
tries to provide opportunities for the band. 
On the other hand, if the band finds there 
really is a problem, it must be remembered 
that from bar bands to concert attractions, 
every organization is only as good as its 
weakest link.” 

“The worst belief 
that Canadian bands 
can and sometimes do 
have is that support 
money is endless. ” 

The Jitters have been around for a number 
of years, and they're presently happy with the 
work of Evan Adelman. However, their first 
manager wasn’t able to accomplish what he 
had planned for them. His style, while not 
being inimical, was in the end inappropriate 
for the market The Jitters were trying to 
reach. Packham states, “He just wasn’t the 
right guy for us, simply for business reasons. 
We got along well with him, and the parting 
was all very amicable, but his technique was 

based on the American model, where you try 
to explode from the top." 
Adelman avoided repeating the same 

mistake by appealing directly to the 
peculiarities of the Canadian market. He 
started from the grass roots and worked out 
in concentric circles. Says Packham, "By the 
time Evan came along, we were old news in 
the industry. We weren’t going to explode 
over anybody. Besides, I don't really look like 
the star type, so developing a local profile (in 
Toronto), doing gigs, getting media and 
industry attention slowly seemed to work, 
instead of working us like a much bigger 
band right from the start." 
Making all the right moves from the 

ground up does not guarantee success. The 
Jitters made gains in the marketplace, but 
Blumer cautions that out of the one hundred 
ways a manager can garner attention for his 
act, the hit single is the one that is worth 
more than all the rest combined. “It has it 
over everything else. None of the other alter¬ 
natives are as attractive, simply because, with 
FM radio becoming so much like AM, there is 
still nothing quite as effective.” 

Sam Feldman, who has had much success 
on the singles charts with Doug & the Slugs, 
is running into this problem right now in try¬ 
ing to break his newest signing, Art 
Bergmann, who recently released his big¬ 
league debut, Crawl With Me. Because of 
Bergmann’s uncomprising stance with his 
lyrics, the hit single is a remote possibility, 
which means if Feldman doesn’t come up 
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DISASTER 
PROOFING 
with alternatives for marketing Bergmann’s 
LP, his artist’s 10-year climb to the main¬ 
stream will have been in vain. 
Feldman reasons that Bergmann 

represents the classic case of the appealing 
album that is difficult to crossover into the 
mainstream. He says. "Our strategy with Art 
is to appeal to music lovers, the kind of 
people who are into lyrics. We're focusing on 
print because that’s where most of the 
positive feedback has come from.” 
The print method is slower in Canada 

because the press isn’t as influential as in 
England, but Feldman thinks that Bergmann 

is an artist who will slowly build a loyal 
following. “There’s no way his record is going 
to go triple platinum. He’s just not ’hat kind 
of guy. We try to enhance the positive press 
with videos that ingrain Art Bergmann into 
the public consciousness.” 

A manager knows he is asking for trouble 
by ignoring his artist’s strongest selling point. 
For example. Thompson knew’ The Nylons 
could consistently win over live audiences, so 
he took the risks necessary right from the 
start to ensure that his act could tour as often 
as required to break a market. With Billy 
Newton-Davis, Thompson's approach is quite 
different. He has capitalized on his artist's 
engaging personality. “I get people to meet 
him all across Canada, because Billy is his 
own best salesman. When his new record 

comes out I’ll have him do promotion before 
any touring.” 

Managers tailor their strategies to the 
artist, but disappointment can arise if 
expectations are not met, whether it is the hit 
single that never was, or the LP that is not 
selling. Thompson says the whole team could 
have misjudged in those situations, but he 
adds that everyone has to make sure the 
product is good enough before releasing it. 
"Why put out an LP that isn’t good enough? 
But if the sales are sagging, and the band is a 
good live draw, my philosophy is still four, 
tour, tour." 

Blumer says it depends on the situation. 
He will look back at his act’s original 
strengths. What made them a strong seller in 
the first place? "If things aren’t going well for 
a band's career, you can look for fans in high 
places. Maybe a record executive loves the 
band and just moved to another company. 
Maybe you can find a DJ that is a longtime 
fan. All you need is that little spark, but 
sometimes it doesn’t work." 

About LPs stiffing, Moore just shrugs it off 
by saying, “We always try to ignore that 
aspect, because usually we’re into the next 
record by then anyway. It’s important to 
maintain a positive attitude about those 
things." 
Moore says one of the problems in 

marketing a record may be the company it¬ 
self. He warns that it's extremely important 
to try to choose a label that has a proven track 
record with your brand of music. “It’s best if 
the artist has complete control, but usually 
that's unlikely. .After you've established your¬ 
self a little more, you can call the shots. When 
we moved to MCA from RCA. there were four 
companies bidding for us. so we had more 
leverage." 

Thompson says it’s important for bands to 
avoid acrimonious relationships with their 
record companies. Any band who only sees 
record company people as those who would 
manipulate them is in trouble immediately. 
“You have to believe they can do the best job 
for you. If that doesn't happen, you have to 
find a way out. Sometimes you have to own 
up to the fact that they don’t want you 
because you’re not making them any money. 
Then you have to agree to disagree and find 
someone else who can help you.” 
A good example of a record company 

exerting the wrong kind of pressure, from the 
band’s perspective, is of Trooper a few years 
ago. The company wanted to issue a single 
with ex-lead singer Frank Ludwig on it, even 
though the group had no way of following it 
up. 

If the recording process and the touring 
are in order, there’s the inevitable problem in 
dealing with a confusing image. Caton recalls 
with amusement his attempt to determine a 
change in Blue Rodeo's look. “When I first 
met them I was working with ‘haircut’ bands 
in Le Chateau clothes. It was the era of Duran 
Duran. I said. ‘OK guys, the era of white t-
shirts, blue jeans and cowboy boots is long 
gone.’ And they said, ‘Well, we thought you 
were gonna be our manager...’” Caton gets a 
kick out of this story’, because it’s precisely 

50 CANADIAN MUSICIAN 



Super sonic 
performers. 

Super sonic power. Super sonic punch. 
Fender’s new BXR™ bass components 
will kick your sound into an entirely new 
dimension of versatility, clarity, presence 
and depth. 

The BXR Dual Bass 400 head is one 
hardworking, dependable package with 
two 200W amplifiers inside. Bi-amp 
them or gang them up for warp-drive 
mono action. Sophisticated features like 
an 11-band Graphic EQ and Deltacomp'" 
compression let you zero in on a killer 
array of super bass sounds. 

Thrust those incredible sounds 
out front with Fender BXR speaker 
enclosures: the BXR Spectrum™ BXR 
115 and BXR 410. Each one’s a super 

sonic performer on its own. And when 
you add on the Dual 400 head, you’ve 
got an unbeatable supersystem. 

I lear the excitement of BXR at your 
Fender dealer. And while you’re there, 
cheek out our new Power Jazz® Bass 
—the perfect partner for BXR bass 
components. 

For more information on BXR bass 
components send 82.00 for postage and 
handling to Fender, 
1130 Columbia St., 
Brea, CA 92621. 
In Canada, write to 
TMI, P.O. Box 279, 
Port Coquitlam, 
B.C. V3C 3V7. 

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

■FWI Toronto: Phone (416) 881-7555 



Add a little mix to your future. 
Upgrading your band’s mixing capabilities 
is now easier and more affordable with our 
new 61PM Power Mix 

Weighing a mere 25 pounds, the 61PM is the 
smallest, lightest power mixer in its class. 

A MOSFET amplifier delivers 200 watts into 
4 ohms for plenty of headroom ... and full 
compatibility with EV stage systems and N/DYM'V 

microphones. 
Anti-clip circuitry utilizes our patented 

There’s even a “wet” stage monitor mix for your 
singer, using the reverb-to-monitor feature. And it’s 
backed by the best service plan in the industry. 

Your future as a band rests upon the quality and 
presentation of your music. Stop in at your local EV 
dealer and start shaping that future today. 

Electro-Voice, Inc. 
600 Cecil Street • Buchanan. MI 49107 • 616/695-6831 
In Canada: 
Electro-Voice Div., Guitón Industries (Canada) Ltd. 
345 Herbert Street • Gananoque, Ont. K7G2V1 • 613/382-2141 

ElectroVoice 

a MARK IV company 

600 Cecil Street, Buchanan, Ml 49107 Phone:616-695-6831 

PowerLock™, for protection from distortion 
and speaker damage . .. while a 
9-band graphic EQ on the output 
and a 2-band channel EQ deliver 
optimum tone control. 

It also has two individual sends 
on each channel, channel inserts, and 
separate inputs for either tape or CD. 

In Canada: Electro-Voice, Division of Guitón Industries (Canada) Ltd., 
P.O. Box 520, Gananoque, Ontario K7G2V1, Phone: 613-382-2141 



PROOFING 
Continued from page 50 

that straightforward look that has given the 
band a trademark. 

Thompson mentions that there were more 
than a few moments of confusion in The Ny¬ 
lons’ early days. People identified the band 
with the New Wave movement before hear¬ 
ing them, simply because of the name. 
Thompson says he was lucky because he 
headed off booking them into a punk club 
through his advance screening process. 

The ultimate marketing tool, the video, ex¬ 
tends the image problem even further. Moore 
jokes derisively now about Triumph's first at¬ 
tempt at a video, Magic Power, in 1981. “It 
was a quasi-concept video, like birthday 
cakes in space or something. Wind machines, 
a girl dancing, a guitar flying through space, it 
was so corny! We just laughed and then 
buried it.” They quickly learned that you 
should know who your video artist is, 
because he holds your image in the palm of 
his hands. 
Managers have to navigate all these 

narrow straits, but they must also keep the 
books tidy. The last thing a promising band 
needs is to be swamped under with 
insupportable debt. The worst belief 
Canadian bands can and sometimes do have 
is that support money is endless. Many acts 
believe the work is over once a major 
contract has been signed. When the next 
dollop of cash isn’t forthcoming, frustration 
and panic set in. 

Thompson believes the Canadian industry 
is incapable of throwing around big money for 
projects. What he has done in the past is to 
find investors to bankroll albums and tours 
who would then share in the profits. “You 
have to cut the best deal you can. You find 
that there are two kinds of investors. One is 
rational and drives a hard deal. They’re 
worth avoiding. The other is the emotional 
investor who loves the music. You invite 
them to parties, give them permanent 
backstage access, and so on.” 

A manager may be lucky enough to find the 
funding his band needs to undertake large 
projects, but a do-it-yourself attitude is 
essential. Caton doesn’t have time for the 
mentality that the backer or manager has to 
keep the band afloat while they struggle 
down the road to fame and fortune. "If you 
wanna play music and do nothing else, you’re 
gonna starve. Then you have dissension on 
your hands. You want to put yourself into a 
position where you make money every time 
you play.” Caton’s case in point is Blue 
Rodeo, who kept their day jobs through their 
long climb to national prominence. 

The great leveller for Caton is live work. 
He thinks bands who sit in their rehearsal 
spaces, plotting their getting signed to a ma¬ 
jor label are out of their minds. “This attitude 
of the last six years, where bands try to prod¬ 
uce the perfect tape, is shit. It’s a fairy tale. 
One in 10,000 slips through the cracks and 
becomes successful. If you can pack 300-seat-
ers coast-to-coast you won't have to worry 

about demos. The record companies will be 
chasing you.” 

Caton has hit upon a crucial point in the 
Canadian industry. What constitutes success? 
Sam Feldman's clients. Doug & the Slugs, 
have kept their career from stagnating by 
building up a strong following throughout the 
country. They tour everywhere and keep 
themselves in the public eye. Feldman says 
the Canadian inferiority complex is 
symbolized by the industry predicting Bryan 
Adams’ demise because his sales plummeted 
from eight million to “only” three in one 
album. "It's preposterous. It makes 99% of all 
artists look like failures. If an artist is 
producing on record and on stage at a level 
that allows him to continue, then he’s 
successful. As a manager, you have to look at 

your artist in terms of his whole career, not 
just one album or tour.” 

Managers may be a much maligned, or at 
least much misunderstood, lot, but they all 
share the quality of fierce dedication to their 
artists. The best managers never take on acts 
they don’t believe in. 

But managers can’t lose sight of the fact 
that they are pushing the client’s ‘product,’ 
even though the public (and some musicians) 
find it difficult to reconcile that word with the 
creative concept of music. In the eternal tri¬ 
angle of artist/record company/management, 
it is unlikely that the latter will ever stop re¬ 
ceiving the brunt of negative attitudes sur¬ 
rounding their work. In the end. most of them 
could care less, and if they did, they would be 
in the wrong business. CM 

THE SOUND OF THE PROFESSIONALS* . . WOR1 DWIDI 
A.C. Simmonds & Sons Ltd. • 975 Dillingham Road, Pickering, Ontario • 416-839-8041 
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T I O N 

You gather 87 percent of your 
lifetime information by sight; 
seven percent by hearing..” Zig 
Ziglar, Total Performance 
(Berkeley Books). While the 
other guys were checking out 
the girls or looking to pick a 
fight, we stood, as close to the 
bandstand, as we could, get 
without looking too obvious, and 

watched, where their fingers 
went on the fretboard, and the 
way they held their picks and 
stroked the strings. We stared 
patiently, waiting, hoping to 
learn a new secret, a trick or a 
lick or a melodic phrase or a 
clever run that we would 
quickly commit to memory, and 
as soon as we got æ 
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EDUCATION 

home we’d grab a guitar, dismayed to discov¬ 
er that it didn’t quite sound the same as when 
‘he’ played it, but playing it over and over re¬ 
gardless, in the hope that we might somehow 
stumble over the missing elements. 

Those were simpler times, and as we pre¬ 
pare to enter the last decade of our century, it 
is clear to anyone who ventures beyond a 
couple of self-taught chords or basic piano 
and stares directly at the possibility of a ca¬ 
reer in the field of music that, while the mu¬ 
sic itself still consists of the same number of 
notes, the styles and influences are constant¬ 
ly changing, combining, separating, evolving, 
and permuting; and that the areas of busi¬ 
ness and technology have become, for proba¬ 
bly a vast majority of musicians and music 

“On the most basic 
level, self-teaching 
means simply pick¬ 
ing up an instru¬ 
ment and banging 

away on it...” 

people, inseparable from the music; and fur¬ 
thermore that the areas of business and tech¬ 
nology as they relate to the music have not 
only become frighteningly complex and so¬ 
phisticated, but that they are accelerating in 
their complexity and sophistication at an ever 
increasing rate of speed. 

The purpose of this article is to outline the 
present day options available to the musician, 
from the aspiring to the accomplished, from 
the amateur to the professional, from the 
hopeful to the disillusioned. 

We will attempt to cover all of the options, 
but there will doubtlessly be omissions, for 
which we will apologize at the outset, and 
hope that your letters will serve to correct 
and fill in the gaps. 

Furthermore, it is our intent to maintain 
complete objectivity in revealing the results 
of this study. Deciding which of the following 
options or directions is most appropriate or 
beneficial is your exercise. It’s not a matter of 
what is the best choice, but of what is best 
suited to your individual needs. 

Music education encompasses everything 
from picking up an instrument and messing 
around with it until you begin to understand 
how to make music with it, right through to 
advanced, full-time, and ongoing conservato¬ 
ry training. We have divided the total picture 
into two major categories: teaching yourself 
and being taught; which have been further 
subdivided into teaching yourself by ear and 
teaching yourself with the help of visual aids; 
part-time or informal training and full-time 
or formal training. 

SELF¬ 
TEACHING 
BY EAR 
There has always been and doubtlessly al¬ 
ways will be the self-taught musician, the one 
who ‘learned by ear.’ It is an option that is 
considered by this magazine to be a legiti¬ 
mate one, inarguably valid. 

The list of super-successful self-taught ar¬ 
tists is an impressive one, (Elvis and the 
Beatles come to mind), not to mention count¬ 
less unknowns who are quite content with 
the path they have chosen. 

On the most basic level, self-teaching 
means simply picking up an instrument and 
banging away on it, drawing from whatever 
sources are available. These might include 
attempting to play along with your favourite 
records or the songs on the radio, picking up 
a few chords from one of those ‘All Time 
Favorites’ songbooks perched dog-eared on 
the family piano, or going to live perform¬ 
ances and “watching their fingers.” Anyone 
who is drawn to music and to the playing of 
an instrument will inevitably find themselves 
picking it up and banging away on it anyway. 
That kind of goes without saying, and for 
more than a handful of musicians (and it is 
tempting to start listing examples) it begins 
and ends there, with neither the need nor the 
desire for any kind of further education be¬ 
yond what could be called on the job training, 
learning by doing. 

On the other hand, it is not unusual for a 
musician who is self-taught to decide that 
they would like to increase their knowledge 
and ability through advanced studies of one 
form or another. 

TEACHING 
YOURSELF 
WITH 
VISUAL AIDS 

Many of your favourite music magazines, 
as you are no doubt aware, have instructional 
columns and features, as well as advice and 
suggestions, quite often written by experts in 
their fields. 

In many areas of Canada, often on the pub¬ 
lic channels, you can watch a television prog¬ 
ram called Rock School. This 16 part series 
“produced by the BBC and distributed by 
WNET Educational Broadcasting in New 
York is the only televised how-to rock course 
available," according to Wendy Donnan, Me¬ 
dia Services Co-ordinator for part time learn-
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- ©YAMAHA 
Yamaha Canada MUSIC LTD 
135 Milner Avenue, 
Scarborough, Ontario M1S 3R1, Canada 

At last! A dark sound that holds 
together at fff but doesn’t hold 
you up at ppp-
Introducing the Y I R-6335H Bb trumpet and YTR-6445H 
C trumpet. At last, a dark, full sound that offers huge, 
rich fortissimos and sensitive response at delicate pianís¬ 
simos. 11ère is all the power—and all the art—that trumpet 
playing should be. 

New members of the Yamaha trumpet family 
>777-6. <55// trumpet -yellow brass; lacquered or silver-plated. 
>7 A’ 64/5// (. trumpet yellow brass or gold brass; lacquered or 
silver-plated 



The Selmer (USA) 
Professional Sax. 
In with the best. 

Bill Evans, formerly with Miles Davis, now 
performs with Mahavishnu, Elements, Michael 
Franks and his own T KO band. He’s also recorded 
with both Mick Jagger and Sheena Easton. One 
item he always takes with him? A Selmer sax. 
“I’ve always played a Selmer, from vintage tenors 
to this new (USA) Professional. The ‘feel’ of my 
new tenor, however, is the best yet. Its comfortable 
key placement, quick action and excellent response 
give me complete freedom to play over the entire 
range of the horn.” 
Bill’s choice can be yours, too. Why not visit your 
Selmer dealer and try the new (USA) Professional 
Saxophone today? Available in Alto (Model 162) 
and Tenor (Model 164). 

Selmer 
Model 164 Selmer (USA) 

Tenor Saxophone. For a free 
saxophone catalog write: 
Sax Catalog, Box 310, 

Elkhart, IN46S15. 



ing. TVOntario. "(It) introduces you to the 
playing skills, equipment, effects, and music 
styles you need to develop your own unique 
sound. The full 16 part series is available on 
video tape, in six volumes, and can be ob¬ 
tained from TVOntario. Rock School has at¬ 
tracted both individuals who want to improve 
their musical skills, and teachers searching 
for a way of teaching popular music in the 
schools. School AV departments keep our 
videos in their tape libraries, fulfilling one of 
our main goals in using the series." 

Rumark Video is “both a manufacturer and 
a distributor for music instruction videos,” 
vice president Mark Helman told us. “We've 
made our own series; a four-tape series for 
beginners on classical guitar, and a three tape 
series on jazz guitar improvisation with 
Barney Kessel. Also, most of the other manu¬ 
facturers are from the U.S., and we have be¬ 
come their distributor for Canada." With well 
over 90 tapes covering a variety of instru¬ 
ments and styles and aimed at the beginner, 
the intermediate and the professional, 
Rumark boasts some of the hottest names in 
music. “If you live in an area where the kind 
of music you play isn't performed on a regu¬ 
lar basis - let’s use fusion as an example -
Larry Carlton might never come to your 
town, and being a music teacher myself, I 
know that ninety percent of learning a partic¬ 
ular style is seeing it played physically; rath¬ 
er than flying to L.A. and knocking on Larry’ 
Carlton's door, you can pick up his video and 
spend as much time as you need with it." The 
tapes are available at most music stores and 
by mail order. The catalogue is free. 

Almost all record and music stores, not to 
mention department stores or any other 
stores with a music department, have in¬ 
structional books covering nearly every in¬ 
strument and style. These books are also 
available at libraries. Alfred Publishing (Can¬ 
ada) Ltd. is one of the largest publishers of 
printed instructional material, and the exclu¬ 
sive distributor of Cherry Lane Music, which 
has "the best reputation in the business for 
guitar tabulature books,” we learned from 
Alan Ward, director of sales. 

“We publish everything from our basic pia¬ 
no library to our brand new Yamaha Band 
Student which we did in conjunction with 
Yamaha Music Canada Ltd., book two of 
which will soon be available. We host semi¬ 
nars for piano, usually in the summer, across 
Canada. And we also do computer software 
that actually teaches you music theory, for al¬ 
most every kind of computer.” 

Another publisher of instructional materi¬ 
als is Gordon V. Thompson Music. The trade 
sales manager for the company is Tim Bird. 
“We are exclusive distributors for CPP/ 
Belwyn, one of the largest publishers in the 
U.S. of educational band material for schools. 
We publish a series known as Canada is Mu¬ 
sic, for elementary grades from 1 thru 8. The 
newest series that we’ve done is the Materi¬ 
als of Western Music. This series is required 
for various courses at the conservatory level. 
We've released in the last little while a 
French immersion book called Chansons 
Pour S'Amuser." 

INFORMAL 
TRAINING 

Saved By Technology is among the first of an 
entirely new breed of music stores dedicated 
to the computer-MIDI-keyboard-synthesizer-
digital-sequencer-sampler-based forms of 
musical products. “Our company, as a retail 
facility, is quite education oriented," says Jim 
Burgess, president of this revolutionary new 
operation. “We’ve taken the approach of hav¬ 
ing a high level of product support, and edu¬ 
cating our customers about the technology. 
Every two months we hold a product semi¬ 
nar, to give our customers an in-depth look at 
some of the new hardware and software 
products on the market.” This ‘user-friendly’ 
approach doesn't stop here, by any means. 

“The goal of every class 
is to have the kids 

produced a finished 
piece of music... using the 

various pieces of 
equipment and soft¬ 

ware at their 
disposal.” 

“At the current time, we are operating a 
course called MIDI for Kids and the format is 
one of creativity, in that it lets kids have 
hands-on experience with the new technolo¬ 
gy. The goal of every class is to have the kids 
produce a finished piece of music by the end 
of the class using the various pieces of equip¬ 
ment and software at their disposal.” 

Future plans for more serious courses in¬ 
clude “an in-depth look at synthesis and the 
various techniques used to produce and cre¬ 
ate new sounds, and an in-depth look at sam¬ 
pling technology and the techniques involved 
in producing the best quality samples - tech¬ 
niques such as looping, merging sounds and 
generating sounds from software programs. 

A third adult oriented course is a general 
introduction to MIDI for beginners. Courses 
are given on a two hour per week basis and a 
maximum of eight hours per course. 

Technics is a manufacturer of electronic 
keyboards, and the Technics Music Academy 
(TMA) is a graded system of learning which 
is being used around the world by Technics 
keyboard sales companies. We talked with 
Dave Dempsey in Vancouver: “One of the 
things that we did, was take the learning of 
music and combine it with the learning of the 
equipment, so whether you take the pop key¬ 
board course, or the home organ course, the 

THE 

i ne streamer tsass is 

a masterpiece of 

German craftsman¬ 

ship. Its stylish body 

is contoured to fit you 

like no other. Its slim 

neck plays like a 

dream. It has the 

sound you’ve been 

waiting for. 

Endorsed by: John Entwistle, 

Jack Bruce, Hansford Rowe, 

Charlie Jones, Chucho Merchan, 

Steve Webster and many more. 

Available exclusively at all Long & McQuade Stores: 

1. 925 Bloor St W. Toronto. Ont <4161 588-7886 

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

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

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

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

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

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

8. 2624 Quadra St. Victoria. B.C (604) 384-3622 

9 3607 West Broadway. Vancouver. B C (604) 738-3151 

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

11. 1744 Midland Ave . Scarborough. Ont (416) 751-9709 
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idea is to give you enjoyment of your instru¬ 
ment and its functions, as well as learning to 
play music." 

T.M.I. (Tartini Musical Imports Ltd.) is the 
Canadian distributor for various products in¬ 
cluding Fender, Akai, Alesis and Sunn, and 
conducts in-store clinics right across Canada. 
Guy Desjardins from Montreal has been con¬ 
ducting in-store clinics in Quebec and Ontar¬ 
io on the MIDI production studio. In Toronto 
and Western, Canada. Ian Puts has been giv¬ 
ing clinics on the Akai EWI (Electric Wind In¬ 
strument) and EWI products. Peter Janis, 
product development manager of TMI’s pro¬ 
fessional division, feels (as do many other 

manufacturers and distributors of the new 
high-tech products) that TMI has a commit¬ 
ment that extends to educating the mar¬ 
ketplace as to choosing and utilizing the new 
equipment available, from the beginner all 
the way up to the professional musician, com¬ 
poser, recording engineer, or producer. He 
speaks with marked enthusiasm of a number 
of projects currently in progress or in the 
planning stages. "We’ve opened a facility in 
Toronto. Our warehouse there has a room 
that’s fully equipped - from digital patch bays 
right down to samplers and keyboards - and 
is designed for the dealers so we can give 
them an understanding so they in turn can 
teach people. And we are finalizing some de¬ 
signs for a similar facility in Vancouver." 

Mona Coxson, a regular contributor to this 
magazine for about a decade, and author of a 

book called Some Straight Talk About The 
Music Business", is usually booked up solid 
for 3 to 4 months in advance as a business 
consultant to artists, as well as speaking at 
various colleges. "I know how to market a tal¬ 
ent. Where it's needed, if they don't know 
how to set up books, I can tell them how to 
take care of business. I have a reputation for 
being very outspoken, but very honest. These 
things aren’t covered in school. It's amazing 
how much information is not readily available 
to the artist.” At a cost of $50 an hour (“cash, 1 
don't take cheques!”), she is consultant to ar¬ 
tists from every level and every aspect of the 
industry, and she's planning to retire soon 
so...don't wait for Spring! 

“One of the 
advantages of conser¬ 
vatory training is the 
opportunities that the 

students have to 
perform in recital...” 

Rosemary Burns, whose regular columns 
on vocals have been a fascinating source of 
information to the readers of this magazine 
since its inception, is a lady with an impres¬ 
sive track record. She has sung at the Metro¬ 
politan Opera, at La Scala, on the Ed Sullivan 
Show (the one on which the Beatles first ap¬ 
peared). with Guy Lombardo, and that’s just 
the tip of the iceberg. When she returned to 
her native Toronto after a very successful ca¬ 
reer in New York, she was consulted by most 
of the agents of the day, who were having a 
peculiar problem with the musicians in their 
bands constantly losing their voices. “So 
many musicians don't want to sound conser¬ 
vatory trained. So my biggest problem was, 
how do you teach musicians, not singers, how 
to sing as a musician. The skills that 1 have 
developed in that area I’ve written a book 
about, and it’s been what I’ve been writing 
about in my columns for the last ten or eleven 
years. I’ve been writing to the musician to 
show how to think of their voice as an instru¬ 
ment, and that’s what 1 have to offer the mu¬ 
sicians. Once I start teaching the voice as an 
instrument, they understand completely.” In 
addition to setting up courses at Sheridan 
and Mohawk Colleges. Rosemary teaches pri¬ 
vately at her home in Etobicoke, taping all of 
her sessions so her students will have a per¬ 
manent recording of each lesson. Her book 
will be available early in this year. 

CAPAC (Composers. Authors and Publish¬ 
ers Association of Canada) sets up seminars 
for songwriters, usually offering a discount to 
its members. “We try to cover all aspects of 
the industry, not just the song writing as¬ 
pects,” Larry Fitzpatrick of Writer/Publisher 
Relations told us. “We try to approach it on a 
flow-thru, starting with the song, moving on 
to what publishing is, how to make a demo, 
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mailing out 
your own retard? 
We've got what you need 

Do-it-yourself mailing kits 
• 

Here's what you get ! 

-A customized mailing list. 
- Personalized mailers. 
- Complete set of reply cards. 
- Sample press release. 
- Full instructions. 

Gonna do it 
yourself? 

Custom pressing available. 
Call or write for our free brochure. 
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PROMOTIONS 
Box 2294, Station "B", 

Scarborough, Ontario, Canada 
MIN 2E9 

C41B) BB7-3B7B 

For The Battle 
On The Road... 

• Protective Cases 
• Drum Risers 
• Staging Accessories 

All custom built to your 
specifications. 

Visit our showroom at: 

ROAD CASES 

3858 Chesswood Dr., 
Downsview, ON M3J 2W6 

(416) 398-0743 

and right on through to what distribution, 
promotion and touring is all about.” 
"PROCAN (Performing Rights Organiza¬ 

tion of Canada Ltd.) has for nearly twenty 
years now held seminars and workshops, pri¬ 
marily aimed at songwriters," director of 
public relations. Nancy Gyokeres informed 
us. "We’ve held them right across the coun¬ 
try, from Halifax to Vancouver. The approach 
we’ve taken in recent years is what we call 
’Demo Workshops’. We ask affiliates or 
songwriters to submit ahead of time a demo 
of a song and then the audience will hear the 
songs played at an afternoon session; and we 
put together a panel of professionals, includ¬ 
ing an A&R Director, a songwriter, a music 
publisher and a record producer to analyze 
these songs from their points of view." For 
further information you are advised to con¬ 
tact Nancy Gyokeres directly. 

CFNY-FM in Toronto has in the past been 
affiliated with the PROCAN-CAPAC semi¬ 
nars and “The International Festival of Inde¬ 
pendent Music”; staged the "Women in Mu¬ 
sic Seminars", and the "Legal Aspects of the 
Music Business Seminars”, and has. for the 
coming year, several projects in the works. 
Liz Janik, director of Canadian music devel¬ 
opment at CFNY. feels that much valuable in¬ 
formation is difficult to find: “There are no 
resource books printed as yet. You have to 
get information on making it in this business 
through periodicals, seminars, workshops, 
magazines like Canadian Musician. - it’s not 
information that’s been collected and is ac¬ 
cessible from one source. People who want to 
gain information have to be very dedicated to 
reading all the materials and trying to glean 
what they can from publications and books 
printed, perhaps, in other countries." 
Upcoming programs will be announced on 

CFNY-FM 102.1 in Toronto and through oth¬ 
er media, press releases, etc., and Liz Janik is 
hopeful of collaborating with PROCAN-
CAPAC whenever possible. 
There are a variety of music camps 

throughout the country. These are usually 
summer programs that run for a period of 
one or more weeks, and generally in the are¬ 
as of classical, jazz, band instrument etc., 
from beginner level to intermediate and mas¬ 
ter classes. To get an idea of how one of these 
camps operates we spoke with Judy Preston 
at the Inter-Provincial Music Camp in Toron¬ 
to. “We are geared to the high school aged 
musician, band instrument, and stage band. 
Our Jazz Camp is geared to all levels and with 
no age restrictions and directed by Phil 
Nimmons. We draw faculty from all over the 
U.S. and Canada, including musicians like 
Moe Koffman, Ed Bickert, and Guido Basso.” 

The Jazz Camp will run from August 19 to 
25, and the Inter-Provincial Music Camp is 
scheduled for August 26 to September 3 this 
year. 

Most music stores either offer some form 
of instrumental lessons in addition to the 
printed materials available, or else they know 
of private lessons and other programs that 
are available. If you are interested it would be 
a good idea to consult the music stores in 
your area. Like many of the manufacturers 
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and distributors, the larger music stores are 
now offering clinics, workshops, and semi¬ 
nars that are centered around the new tech¬ 
nology and the equipment that they offer for 
sale. 

Steve’s Music Store, for example, has 
many product-based clinics. “Where we get 
involved in the educational process." Jeff 
Sazant at Steve’s Toronto store told us, "is 
first and foremost by giving in-store seminars 
dealing with products and their applications. 
Also, at our level of business the role of the 
salesman has been somewhat redefined to in¬ 
clude the role of consultant and advisor, both 
before and after the sale, and quite often 
when there is no sale involved. We have also 
made our people available for on-location 
consultation, where they’ve gone to the cus¬ 
tomer’s place to sort out problems and offer 
advice and suggestions based on their know¬ 
ledge in the field. A program now under seri¬ 
ous consideration is a series of video owner's 
manuals for products, some specifically ad¬ 
dressing the products they refer to, and oth¬ 
ers of a more general nature." 

We contacted Robin Leboe, the manager of 
Calder Music and Rentals in North Vancou¬ 
ver, who have one of the more extensive 
programs of store lessons. "We have a staff of 
four guitar teachers, a trumpet teacher, two 
drum teachers, two brass/woodwind 
teachers, and an instructor who teaches har¬ 
monica and folk guitar. We cover the spec¬ 
trum from beginner to more advanced lev¬ 
els." 

M1AC (Music Industries Association of 
Canada) executive secretary Al Kowalenko 
described an event which will be called MIAC 
Public Day. 

"That is something that we are trying for 
the first time in 1989. This will be in addition 
to our August 12-15 Trade Show at the Metro 
Convention Centre in Toronto. The idea will 
be a ‘discover music’ kind of theme — we 
basically will open up the trade show to the 
public this year, for the entire day on the Sat¬ 
urday (August 12) from around noon until 
10:00 pm. These shows are product displays 
of the 75 or 80 distributors/manufacturers 
that are MIAC members. In terms of a broad 
representation of an entire industry, it's the 
only time you can see such a complete array 
under one roof. The plan is to have not only 
the spokespeople available, but also to have 
clinics and seminars, demonstrations and 
things like that interspersed during the day.” 

FORMAL 
TRAINING 
“The organization that I work for is part of 
the Yamaha Music foundation, which is a 
non-profit organization devoted to promoting 
the development of music education and mu¬ 
sic popularization across the globe" states 
Andy Jablonski, national manager of the 

62 CANADIAN MUSICIAN 



Music Education Department of Yamaha 
Canada Music Ltd. He points out that: “We 
don’t have what would be called 
'manufacturers programs’. Very often the 
misconception is that we offer 6 or 8 weeks of 
tuition based on the purchase of a product. 
Some of our schools have no retail associated 
with them whatsoever!" The Yamaha Music 
School began in Tokyo in 1954 with an enrol¬ 
ment of 150 students and has expanded to 
10,900 locations in 33 countries. The Cana¬ 
dian programs were started in 1966, and to¬ 
day the Yamaha Education System in Canada 
has an enrolment of 11.000 students taught 
by 230 teachers in 65 locations from Nova 
Scotia to British Columbia. “Yamaha's philos¬ 
ophy in music education is based upon the 
belief that everyone has the potential of de¬ 
veloping their music ability. Yamaha believes 
that everyone has the capacity to create, per¬ 
form and enjoy one’s own music, and that 
through the joy of music we can all experi¬ 
ence an enriched life. Our goal in music edu¬ 
cation is to introduce the general population 
to the enjoyment of music. Yamaha Music 
Education is learning, it's having fun. and it's 
creating music. Our teaching techniques are 
custom-tailored to match the students level 
of physical, social and psychological develop¬ 
ment. We develop our own programs. Our 
text books and our curriculum is designed by 
the Yamaha Music foundation in co-operation 
with Yamaha Canada." 

Enjoyment is a priority in the Yamaha 
program. “Students have fun creating music 
with friends of similar age and ability. We 
teach in groups, and we believe that perform¬ 
ing in front of an audience on a regular basis 
provides motivation and builds confidence. 
Group learning we believe is 'peer pleasure’ 
as opposed to peer pressure." 

Regarding the creative aspects of the prog¬ 
ram. Andy told us. “through activities such as 
singing and ensemble playing we develop 
versatile musicians who have the skill to ex¬ 
press the music that's inside them. The de¬ 
velopment of creativity is our unique charac¬ 
teristic as compared to other education sys¬ 
tems, and its built into all our music educa¬ 
tion programs." 

"As part of the academic program of the 
University of Manitoba, we offer a Bachelor 
of Music degree with concentrations in per¬ 
formance, composition and history, and the 
combined or integrated Bachelors of Music 
and Education degrees, where a student 
graduates with two degrees at the end of five 
years. We also have a preparatory depart¬ 
ment of over 800 students which includes 
about 300 students in the Suzuki violin prog¬ 
ram." Henry Engbrecht is the Associate Di¬ 
rector of the University of Manitoba School of 
Music. "There’s also a gifted youth program 
in the preparatory division, designed specifi¬ 
cally for those who are very talented, just to 
give them more opportunity to play — 
there are special workshops, and so on. 1 
think one of the main features here is a 
uniquely cooperative relationships between 
the Faculty of Music and the Faculty of Edu¬ 
cation, which I believe is rare." 

Sharon Harland is the Manager of the Mar-
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itime Conservatory of Music in Halifax. She 
described their ongoing program that starts 
at the beginner level and goes right through 
to the ARCT Diploma in teaching or perform¬ 
ance or both. “The annual student body is 
usually about 600-650, part and full time, 
about a third of which are adults. We offer 
keyboard, organ, all orchestral instruments, 
voice, (for adults), etc. 

"One of the advantages of conservatory 
training is the opportunities that the students 
have to perform in recital, both informal and 
formal. Examinations are optional, and we do 
one major fund raising concert every year. 
We also have a junior string orchestra for stu¬ 
dents from 9 -15 years, which includes violin, 
cello, viola, and bass.” 

Dr. Peter Simon is director of academic 
studies at the Royal Conservatory of Music in 
Toronto. "Our programs are quite different 
from the full-time University programs. We 
have a Performance Diploma Program which 
we began a year ago. which is not encum¬ 
bered by excessive input into academic or 
theoretical study. In our theory courses, 
which begin after the ARCT level, the in¬ 
struction is focused on the pieces being 
played by the students, so there's a 
relationship to the music itself, a very direct 
one. With our academic courses. - music his¬ 
tory and humanities - we’ve brought in Lister 
Sinclair, and his goal is really to motivate the 
thinking of the students, to stimulate them to 
read books, and go to concerts and so on, and 
the examination is a verbal one where their 
skills at communicating an idea or defending 
a position are examined. The Performance 
Diploma Program is restricted in terms of 
numbers - we had seven the first year and six 
last year. 
"After that we have an Artist Diploma 

Program, a two-year course which is even 
more restricted, for the student that we think 
has a chance at a solo career, the kind of per¬ 
son who clearly only wants to perform. We 
have a one year orchestral training program, 
and an artist teaching program which is the 
first program of its kind that prepares a stu¬ 
dent to work within a community, so that 
they can assume a leadership role and so that 
they can accompany, conduct a choir, teach, 
arrange, and everything else. The resident 
ARCT program is a four-year course leading 
to our ARCT diploma, and that's for younger 
people. I feel we are the most comprehensive 
institute of this type in Canada. What we are 
going to do now is seek a higher quality of 
student, and just continue what we’re doing. 
Our role as we see it is that we’re trying to 
improve the cultural life of the country, to up¬ 
grade the standards of musical understand¬ 
ing of everyone in the country." 

David Leonard is the president and foun¬ 
der of the Trebas Institute of Recording Arts, 
and past president of the Music and Enter¬ 
tainment Industry Educators Association of 
the United States, which is interesting be¬ 
cause David is Canadian. "We seem to have a 
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reputation as a recording school, and I don’t 
know why because that only applies to a few 
of the 80 courses we offer, including courses 
in songwriting, arranging, orchestration, mu¬ 
sic production, synthesis, sound design, com¬ 
puter composition, copyright contracts, music 
industry marketing and merchandising, as 
well as audio electronics, engineering and so 
on. 

“The three programs, which are all of equal 
value, are recorded music production, audio 
engineering and technology, and music busi¬ 
ness management. We’re restructuring. 
We’ve hired a curriculum director — he was 
the associate dean of Berkelee College when 
they had 25 students and brought them to 
1200. He has a Masters Degree in Music, he’s 
been teaching film scoring for 24 years and 
he’s written 120 odd books on musical ar¬ 
rangements for keyboards, percussion, horns 
and so on. He’s a full professor of film pro¬ 
duction, jingle writing and commercial pro¬ 
duction at the University of Miami. He 
spends six days a month travelling to all our 
campuses meeting our seventy instructors, 
standardizing the curriculum, discussing the 
problems, and coming up with a whole new 
set of courses (38 this past fall alone) cover¬ 
ing synthesis, sound design, music and ad¬ 
vertising, ethics and professionalism, the 
computer music courses and audio post pro¬ 
duction for video synchronization, which will 
take us into the year 2000. 

“We’ve always prided ourselves on teach¬ 
ing not what the industry is but what it will be 
five or ten years into the future. We do not, 
however, teach music performance. We’re 
looking at the multitude of career 
opportunities such as working in many ele¬ 
ments of the industry that a musician would 
much rather do than drive a taxi or selling 
shoes. 

“It’s a four term program on the recording 
arts and sciences, which covers music tech¬ 
nology and music business management, and 
it stretches over two academic years." 

Gilles Valiquette is a name that is near leg¬ 
endary in his home province of Quebec. 
Among a continually growing list of awe-in¬ 
spiring accomplishments is a recently estab¬ 
lished school called Musitechnic. 

Frustrated by the sheer non-existence of 
instructional information on the new technol¬ 
ogy in french, “we didn’t wait for anybody. 
We have three levels of education. The first 
one is the music business infrastructure -
what is a publisher, what is a manager, how is 
the business organized? The second level is 
what I call the philosophy of the seventies -
multitrack recording. And the third one, 
which is what makes the difference between 
our school and the others is all the new tech¬ 
nology - MIDI, computers - you know, com¬ 
puting and the arts. It’s at the CEGEP or col¬ 
lege level. You can follow these courses in¬ 
tensively for one full year, but you can also 
pick and choose. We have $250,000 worth of 
equipment; work stations, all the computers 
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available and everything we need to teach 
analog synthesis, FM, sampling and so on. It’s 
in french and english and we have a library.” 
Part- time courses are also available. 

Peter Kryshtalovich, school manager and 
curriculum co-ordinator of the OIART, which 
is the Ontario Institute of Audio Recording 
Technology, told us that the intent of the 
OIART program "is to supply people with any 
and all of the requisite background that they 
need to be involved in anything related to au¬ 
dio recording and audio recording technolo-
gy-

“The situation as it stands in that context is 
such that, the way the technology has moved 
over the last few years is that for musicians 
who became involved in independent produc¬ 
tion. their natural domain is the recording 
studio environment. About seventy percent 
of our students are musicians, but that is not 
a prerequisite. What we’re looking for is 
someone who has a relevant background, be 
it in electronics, computer science or wherev¬ 
er, but it is mostly the musician who ends up 
being attracted to the audio recording field, 
either because they want to become a record¬ 
ing engineer, or simply function in a record¬ 
ing studio, or to understand and set up their 
own production facility. 

"That seems to be a direction the whole in¬ 
dustry’ is moving in as far as employment is 
concerned, or at least it's one avenue. The 
general notion of the musician heading off 
into the field of recording engineering or re¬ 
cording arts - it's a little larger than simply-
changing career focus - it’s an environment 
that many musicians want to be at home and 
familiar with for the sake of their musical ca¬ 
reers. 

"But there are now so many career options 
beyond performing or teaching music, and 
musicians are becoming more involved in the 
music technology; and many of them end up 
in software development, sales positions 
where they're already familiar with the tech¬ 
nology, and so on. The on-stage equipment 
these days is very much an extension of the 
studio environment. The heart of our prog¬ 
ram is the recording technology, but what we 
present in an eight month time span is essen¬ 
tially an integrated source of study. We have, 
apart from the orientation, courses in music 
business, acoustics, music theory - all integ¬ 
rated rather than added on. The courses run 
for one academic year, and we also have 
about five part time and continuing education 
courses on business and music, post produc¬ 
tion audio for video, music and MIDI, and so 
on.” 

A final comment that Peter made was in¬ 
teresting: “The bulk of the industry is filled 
with people who do have a musical education 
of one form or another, but have found them¬ 
selves in an alternate career, something 
where their music and background is a ne¬ 
cessity. And of course many musicians sup¬ 
plement their music careers with music re¬ 
lated occupations.” 
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The Institute of Communication Arts (ICA) 
sees as part of its mandate a responsibility to 
separate fact from fantasy, the fantasy being 
that a career in music or film will lead to a life 
of leisure and riches. 

There are 16 and 24 track studios, a sound 
reinforcement system, an electronic music 
lab with all the latest toys and a video produc¬ 
tion facility. There are certificate programs in 
Commercial Music Performance, Audio Com¬ 
munications and Music Technology, covering 
two academic years, except fot Music Tech¬ 
nology which is one year. Neils Hartvig-
Neilson is the Head of the Music Depart¬ 
ment. "This is probably the most comprehen¬ 
sive curriculum of its kind in Canada. For ex¬ 
ample, our full-time music students take pri¬ 
vate instruction on their instrument with 
school faculty while they’re studying in group 
sessions in recording classes and business 
classes. Besides the one and two year prog¬ 
rams we have accelerated six week courses.” 
Interestingly, we were the first to learn of a 
new program, called Music Composition and 
Technology, which involves the purchase of 
$7,000 - 8,000 worth of equipment, and is con¬ 
ducted primarily at home. This is a part-time 
course aimed at students who want to keep 
their day job or daytime studies. “It involves 
setting themselves up with a little digital¬ 
analog sort of computerized MIDI studio at 
home so they can work on their theory and 
arranging via computer software as well as 
class instruction, and actually apply it imme¬ 
diately. 

“We tend to focus much more on the com¬ 
mercial music in terms of rock, pop, the re¬ 
cording studios, the FACTOR grants, the 
Bruce Allens - money oriented - making mon¬ 
ey at it. being able to make a living at it so you 
can afford to keep working at it and therefore 
get better at it.” 
One Final Note: although we don’t hesitate 
to endorse self-teaching as a mode of devel¬ 
oping your craft, ignoring the mountains of 
valuable information and learning available 
through various forms of teaching in music, 
music technology and music business is a 
rather more considerable decision today than 
it may have been in the past, and a decision 
that should be given serious thought and con¬ 
sultation. On the more positive side, howev¬ 
er, in the field of music it is rarely difficult to 
change paths in mid-journey, and it’s not 
unusual for the musician who is entirely self-
taught to at some point decide to advance his 
knowledge and skills via some degree of for¬ 
mal or informal training. 

In the end. you see. it really doesn’t matter 
how you do it - that is your personal choice 
and in the final analysis of only passing inter¬ 
est to someone listening to your music - what 
ultimately matters is merely that you do it 
and do it well. In the simplest of analogies, a 
runner is a person who runs, a teacher is a 
person who teaches, a farmer is a person who 
farms and a musician is a person who makes 
music. 
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SOURCES 
In addition to all the options covered in the 
article, as well as those listed below, it should 
be noted that many schools have music edu¬ 
cation programs at the high school level and 
quite often further down the line, in junior 
high school and at the elementary levels. If 
you are interested, you can obtain further in¬ 
formation from your local school or school 
board. 
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Rumark Video: P.O. Box 8. Station 'S'. To¬ 
ronto, ON M5M 4L6. 
Alfred Publishing (Canada) Ltd.: 300-
1305 Pickering Parkway, Pickering. ON LIV 
3P2. 
Gordon V. Thompson Music: 164 Com¬ 
mander Blvd., Agincourt. ON MIS 3C7 or 
29 Birch Ave., Toronto, ON M4V 1E2. 

INFORMAL PART-TIME 
TRAINING 
Saved bv Technology: 10 Breadalbane St., 
Toronto, ON M4Y 1C3. 
TMI (Tartini Musical Imports Ltd.): 
2530 Davies Avenue, Port Coquitlam. B.C., 
V3C 3V7. 
Mona Coxson: 2615 - 25 Mabelle Ave., 
Islington, ON M9A 4Y1 (416) 233-4700. 
Rosemary Burns: (416) 626-6569/362-8854 

CAPAC: 1240 Bay Street, 9th floor. Toron¬ 
to, ON M5R 2C2 1470 - 1245 rue 
Sherbrooke Ouest, Montreal, PQ H3G 1G2 
703 - 1155 Robson St, Vancouver. B.C., V6E 
1B9 
PROCAN: 41 Valleybrook Drive, Don 
Mills, ON M3B 2S6 200 - 842 Thuslow St, 
Vancouver. B.C., V6E 1W2 1200 - 625 Presi¬ 
dent Kennedy Ave, Montreal, PQ, H3A 1K2 
104 - 8704 - 51st Ave. Edmonton AB, T6E 
5E8 300 - 6080 Young Street, Halifax, NS, 
B3K 5L2 
CFNY-FM 102.1: 83 Kennedy Road 
South. Brampton, ON, L6W 3P3 
Steve’s Music Store: 415 Queen St. W„ 
Toronto, ON M5V 2A5, 51 St. Antoine St. 
W„ Montreal, PQ H2Z 1G9, 308 Rideau St., 
Ottawa. ON 
Calder Music and Rentals: 1757 Capilano 
Road, North Vancouver, B.C., V7P 3B5 
MIAC: 415 Yonge St., Toronto, ON (416) 
598-7737 
Music Camps and Schools: For a com¬ 
plete list consult Music Directory Canada 
’88, available through CM Books. 

FORMAL FULL-TIME 
TRAINING 
Yamaha Canada Music Ltd.: 135 Milner 
Avenue, Scarborough, ON. MIS 3R1 
Musitechnic: 909 - 1259 rue Berri, Mon¬ 
treal, PQ contact Marie Gamache (514) 844-
2141 CfVl 

OKLMJO 

<NnSMt> 

(416) 889-6382 
(HEAD OFFICE) 

OPEN TILL 9:00 
LOTS OF FREE PARKING 

CANADA’S ONLY RETAIL MUSIC WAREHOUSE 

MUSICAL EQUIPMENT 

19 GLEN WATFORD DR. 
SCARBOROUGH 

ONTARIO, CANADA 
M1S2B7 

(416) 293-7739 

FOR THOSE WHO DEMAND 
THE BEST PRICE, 

SELECTION & SERVICE. 

nunc 
EDUCATOtl 

AÍSOCLAJ1ON 

MUSICAL INSTRUMENTS 

L^ogartjCr REPAIR SPECIALISTS 
cTVlusic ACCESSORIES 

(416) 665-0278 
8-5:30 Mon-Fri Sat 9-12 Noon Out-of-town 1-800-387-3571 

ONE OF THE 
LARGEST REPAIR 
SHOPS IN ONTARIO 

43 Martin Ross Ave. 
Downsview, ON M3J 2L2 

Professional prompt service 
ALL PARTS - FULL STOCK 
Rebuilding - Repadding - Re-lacquering 
ALL MAKES Brass, Woodwinds 
Percussion, Drums, Strings 
Electronics, Amps & Keyboards 

BRAND NAMES 
SELMER 
BUNDY 
BACH 
LUDWIG 
MUSSER 
EMERSON 
MANHASSET 
MAXTONE 
MANY OTHERS 

“It’s the 
Know-How” 

that makes the difference... 

REPAIRS DONE PROPERLY... 
OR YOU DON’T PAY! 

Come Let The Professionals look after you, 
OVER 500 SCHOOLS DO! 
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Financial Planning — R.R.S.P.s 
In Fred Cacciotti 

The Registered Retirement Savings 
Plan (RRSP) is Canada’s most popu¬ 
lar method of deferring tax and accu¬ 

mulating income for retirement. 
1) Your RRSP contributions are tax deducti¬ 
ble. 
2) The investment income within the plan is 
not taxed until it is paid out. This means that 
the pre-tax income can be reinvested and 
compounded year after year. 
3) A tax savings is achieved because funds 
are usually not withdrawn until retirement, 
when you will probably be in a lower tax 
bracket. 
CURRENT DEDUCTION 

The ability to claim a tax deduction for 
your RRSP contribution will save taxes at 
your marginal tax rate. For example, if you 
are in a 50% marginal tax bracket, a 
contribution of $5,000 will reduce your taxes 
by $2,500. On this basis, a $5,000 contribution 
is in effect only costing you $2,500 in terms of 
cash outlay, yet the full $5.000 will be 
working for you. 
TAX SHELTERED GROWTH 

The advantage of tax-free compounding is 
greater than most people realize. For 
example, if you are in a 50% marginal tax 
bracket and you invest $3,500 per year at 10% 
for 20 years, your investment will grow to 
$121,516.00. On the other hand, if you 
contribute $3,500 each year to your RRSP 
and invest it at 10%, it will grow to $220,508. 
CONTRIBUTION LIMITS 

For the 1988 taxation year, if you did not 
belong to a pension plan, you can contribute 
up to 20% of earned income to a maximum of 
$7,500. If you are a pension plan member, you 
can contribute the lesser of 20% of earnings 
or $3,500 minus any pension plan 
contributions that you made. The Federal 
government has promised increased RRSP 
contribution limits. These new limits will be 
phased in starting in 1990 and will rise to 
$15,500 by 1995. 
START EARLY 

The key to building your RRSP is to start 
your contributions early in your career. It is 
often difficult to get excited about your re¬ 
tirement planning in your 20s or 30s, but, the 
longer your RRSP contributions have to 
grow, the greater the benefits of tax-free 
compounding. 

This is illustrated in the following table: 
ACCUMULATION OF CAPITAL AT 
AGE 60 

If you contribute $3,000 a year to an RRSP 
that is invested at 10%: 

Fred Cacciotti 

Starting at Age 
35 Value (« 60 
40 Value (« 60 
45 Value (« 60 
50 Value (« 60 
55 Value (« 60 

$324.546 
$189.006 
$104.850 
$52.593 
$20,148 

Not only should you make your RRSP 
contributions early in your career, but you 
should make them early in the year. If you 
are like most Canadians, you will not make 
your 1988 RRSP contribution until the March 
1st, 1989 deadline. The benefits of early 
contributions are dramatic over a period of 
time. For example, if you contribute $5.500 to 
your RRSP each year for 30 years, it would be 
worth $90,472 more if you made your contri¬ 
bution on January 1st of each year as opposed 
to December 31st, assuming a 10% return. 
SPOUSAL RRSP 
An often overlooked tax planning 

technique is the Spousal RRSP. This works 
best if your spouse has little or no income. 
You can claim a deduction for the 
contribution to your spouse’s plan, yet your 
spouse will be taxed on the RRSP payout 
provided that funds are not withdrawn within 
3 years of your last contribution. With a 
Spousal plan you will have two retirement 
incomes instead of one. The advantage of this 
is that you will pay far less tax on two $25,000 
a year retirement incomes than one $50.000 
annual income. 
ADDITIONAL CONTRIBUTIONS 
In addition to your regular RRSP 

contributions you can transfer certain types 
of income to your RRSP without limit. These 
types of income include: 
- Pension Income 
- Old Age Security 
- C.P.P. and Q.P.P. Pension Plan Payments 
- Certain Payments from a Deferred Profit 
Sharing Plan 
MATURITY OPTIONS 
Remember that you do not totally avoid 

taxes by contributing to an RRSP. You merely 
defer them. You will be taxed on the proceeds 
as you withdraw them. 

Essentially, you have three RRSP maturity 
options. You can simply withdraw your RRSP 
funds as cash; you can buy an annuity and 
receive a regular stream of income over a 
number of years or you can buy a Registered 
Retirement Income Fund (RR1F). You can 
also choose a combination of these options. 
Unlike a pension plan where you are 

usually subject to a reduced pension if you 
retire early, you can now select an RRSP 
maturity option at any age. In contrast to a 
pension plan where payments must generally 
start at the time of retirement, you do not 
have to start drawing money out of your 
RRSP until the year you turn 71. 
Consequently, if you find that your other 
income is sufficient to meet your retirement 
needs, you should leave your RRSP in trust. 
This way it will have a longer period of tax 
deferred growth. Be careful though, if you 
delay maturing your RRSP until the last 
minute, you may have to purchase an annuity 
or RRIF when interest rates are low. 
CREDITOR PROTECTION 

Unlike most private 
and government pension plans, an RRSP is 
not automatically protected from creditors. 
The major exception is an RRSP issued by a 
life insurance company. 

CONCLUSION 
An RRSP is more than a simple invest¬ 

ment. It should be an integral part of your re¬ 
tirement planning. By starting your RRSP 
program early and contributing as much as 
you can as often as you can, you will be re¬ 
warded with a financially secure retirement. 
ADDITIONAL CONTRIBUTIONS 

(Note: Proposed changes to the Income 
Tax Act may disallow all of these rollovers to 
an R.R.S.P. after 1989.) 
(Fred Cacciotti of Cacciotti Insurance 
Agencies, Oshawa, ON is a part-time 
songwriter and musician involved in life in¬ 
surance sales and financial planning.) 
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Product Review 

TEF System Audio Analyzer from Techron 
I» Benjamin Russell 

The TEF System from Techron, re¬ 
cently upgraded to the TEF System 
12 Plus, is not something you’ll find 

in every touring sound company’s racks. But 
you can be darn sure they know and most 
probably have used the services of someone 
who owns and operates one of these portable 
audio workstation computers. Real time au¬ 
dio analyzers can only take you so far in 
checking out a venue or system, and that’s 
where TEF steps in, utilizing TDS (Time De¬ 
lay Spectrometry) techniques to perform me¬ 
ticulously accurate frequency response, de¬ 
lay, reverberation, phase and energy meas¬ 
urements. 

This is the kind of stuff the average 
musician can't be bothered with, but it is 
absolutely crucial in the design of new 
venues or the optimization of old ones. 
Everybody knows how some rooms sound 
better than others but what they need to 
know, for clear accurate sound, is why a room 
isn’t working, or why a particular sound 
system just isn’t happening in an otherwise 
good room. That’s where the TEF System 
comes in. 

Your sound consultant will use it to help 
correct and adjust your system to maximize 
its punch. Here's an example. Let's say 
you’ve got a system you know is great, but for 
some reason, in a particular venue, your bot¬ 
tom end just disappears. Or everything’s aces 
except in a couple of spots where level seems 
to drop and things just sound honky. Your 
trusty sound consultant breezes in, opens his 
TEF System, runs a couple of tests and 
reveals that if you adjust the angle of a couple 
of cabinets, the problem goes away — phase 
cancellation was the culprit. Another 
example: You’re installing a system in an 
auditorium and there's a monster problem 
with feedback. Sure you can eq the problem 
away by cutting out a part of your sound 
spectrum but that's just putting a bandaid on 
it A few tests with the TEF System lead to 
the discovery of a reflective surface about 
two feet square on a beam on the ceiling. 
Covering it with sound absorbent material 
eliminates the feedback and the need to cut 
sound quality with EQ. 
Depending on the test, and what 

parameters you want to analyze, test results 
are shown on graphs on the built-in monitor. 
Typical graphs might be frequency versus 
energy, phase versus time, and so on. More 
esoteric views are also available. For instance 
a three dimensional graph might show 
frequency versus time versus energy. Or you 

could display polar graphs showing energy 
versus phase (a Nyquist Curve). 

The TEF System is sophisticated enough 
to perform a series of automated measure¬ 
ments to be analyzed later. All tests may be 
saved along with date, comments, location 
and a description of the job. Printouts can 
easily be made of the various graphs 
accompanied by descriptive text. Files may 
be exchanged by modem if desired. 

Perhaps the most significant thing about 
the TEF System is its ability to perform these 
tests right on the job. That’s absolutely 
essential in checking a sound system. The 
trouble with other forms of audio analysis is 

accuracy. Frequency can be displayed in 
resolution as fine as 0.115 Hz from DC 
(Direct Current) to 31.62 kHz. Time can be 
measured with a resolution of 2L5 micro¬ 
seconds. Suffice it to say the TEF System is 
accurate enough to be able to pick up 
geophysical vibrations and has applications in 
measuring earthquakes! Speaker and 
microphone manufacturers use TEF to check 
the specifications of their products. 

Closed, the TEF System 12 Plus is about 
the size of a small sample case and would fit 
easily under an airline seat. The case is solid 
metal and, according to the manual is built to 
withstand a drop to a concrete floor — we 

that they have difficulty separating the test 
signal from other factors. For instance, if you 
want to check for phase problems, how do 
you tell if the room is at fault, or the 
speakers? The TEF System allows you to 
focus on each component in the chain 
individually. Furthermore, the TEF System 
can completely ignore ambient noise. Tests 
can be performed while roadies are banging 
about or construction is going on. It 
effectively creates its own anechoic 
environment wherever it goes! 
Here’s how it works. Utilizing 3 

microprocessors (280 chips), a numeric pro¬ 
cessor, 1 Meg of RAM (Random Access Mem¬ 
ory), two 1.4 Meg high density 5 1/4" disk 
drives and a proprietary operating system 
known as TEF DOS, the computer sends out 
a signal that sweeps through a defined 
frequency range at a rate controlled by an 
internal quartz clock. 

Let's say you want to analyze your gear in a 
given hall. The signal is output to the system, 
sounds on the speakers and is then picked up 
by a microphone connected to the TEF’s 
input. The TEF analyzes the returned signal 
for any number of tests with incredible 

didn’t test that claim! One end folds down to 
reveal the front panel with power and reset 
buttons (no need to reach behind to reboot), a 
small green CRT and the 2 disk drives. The 
machine sports a ’qwerty’ keyboard equipped 
with 10 function keys along the top, as well as 
a numeric keypad. 

The rear panel, protected by an overlip on 
the casing, has balanced and unbalanced 
inputs, analyzer outputs, a test output, a 
video output (for use with a larger screen if 
desired), and there is space for an optional 
second input channel. There are 2 RS-232 
ports, and a parallel port for connection with 
peripheral devices. Here also are found 
power cord connections (there is a choice 
between AC and DC) and a screen brightness 
control. 

As we said, the TEF System is not the sort 
of thing the average person would use (it’s 
not cheap!), but those who want to have the 
whole story in sound either know about it, or 
should. Does your sound consultant have 
one? Hmm... 

(Benjamin Russell is a singer/composer/re-
cording artist based in Montreal.) 

CANADIAN MUSICIAN 71 



40 Track Recording With Breeding Ground 

l)\ Chris Vtardman 

Breeding Ground were discussing how 
they wanted their next album to 
sound (and how to finance it) when 

we came up with the apparently brilliant idea 
of recording it in my basement. This was be¬ 
cause I had been recording demos and writ¬ 
ing songs with John Shirreff and bassist Gary 
Quinn over a two year period on my 4 track, 
and we liked the atmosphere. 

Besides ‘atmosphere’ the only real pro gear 
1 had was a Shure 58 mic, an Ashley compres¬ 
sor and Yamaha NSIOM speakers. 

I knew I couldn't record live drums in my 
basement (which we definitely required) so 
we came up with a compromise solution of re¬ 
cording our bedtracks to 24 track and record¬ 
ing all the overdubs on some form of home 
multitrack. 

Erikson Music (Fostex Canada) indicated 
that they could make an E-16 (16 track) re¬ 
corder available to us, which opened the 
doors to making the project possible. 

We proceeded to record the bedtracks at 
Winfield Sound (bass and drums) and then 
made a stereo transfer from the 24-track tape 
onto the Fostex E-16. This meant we could 
overdub 13 more tracks (plus one track for 
time code) onto the Fostex, and later sync it 
up to the original 24-track of the bedtracks 
when we mixed. 

Little did we realize when we started out 
with our innocent idea that we would ulti¬ 
mately become involved in a 40-track ‘base¬ 
ment1 recording (minus 2 tracks for time 
code), especially since part of the theory was 
to avoid getting caught up in the 
technicalities of a 'big studio’ recording. 
Another can of worms was opened as well be¬ 
cause as the token engineering guy 1 knew 

we had to consider at least a minimum of 
technical details. 

I decided that if we had at least two strips 
of equalizers, we could record direct to tape 
without being at the mercy (or expense) of a 
studio quality board. After checking around 
we rented a stereo Focusrite EQ (from Num¬ 
ber Nine Rentals) for one month. 

Of course, we needed at least a 16 channel 
board to monitor the recorded tracks from 
the tape. We lucked in by borrowing a live 20 
channel board from studio engineer Bill Ken¬ 
nedy. Finally we rented a dbx compressor 
(P.A. Plus) and a Neumann U87 microphone 
(Teletech) for the vocals. 

The Focusrites, U87 and compressors are 
all standard in any major studio, and by re¬ 
cording straight to tape you avoid the need 
for expensive outboard gear (such as reverbs 
and delays) until you mix. 

After we recorded the bedtracks and col¬ 
lected all the various pieces of equipment, we 
began the fun part of basement recording. 
The guitars were recorded in an empty 

room in the basement. We used Fender and 
Marshall amps with various guitars and ef¬ 
fects. The basic setup was to close mic with 
the SM58 and then place a heavily com¬ 
pressed mic about 4 feet away to record the 
ambiance. These were recorded onto two 
separate tracks and were both eq'd through 
the Focusrites. 

For acoustic guitars we used the U87 
upstairs in the kitchen. The results were 
quite good - especially the sound of the clock 
ticking and the fridge turning on and off. 
Guitar player Hugh Gladish played an 

ancient Roland string machine through his 
Marshall amp on some tracks. This sounded 

pretty interesting when one of the cats 
jumped on the keyboard at the end of a take. 
Of course we kept it. 

Vocals were recorded in the living room 
during a heatwave. One good thing about the 
basement is that it’s always the coolest place 
in the house. The main advantage in the 
home recording situation is that we could 
spend as long as we wanted on trying out 
various approaches to the vocals. Molly 
Johnson (Alta Moda) sang the backing vocals 
on a few songs and yes you can hear the band 
going to the fridge for beer during some of 
her tracks. 

In our quest for new sounds, we sent Tad 
Winlarz (Chalk Circle) to the laundry room 
for his saxophone tracks. This created a huge 
natural reverb from the stone walls which 
sounded great in the final mix. 

After we had finished recording all of the 
tracks it was time to mix. One thing we hadn’t 
quite realized was the whole issue of syncing 
the two tape decks. For this you must lay 
down a sync code on one track of both ma¬ 
chines and then use an external controller to 
lock the two machines together (or set an 
Offset number until they are). 

Fostex lent us a 4030/4035 time code unit 
which worked extremely well in this applica¬ 
tion. 

Overall I found this to be a cost effective 
method of recording, enabling us to spend a 
lot of time without incurring the full cost of 
professional studio time. 

(Chris Wardman's production credits include 
albums for Chalk Circle (Mending Wall and 
The Great Leg) and Breeding Ground (Tails 
of Adventure). 
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It’s no surprise that the greatest drummers in 
the world play Zildjian cymbals. They’re the 
professionals who make drumming a fine art. 
They play Zildjian for the simple reason that it 
gives them the individual sound and style 
they’re famous for. 

Take Tommy Aldridge of Whitesnake, 1 

who’s also known for his work with Ozzy Osborne. And Simon 
Phillips, who’s played with Jeff Beck, Pete Townsend, and most 
recently with Mick Jagger. They’re two of the most respected 
drummers in the business who’ve been playing for as long as 
they can remember. 

Ask Tommy why he chose Zildjian and he’ll tell you, “There 
was never a question. I’ve played them from the start.” 

“They’re incredibly, unbelievably great sounding cymbals,” 
he says excitedly. “Each one has its own character. They’re really 
unique. And I can tell you, they’re extraordinarily durable.” 

Tommy adds, “I’ve tried others, but I’ve stuck with Zildjian. 
They give me the personality my music has to have. Let’s face it, 
you just can’t beat their sound.” 

Tommy loves A Zildjian cymbals with a brilliant finish. 
“They look so cool, they’re the greatest cymbals for Arena Rock.” 

Currently performing in the biggest stadiums around the 
world, Tommy uses the ZMC-1, Zildjian’s unique miking system, 

so that everyone in the audience can appreci¬ 
ate his cymbal sound. “The ZMC-1 system 
mies my cymbals individually so I can con¬ 
trol the sound and volume of each of the 
cymbals in my set-up.” 

“You can recognize a drummer by the 
sound of his cymbals,” says Simon Phillips. 

“Growing up in England, all the really hot drummers were 
using Zildjians. Louie Bellson, Gene Krupa, Buddy Rich, who’s 
always been an inspiration, all played Zildjians. If you were seri¬ 
ously into your music, there’s no question what cymbal you played.” 

Simon says he got his first Zildjian cymbal in 1969—a 20 "K 
Ride. “It was something special to play Zildjian. It still is.” Now 
one of his favorites is the Z Light Power Ride. “It gives me a 
ping I can’t find in any other cymbal.” 

“Zildjian cymbals are the best thing around,” says Tommy, who 
was initially inspired by Joe Morello of The Dave Brubeck Quartet 
before he became, as he calls himself, “A rock pig on pizza.” 

Both Tommy and Simon agree that Zildjian’s sound is 
“undeniably unique.” 

If you’d like to know more about the unique sound of Zildjian 
cymbals, stop by your Zildjian Í 
dealer. It doesn’t matter if he *1 XI« 
knows who you are, or not. 

/ The Only Serious Choice 
in Canada 

IF YOU KNOW 
WHO THEY ARE 

1 WE DON'T 
HAVE TO TELL 
YOU WHAT 
THEY PLAY. 

© 1988 Avedis Zildiian Comoanv 

For a copy of the Zildjian Cymbals and Accessories Catalog, send $4.00 to: 

Kief Music Ltd., 12387 84th Avenue, Surrey, B.C. V3W 5Y5 Canada. 



CLIPS ON IN SECONDS 

ASPRI REVERBERATION SYSTEM 
THE ONLY MECHANICAL REVERB FOR ACOUSTIC GUITARS 

$EQ95 
ONLY WW 

(+S4 50 postage and handling 
and applicable sales tax) 

AI Di Meola was impressed. 
You will be too. 

There was a time when you would need to invest thousands of dollars to 
enhance the sound of your acoustic guitar, to give you that feeling of playing 
in a concert hall or in a recording studio. Now, you can bring the studio home 
for a fraction of that cost. 

EXCLUSIVELY FROM THE MANUFACTURER - NOT AVAILABLE IN STORES 

HOW TO ORDER 
TO ORDER YOUR ASPRI REVERBERATION SYSTEM. ATTRACTIVELY PACKAGED WITH 
FULL INSTRUCTIONS. CALL TOLL-FREE 

Order your Aspri Reverb™ now and discover a new dimension in guitar 
playing. Experience the full and rich reverberation, totally natural. No amplifier, 
no pick-up, no wires, no batteries... no hiss, no hum, no distortion. Imagine: 
total freedom! You won't believe that your guitar could have sounded that 
good and that clean. 

The Aspri Reverb™ is an amazing compact unit that clips on and off in 
seconds on most acoustic guitars with a traditional saddle (whether classical or 
steel strings). There are no holes to drill, no screws, no glue to set it up: 
absolutely nothing to modify your guitar. 

The Aspri Reverb™ is not available in stores. Order your unit now. For less 
than the price of a few sets of strings you will get a sound that opens up a 
whole new world of music experience. 

/CPRI ASPRI CREATIVE ACOUSTICS 

1-800-267-2420 
FROM 9:00 A M. TO 12:00 MIDNIGHT(E.S.T) - MONDAY THROUGH SATURDAY 

(ask for operator #117) 
We accept VISA and MASTERCARD 

OR CLIP THIS COUPON AND SEND WITH MONEY ORDER OR CHECK TO: 
ASPRI CREATIVE ACOUSTICS 
DEPT. CM-1, 6963 St-Hubert St., Suite 200. Montreal. Quebec H2S 2N1 

Please send me the Aspri Reverberation System I have enclosed a money order/check 
for $59.95 + $4.50 postage and handling (+ applicable sales tax). 

FIRST NAME LAST NAME 

NO STREET APT 

CITY STATE ZIP CODE 

SIGNATURE DEPT CM-1 

PLEASE ALLOW 4 TO 6 WEEKS FOR DELIVERY — NO CO D ORDERS 
GUARANTEE: You will have 14 days to examine and use the Aspri Reverberation System 
on your own guitar at home. If for any reason whatsoever you are not completely satisfied, 
simply return the Aspri Reverberation System within 14 days. Your money will be fully 
refunded . no questions asked. 



W P-9440 Power Amplifier 

The new WP-9440 stereo power ampli¬ 
fier delivers 400 watts per channel 
into 8 ohm loads, and may be bridged 

for mono use to deliver up to 2,000 watts into 
2 ohm loads. 

Its 'Dual Mono' construction uses two elec¬ 
trically and physically separate power ampli¬ 
fiers sharing on the AC power cord, the cool¬ 
ing fan and the chassis. There are separate 
power switches for the two sides, eliminating 
the possibility of cross-channel interference. 
It also provides full single channel back-up in 
the event of failure. 

The WP-9440 provides multiple protection 

systems to warn of abnormal situations, and 
protects both itself and speaker systems from 
transients, overheating and short circuits. 
Monitor input and output connections are lo¬ 
cated on the rear panel. 

The WP-9440 joins the existing family of 
Ramsa amplifiers which are available in 50. 
100 and 200-watt per channel versions. 

Ramsa is a brand name of Matsushita Elec¬ 
tric of Canada Limited along with Panasonic. 
Technics and Quasar. 

For more information, contact: Matsushita 
Electric of Canada Ltd.. 5770 Ambler Dr.. 
Mississauga, ON L4W 2T3 (416) 624-5010. 

Cobra 
Road Cases 
Cobra Road Cases, a new Canadian 

company owned by Paul Taylor and 
Steve Binder, introduces its line of 

protective cases custom made to suit each in¬ 
dividual’s special needs. Uses range from 
guitar cases, effects racks and drum cases to 
pedal boards, briefcases and more. Profes¬ 
sional heavy duty construction using quality 
rivets and ABS plastic coated material en¬ 
sures that all contents are well protected at 
all times. 

For more information, contact: Cobra Road 
Cases & Staging Accessories. 3858 
Chesswood Dr.. Downsview, ON M3J 2W6 
(416) 398-0743. 

GREY MATTER products are distributed in Canada by 

MUSICWARE DISTRIBUTORS, Inc. 1573 Eglinton Ave. W. 
Suite 3, Toronto, ON M6E 2G9 phone (416) 785 3311 

DX71 
We ad. 
• POLYTIMBRAL w/DYNAMIC VOICE ALLOCATION: playS 
Internal patches at a time... No kidding. Plus El allo¬ 
cates notes to patches as you need them. 

• SEIquencerputs the power of a 16 track digital recorder 
within your DX7II/DX7S. Everything from real-time/step 
recording to MIDI sync to a 16,000 event capacity - plus, 
you can play any track on the polytimbral 0X7 or on any 
MIDI channel. It's an entire MIDI studio in one instrument. 

• El’s Performance ENGINE" gives you complete control 
over your entire MIDI setup. From multi-instrumental 
patch mapping and MIDI data processing, to 16 track 
arpeggios and ostinato patterns, to stunningly rich multi-
timbral chords and beyond. The ENGINE takes you there. 

• Of course, memory is expanded to 256 patches and 128 
greatly enhanced performances. 

• Add to all this other features like the incredible MIDI 
monitor Voyeur", expanded disk buffer size on the 
FD(128k), and El’s exclusive micro tuning compilers and 
you’ve got everything you’ve ever wanted from your 0X711/ 
DX7s. Run to your local Yamaha/Grey Matter dealer... 
Now! 

YAMAHA 

DUII 
5 c r i C s 



Yorkville Introduces 
MP-4 Powered Mixer 

Yorkville Sound has just begun manu¬ 
facturing, under the Micromix series 
name, a new 4-channel, 140 watt pow¬ 

ered mixer. Aimed as much at the installation 
market as at the musician, the MP-4 is a no¬ 
frills but professionally specified unit featur¬ 
ing balanced XLR inputs (all channels), un¬ 
balanced 1/4" (on channels 1,2&3), dual 
summed RCA inputs (on channel 4), preamp 

clip indicator, master level and 3-way tone 
controls and an effects loop. The MP-4 can 
optionally be rack-mounted and is ideal for 
fixed installations, small P.A. set-ups, re¬ 
hearsals. keyboard mixing, DJ work. etc. 

For more information, contact: Yorkville 
Sound Ltd., 80 Midwest Rd., Unit 1. Scar¬ 
borough. ON M1P 4R2 (416) 751-8481. 

Audix 
Digital Monitors 

Digital Design, a newly formed divi¬ 
sion of Audix Corporation, has intro¬ 
duced a series of near field studio 

monitors. Model LS-161 is a two-way acoustic 
suspension loudspeaker system featuring a 6 
1/2" polypropylene woofer and a one inch, 
phase corrected ferrofluid cooled polymer 
dome tweeter. The woofer features a tex¬ 
tured semi-hyperbolic cone, a ventilated 
nomex voice coil former, 4-layer high temp 
wire, and a closed cell polyurethane foam 
surrounded with precise edge termination 
properties. The tweeter, due to its ultra-light 
moving mass and liquid cooling, provides ex¬ 
cellent transient response, and dampens the 
fundamental resonance, thus simplifying 
crossover termination. The tweeter and 
woofer are time corrected and produce a 
point source for superior image localization. 
The 161 is also magnetically shielded for post 
production application. Digital Design speak¬ 
ers are made in the USA. 

For more information, contact: Peter Janis, 
TMI, PO Box 279, Port Coquitlam, BC V3C 
3V7 (604) 464-1341. 

If You Take Music 
Seriously... 

Take Serious Training. 
EÁ INSTITUTE OF COMMUNICATION ARTS 
ONE 8 TWO YEAR CERTIFICATE PROGRAMS/PART-TIME STUDIES 

Commercial Music Performance • Audio Engineering • Music Production • Video Production • Music 
Theory and Arranging • Electronic Muaic and Synthesizers • Audio Production • Technique lor Video • 
Entertainment Business • Sound Renforcement • Audio Electronica • Effective Communications • 
Instrument Tutorials • Vocal • Piano • Guitar • Homs • Saxophone • Bass Guitar • Drums/Percuescn 

Eligible for Cdn. Fed. 8 Prov. Loans recognized by U.S. Dept, of Ed. 8 eligible for 
U.S. student loans 

For further information: K ▲ THE INSTITUTE OF COMMUNICATION ARTS 
IC A Institute Second Floor 34 West 8th Ave. Vancouver. B C V5Y 1M7 (6O4> 876-0451 

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

MUSIC 
SUMMER/FALL '89 
• Four-year degree programs (BFA and BA) 

• Specialized courses in jazz, classical ensemble 
performance, composition, electronic media, 
theory, history, ethnomusicology, performance in 
non-Western music 

• Master's program in Musicology of Contemporary 
Cultures 

• SUMMER: intensive performance workshops 
in jazz, July-August; also other summer courses 

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

For further information, contact: 
Room 216A, Faculty of Fine Arts, 
York University, 
4700 Keele Street, North York, 
Ontario, Canada M3J 1P3 
Telephone (416) 736-5135 
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Casio Has Realistic Piano Sound P.A.V.S. 19 From A.R.M 

REPRESENTING ALL PUBLISHERS 

STICK WITH VIC •vocal scores • youth musicals 

BAND 

Trénce 

CHAPPELL MUSIC CANADA LIMITED 
85 Sc»r»dile Ro*d. Don Mill*. Ontario 

WARNER / CHAPPELL 
MUSIC CANADA LTD. 

sound source envelope according to the de¬ 
gree of pedal depression). 
The CPS-700 features MIDI and permits 

connection with other MIDI instruments, 
sound sources, sequencers and personal 
computers. 

The keyboard has a line out jack, MIDI IN/ 
OUT terminals, AC adaptor jack, damper 
pedal jack and phone jack. It can operate on 
AC power (with optional AD-5 AC adaptor), 
DC (six D size manganese dry batteries), and 
car battery (requires optional CA-5 car adapt¬ 
or). 

For more information, contact: Casio Cana¬ 
da Ltd.. 2100 Ellesmere Rd.. Suite 240. Scar¬ 
borough. ON M1H 3B7 (416) 431-3747. 

WIDE SELECTION OF MUSIC 
FEATURING: 

PS-7(X) is a 76-key. 16-note polypho¬ 
nic keyboard featuring 'touch re¬ 
sponse’ to accommodate keyboard 

dynamics. It utilizes a PCM sound source 
based on 12-bit sampling technology. The 
sound source provides five built-in tones: 
piano, harpsichord, vibraphone, electric pia¬ 
no, and pipe organ. 

The CPS-700 contains 45 classical auto¬ 
play demonstration tunes from baroque com¬ 
posers such as Beethoven. Bach. Chopin, Mo¬ 
zart and others. It is possible to set the tunes 
for auto-play and play along with them. 
The keyboard’s advanced damper pedal 

design allows multi-stage control of sustain 
(accomplished by actually changing the 

AT BETTER 
MUSIC STORES 

FROM COAST..... 

.A.V.S. 19 is a rack mountable power 
distribution unit with a light and re¬ 
flecting prism, such that units 

mounted below P.A.V.S. 19 will have their 
controls illuminated. 

The 8 AC sockets at the rear of the unit are 
surge protected and filtered to remove spikes 
and other normal mains interference prob¬ 
lems. 

P.A.V.S. L9 is protected by a fast acting 10 
amp fuse, accessed at the rear panel. A fixed 
heavy-duty grounded input cable is fitted for 
long term reliability. 
The light and 8 AC outlets are si¬ 

multaneously switched on and off by the pow¬ 
er switch on the front panel. Advertising can 
be mounted across the prism, and for those 
installations where white light may be obtru¬ 
sive, an ultraviolet tube can be fitted, thereby 
ensuring only rack equipment details will be 
illumi-nated. Further, two different coloured 
’stick-on’ light filters are provided, enabling 
the user to soften light coming through the 
prism, should this effect be desired. 

For more information, contact: Applied Re¬ 
search and Marketing Inc., 388 Carlaw Ave., 
Toronto, ON M4M 2T4 (416) 465-6584. 

• jazz improvisation 
• stage band 
• methods 
• orchestra 

• concert band 
• studies 

• marching band 
• collections 

CALL USI . .. in Toronto . . . 416-445-3131 
in Ontario ... 1-800-268-7846 

in the rest of Canada .. . 1-800-268-7736 

CHORAL 

• collections • vocal selections 
• instrumental paks 
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Pixel Super Librarian 
With Superlib Desk Accessory 

Pixel Publishing has announced the 
release of Super Librarian, a MIDI 
patchmanagement program for the 

Atari ST. 
Super Librarian is a comprehensive MIDI 

database available for the ST. At present, it 
supports over 40 different MIDI instruments. 
Instructions for sysex data transfers for 
individual devices are stored in ‘profiles', and 
can be asily altered or updated by the user. 
As new devices reach the market, their 
'profiles’ will be made available, at no cost, to 
registered users. Users will be able to up¬ 
grade their Super Librarian in a matter of mi¬ 
nutes. 

Super Librarian allows the user to send 
and receive patch information from multiple 
MIDI devices. Using the Bulk Organizer fea¬ 
ture, patches may be copied, swapped or re¬ 
named. and banks may be reorganized to suit 
the user’s needs. 

Up to eight devices may be accessed at any 
one time via the Device Panel, and each de¬ 

vice can store up to 288 files. A file may con¬ 
tain information for an entire bank, a se¬ 
quence or even a single patch. Multiple De¬ 
vice Panels may be stored to disk, allowing 
the user to create an infinite number of con¬ 
figurations. 

The devices may be accessed on discrete 
MIDI channels, and Super Librarian will ad¬ 
dress a programmable MIDI Patch Bay, mak¬ 
ing sure that sysex data is routed to the prop¬ 
er device. 

The Super Librarian program also includes 
the Superlib Desk accessory that allows the 
user to transmit files while operating any 
GEM-based sequencer. Other features in¬ 
clude a Mini Sequencer, allowing the user to 
audition patches from within the program, 
and selectable English or French menus and 
screen display. 

For more information, contact: Pixel Pub¬ 
lishing. 1573 Eglinton Ave. W., #3. Toronto. 
ON M6E 2G9 (416) 785-3036. 

INVISIBLE 
Expands 
Workstation 
Products 

Invisible Products Corporation has unveiled its new MS3000 MIDI-Studio 
Workstation, the world's first patented 

support system for large MIDI setups utiliz¬ 
ing computers. The Workstation's three tiers 
and two shelves are each height adjustable 
from 27 3/4" to 49". for user flexibility. The 
MS3000 integrates and supports an entire 
music system on less than five square feet of 
floor area, making it ideal for anyone working 
in limited space. 

Invisible stands are manufactured in the 
U.S.A, and are guaranteed for five years. 

For more information, contact: Tom Lee 
Music Co. Ltd.. 952 Granville St.. Vancouver. 
BC V6V 1L2 (604) 685-8471. 

OVER 10,000 STUDENTS 
NATIONALLY SINCE 1980 

nusic FOR YOUNG CHILDREN 
byF. BalOdiSM. Ed., A.R.C.T. 

Opportunity awaits YOU in myc 
- teach part time or full time 
- teach in your own home 
- manage your own business 
- good communication with other 
teachers and coordinators 

- exciting teacher seminar and 
teachers manuals to guide you 

I n Music for Young Children 
Parents. Children and Teachers 
are all involved in creating music 
together! 
Small group instruction in singing, 
keyboard, rhythm, ear training, sight 
reading and theory. 

Por information contact: 
Frances Balodis M Ed.. A.R.C.T. 
72 Kingsford Court. 
Kanata, ON 
K2K IT9 
1613) 592-7565 

HUMBER 

Humber 

Graduates are currently working in: 
• Writing 
• Arranging 
• Copying 
• Performing with major bands and 

orchestras on radio, T.V. and records 

Ensemble Instruction: 
Jazz Small Groups 
Fusion Bands 
Big Bands 
Jazz Choir 
Rock/Commercial Bands 
Electric/Midi Band 
Brass/Percusslon/Woodwind Ensembles 

Instrumental Workshops 
Jazz ImprovisiorVArranging/Composition/ 
Orchestration/Theory/EarTraining/Reading 
Individual Instruction/Computer/Midi Lab 

Major Instrument Instruction in 
• Bass 
• Brass 
• Woodwind 
• Guitar 

• Keyboard 
• Percussion 
• Drums 
• Voice 

Contact Paul Read 
Director of Music, 
205 Humber College Blvd. 
Etobicoke, Ontario M9W 5L7 
(416) 675-3111 ext. 4429 

Please indicate the instrument of your choice when 
requesting information. 
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Digital Powered Stereo Guitar 
Combo From Gallien-Krueger 

The 2100CEL Digital Powered Stereo 
Guitar Amplifier features a switching 
power supply with two 100 watt 

switching power amplifiers as well as sophis¬ 
ticated preamp circuitry that includes chan¬ 
nel switching, built-in studio quality effects, 
and a variety of inputs and outputs for profes¬ 
sional applications. It is packaged with two 8" 
speakers in a compact and lightweight metal 
enclosure. 

Four new technologies are incorporated 
into the 2100CEL. They include the Series 
Resonant Switching Power Supply, Switching 
Power Amplifiers, Downward Expanding 
Noise Reduction and Serial Data 
Footswitching Technology. The result is a re¬ 
duction in size, weight and heat of the amp as 
well as eliminating the hum or interference 
found in most conventional amps. 

The 2100CEL includes a variety of built-in 
effects: compressor on both channels for add¬ 
ed sustain, adjustable stereo reverb for add¬ 
ed depth, fully adjustable stereo chorus (both 
rate and depth can be controlled). Also 
included is a built-in noise reduction system 

on each channel with adjustments for thresh¬ 
old and fast and slow release times to elimi¬ 
nate all noise, including noise from any exter¬ 
nal device patched into the effects loop or 
auxiliary in. 

Inputs include one guitar input (on the 
front panel), an effects loop for interfacing 
with mono signal processing equipment and a 
stereo aux in for returning stereo effects in 
the effects loop or adding a signal from a ste¬ 
reo source. Outputs include left and right 
balanced low impedance outputs (switchable 
from stereo to mono) and both left and right 
external speaker jacks. The level of the pow¬ 
er amplifiers in the 2100CEL can be con¬ 
trolled independently of the balanced outs 
with a front panel master volume. 

A five-function digital foot controller, the 
Gallien-Krueger RFG5, is available for 
switching channels A/B, compression on/off, 
gain boost on/off (on “B” channel only), ste¬ 
reo reverb on/off, and stereo chorus on/off. 

For more information, contact: Heinl Elec¬ 
tronics Inc., 41 Industrial Parkway South, Au¬ 
rora, ON MG 3Y5 (416) 727-1951.’ 

Akai S-950 
Digital Sampler 

TMI has announced the release of the 
Akai S-950 digital sampler. The S-950 
offers various sampling rates with a 

maximum 48kHz and a 12 bit linear resolu¬ 
tion. The option of "load while playing” will 
interest anyone who plays in a live context, or 
a studio situation where time is money. Fea¬ 
turing a direct to digital CD/RDAT interface 
with optional hard drive storage, the S-950 
may find its way into many pro keyboard 
racks. The internal memory of the unit is 750 
kilobytes and can be expanded to 2.25 
megabytes. It features expanded keygroups 
(99) and the increased programs (200) com¬ 
bined with a time stretch feature, which can 
vary the length of a sample without altering 
the pitch. Both high density and regular 
double density discs can be used. 

For further details, contact: TMI, 2530 
Davies Ave.. Port Coquitlam. BC V3C 3V7 
(604) 464-1341. 

Never! 
It has a totally new heat exchanger, devel¬ 

oped after seven years of field experience 
with artificial smoke. And its external tank can 
be refilled without stopping operation in mid¬ 
scene. 

With Rosco’s new 1500 Smoke Machine 
your act won’t go up In a puff of smoke. 

Rosco Laboratories Ltd. 
1271 Denison Street, #66 
Markham, Ontario L3R 4B5 
(416) 475-1400 
Other offices in: New York, Hollywood, 
London, Madrid, Tokyo and Lisbon 

From wispy cigarette smoke to stage-filling Perfect for concert tours, the 1500 emits 
clouds, Rosco’s 1500 will never quit smoking. » safe, extra-dry smoke instead of the wet, un¬ 

comfortable kind. It’s portable. It uses non-
toxic, non-flammable Rosco Smoke Fluid, 
available everywhere. And its remote control 
comes as standard equipment. All at a price 
that won’t blow your budget. 

Fact is, our smoke fluid won an Academy 
Award. So you know the 1500’s reliability is 
not just a pipe dream. 

rosco 



Aspri Mechanical Reverb 

S.R. & D. Stereo Modular Amplifier 

August 26th - Sept. 3rd, 1989 

Jazz Camp 
August 19 - 25, 1989 

For more information, contact: (416) 922-1591 

ROCKMAN 

rockman 

If it's a music method, and we 
advertise it, we've got it. No 
backorders. We also carry a 
large selection of pop, per¬ 
sonality, country, instrumen¬ 
tal, classics, speed music and 
tablature. 

fter almost two years of research and 
a Boston tour, Tom Scholz and his 
staff of engineers at SR&D (Scholz 

Research and Development) have come up 
with what they claim is the “ultimate stereo 
stage system” for guitar, the Rockman Stereo 
Modular Amplifier. 

Housed inside the AC-powered head case 
are four different configurations of Rockman 
Rock Modules which include the Sustainer, 
Distortion Generator, 12-band Instrument 
Equalizer, Stereo Chorus, and Stereo Echo. 
MIDI control is provided by the new MIDI 
Octopus Effects Switcher module. A 500 watt 
stereo power amp drives the Rockman speak¬ 
er cabinets, which are designed to avoid the 
loud spots and holes found in front of typical 
4x12 cabinets. 

The modular design allows for updating 
and expanding the system at any time. 

For more information contact: Scholz Re¬ 
search and Development, Inc., 1560 Trapelo 
Rd., Waltham. MA 02154 (617) 890-5211. 

IT S IN STOCK! 
WE GUARANTEE! 

spri Creative Acoustics has an¬ 
nounced the launch of a new concept 
in artificial reverberation designed 

for acoustic guitars. The Aspri Reverberation 
System is a mechanical reverberation device 
- it uses no batteries or power supply of any 
kind. Intended for use with all classical-style 
(nylon string) acoustic guitars as well as most 
steel string models, the unit clips on to the 
bridge of the instrument with a ‘talon’ or 
clamp over the foot. 

Installation is relatively easy by following 
the enclosed instructions. The first time it’s 
installed it must be adjusted for the particu¬ 
lar instrument, but once it has been fine 
tuned it may be removed when putting the 
guitar in its case, and reinstalled when 
needed for practicing or performance. 

This unique device utilizes springs which 
are hidden inside the black plastic housing, it 
doesn’t touch the sound board of the instru¬ 
ment, so it does not affect the volume or tone 
of the guitar, but merely adds a reverberation 
effect. 

For more information, contact: Aspri Crea¬ 
tive Acoustic, 6963 St. Hubert St., Suite 200, 
Montreal. PQ H2S 2M1 (514) 274-3658. 

Cliff Lauzon • Keith Williams • Jack Denton 

(416) 470-6120 

NATIONAL MUSIC METHODS 

80 Esna Park Drive, Unit 17 

Markham, Ontario L3R 2R6 

CALL TOLL FREE ACROSS CANADA 
1-800-668-5767 

Canada's fastest service in print music. 
We care about your business!! 

I nterpro vincial 
Music Camp 
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SERVICES FOR SÄLE 
TIMELESS INSTRUMENTS 
has custom-designed acoustic 
guitars for you. Acoustic Steel¬ 
string classical. Flat-top bass and 
solid-body electrics. Also inten¬ 
sive learn as you build Acoustic 
Guitar Construction Seminars. 
Luthier supplies available. Write: 
TIMELESS INSTRUMENTS. 
Box 51. Tugaske, SK SOH 4B0 
Phone 759-2042. 

CASTORED HEAVY G.A. 
STEEL RACKS. Standard 19" 
rails front and rear — charcoal 
grey welded frame with white 
beige splatter finish sides. O.I). 
45Hx21.5Wx35D. Ideal for stu¬ 
dio. demo use. Brand new — still 
in wraps. $250 each. Phone Chris 
at (416) 822-4394 after 6:00pm. 

VINTAGE GUITARS WILL 
BUY, SELL OR TRADE 
Fender and Gibson electrics, '55 
Fender Stratocaster SB, '57 
Fender Stratocaster SB, '64 
Stratocaster-Cherry, '59 Gibson 
Les Paul-Standard, '58 Gibson 
Flying-V, '48 Fender 
Broadcaster, '59 Les Paul Junior. 
MANY. MANY MORE! Cal! (416) 
420-6380 or write to: Box 327. 
Canadian Musician. 20 Holly St.. 
#101. Toronto, ON M4S 2E6. 

BRAND NEW 1955-59 
Archtop hollow-body guitars. 
Never played! These instru¬ 
ments were forgotten in a ware¬ 
house for over 30 years. Fitted 
with original hand-made pickups. 
Six different models, starting 
price at $750.00. For free price 
list write: ONTARIO GUITAR 
COMPANY. 330 Elm St. E.. 
Sudbury, ON P3B 1N8 or call 
(705) 674-0886. 

THE TWELFTH FRET 
GUITARIST’S PRO SHOP; 
repairs and resorations to all 
fretted instruments. Builders of 
fine handmade electric and 
acoustic guitars. Repairs ac¬ 
cepted from across Canada. We 
mail-order Gibson, Fender. 
Ibanez, Charvel, Kramer, Martin. 
Norman and simón and Patrick 
guitars. Plus multitrack, effects, 
amps etc. by Fender, Marshall. 
Randall, Rockman. Alesis. Fostex 
multitrack. Shure. Samson. ADA. 
Digitech, DOI), Boss, Roland. 
ETC. at low, low prices. Write: 
920 Kingston Rd.. Toronto, ON 
M4E 1S5 (416) 694-8162. 

LEARN TO PLAY GUITAR at 
home at your own pace. We have 
instructional tapes & books by 
such artists as: Vivian Campbell, 
Rik Emmett, Malmsteen, George 
Lynch and from such names as 
Hot Licks. Star Licks. Lightning 
Licks and rock performance mu¬ 
sic. Send for your free catalogue 
today. Morelli’s Music, 361 12th 
St. E„ Owen Sound. ON N4K 
1W1 (519) 376-5533. Dealer 
inquiries invited. 

LEGAL SERVICES FOR 
THE CREATIVE ARTS. Musi¬ 
cians. songwriters, producers, 
recording companies, etc. If you 
work in the creative arts and 
need legal advice, call: 
BRENDAN J. MOHER, BAR¬ 
RISTER & SOLICITOR, 618A 
Queen St. W„ Toronto. ON M6J 
1E4 (416) 862 -7892. 

DOUG THOMPSON GUI¬ 
TARS: Custom building, resto¬ 
rations and repairs. Write: Box 
8411. Nelson. BC VIL 6A5. Tele¬ 
phone (604) 359-7724. 

RECORDING 
ATTENTION 
SONGWRITERS. Budget 
demos and cassette releases. 
Convenient inexpensive mail 
service. Guaranteed work. For 
Brochure write Kanoson Produc¬ 
tions, 468 8e Rang. RR#3, South 
Durham, PQ JOH 2C0. 

CREATIVE 
SERVICES 
CREATIVE GRAPHIC DE¬ 
SIGN for album covers, bro¬ 
chures, catalogues & 
promotional literature. Whitney 
Graphics. 20 Holly St.. #101, To¬ 
ronto. ON M4S 2E6 (416) 485-
8292. 

EDUCATION 
HOW TO FIGURE OUT 
CHORDS TO A SONG. Im¬ 
prove your ear and playing abili¬ 
ty with dynamic new manual. 
Send $5.00 plus $1.00 shipping. 
LI) MARKETING. 9S-105 
Dovedale. Whitby. ON LIN 1Z7. 

PUBLICATIONS 
DO YOU KNOW WHERE 
YOUR CM IS? Occasionally you 
miss an issue of Canadian Musi¬ 
cian. Likely, your subscription in¬ 
formation has been input cor¬ 
rectly on our system, but some¬ 
how, somewhere the odd issue 
goes astray. If this happens to 
you by all means call us at (416) 
485-8284 or write Canadian Mu¬ 
sician. 20 Holly St.. #101. Toron¬ 
to. ON M4S 2Ê6. 

CANADIAN MUSICIAN -
Back issues. Mar/Apr'79, May/ 
June’79, July/ Aug '79, Sept/Oct 
'79. Nov/Dec '79. Jan/Feb '80. 
Mar/Apr '80. May/June '80. July/ 
Aug '80. Sept/Oct '80, Nov/Dec 
'80. Jan/Feb '81. Mar/Apr '81. 
May/June '81. July/Aug '81, Sept/ 
Oct '81. Nov/ Dec '81, Jan/Feb 
'82. Mar/Apr '82. May/June '82. 
July/Aug '82. Sept/Oct '82. Nov/ 
Dec '82, Jan/Feb '83. Mar/Apr 
'83. May/June '83. July/Aug '83, 
Sept/Oct '83, Nov/Dec '83, Jan/ 
Feb '84. Mar/ Apr '84. May/June 
'84. July/Aug '84, Sept/Oct '84, 
Nov/Dec '84, Jan/Feb '85, Mar/ 
Apr '85. May/June '85. Julv/Aug 
'85. Sept/Oct '85. Nov/Dec '85. 
Jan/Feb '86. Mar/Apr '86, May/ 
June ’86,July/Aug '86. Sept/Oct 
'86, Nov/Dec '86, Jan/Feb '87, 
Mar/Apr '87, May/June '87, July/ 
Aug '87. Sept/Oct '87. Nov/Dec 
87. Jan/Feb '88, Mar/Apr '88. 
May/June '88. July/Aug '88, Sept/ 
Oct '88. Nov/Dec '88. $2.75 per 
copy. 20 Holly St., #101, Toron¬ 
to, ON M4S 2E6 - Visa, 
Mastercard and American Ex¬ 
press accepted. 

IF YOU’RE LOOKING FOR 
AN INEXPENSIVE WAY TO 
ADVERTISE YOUR SMALL 
BUSINESS TO A LUCRA¬ 
TIVE MUSIC MARKET, 
UM)K TO OUR CLASSIFIED 
SECTION OF CANADIAN 
MUSICIAN MAGAZINE. 
Rates: 90 cents per word. Mini¬ 
mum $15. Frequency discount: 3 
ads - 4%, 6 ads - 8%, 12 ads -
12%. Payment in advance. Visa, 
Mastercard and American Ex¬ 
press accepted. Canadian Musi¬ 
cian. 20 Holly St., # 101, Toronto, 
ON M4S 2E6 (416) 485-8284. 
FAX (416) 485-8924. 
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Creative Serviees Record Manufacturers Music Store Consultants 

\ll SIC-KUATKD CANKERS 

I vu 

M1B 2W3 77 (416) 298-8190 

Lawvers Sound Reinforcement 

MARKETPLACE 

CONTACT: JANET KOPP 

(416) 485-8284. 

MIDI 
music software 

/w 

WHITNEY GtAPHICS 

CONTACT: NUALA BYLES 

(416) 485-8292 

The Speed of Sound ™ 

CANADA S ONLY RETAIL 
MUSIC WAREHOUSE 
—OPEN TILL 9:00— 

"Master Tracks Pro offers a comprehensive range of powerful global 
editing commands. Even in a world dominated by sequencers, this one 
stands out from the rest. If you're just getting in to using the Macintosh 
(or Atari ST) as a musical tool and you're looking to choose a sequencer, 
Master Tracks Pro definitely qualifies amongst the very best of what's 
currently available " Jim Burgess. Music Technology. July 1987 

"Master Tracks Pro... a program clearly designed to be the do-it-all Mac 
sequencer. This sequencer is one of the most impressive we've seen for 
any computer. " Ted Greenwald, Keyboard, July 1987 

Look what they're saying about Master Tracks Pro, 

available now for the Macintosh and Atari ST: 

CANADA'S LARGEST 
CUSTOM MANUFACTURER 

OF RECORDS. TAPES 
& COMPACT DISCS 

"Master Tracks Pro is doing a great job for me, and has solved my needs 
for a reliable sequencer that offers more features.The more I use this 
program, the more I like it. Once you've played with graphic modulation 
editing, it's hard to go back to any other method." 
Craig Anderton, Electronic Musician, August 1987 

Plum Laboratories 
209 259 Dufferin Si., Toronto, 
ON M6K 1Z5 (416) 535-5227 

Distributed in Canada by: 
MUSICWARE DISTRIBUTORS 
1573 Eglinton Avenue West 
Toronto, Ontario M6E 2G9 
(416) 785-3311 

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

mona coxson 
Music Career Consultant 

WHEN ONLY THE BEST 
WILL DO . . . 

>1 ' hElRRA 

NOTRE NOUVtllf SALIE DEMPOSIT ON 
i out VISIT OUR Nt W SHOWROOM 

PASSPORT DESIGNS, INC. 
625 Miramontes Street 

Half Moon Bay. California USA 94019 
(415)726-0280 

DESIGN & CREATIVE 
SERVICES 

9201 YONGE ST 19 GLEN WATFORD DR 
RICHMOND HILL. ON SCARBOROUGH. ON 

(416) 889-6382 (416) 293-7739 

Passport produces high quality music 
software for professionals, amateurs and 
music educators. Our complete line of 
products includes MIDI sequencers, 
music printing software, synth editing 
software and MIDI Interfaces. 

Passport has music software and MIDI 
Interfaces for the Macintosh, Atari ST, 
IBM pc, Apple Ile, Ile, IIGS, Commodore 
64, 128, ana Laser 128 computers. 

PUBLICITY PHOTOS 
100 prints 8” x IO” 

$99.00 Black & White 
$155.00 Colour 

from supplied negative 
— samples upon request + 

12% FST & Ontario residents + 
8°/o PST. Mail orders accepted 
with payment and $11.00 for 

shipping. 

If you require the 
services of a lawyer 
specializing in entertain-
ment/music law. the 
Communications and En¬ 
tertainment law section at 
McCarthy & McCarthy 
can help. Contact: Ste¬ 
phen Stohn, Graham 
I lenderson or Peter 
Grant at (416) 362-1812. 

El emram 
2255 Markham Road. Scarborough. Ont 
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600 Cecil Street 

Buchanan. Michigan 49107 

Phone: 616-695-6831 

In Canada: Electro-Voice. Div. 

345 Herbert Street 

Gananoque, Ontario K7G2V1 

Electro-Voice was the /Jr 
first t^ discover and apply 
neod^Bam technology in pro-
fessioWl audio products. 

You’ll find that experience in our 
exclusive N/DYM'" 1 high-frequency driver. 

The N/DYM 1 outperforms our very 
own DH1A—the industry standard some 
said couldn't be improved—by offering a 
high-frequency efficiency increase of about 
1.5 dB above 2 kHz. An increase that results 
from 22.5 kilogauss of flux density ... the 
world's highest. 

The N/DYM 1 is also less than % the 
size of the DH1A. And at 7.2 pounds, it's 

That's right. 7.2 pounds 
of pure, clear, high-
frequency power. 

Our competitors are 
correct. It does take 
more than neodymium 
to change the future of 

driver technology. 
It takes years of experience. 

ElectroVoice® 
a MARK IV company 

Trusting anyone but EV® with 
neodymium drivers is like betting on 

little leaguer^ to win the Series. 
'/ifmn 

'Zs the weight. 



For more information on the PPX Series contact your local/ 
Lantek dealer or call Gould Marketing Inc., 
6445 Cote de Liesse, Montreal, Quebec H4T 1E5 (514) 342-4441 

Sound that ® 
blows away the competition. ’ ' 
The new PPX 1200 from Lantek. " 
Latest in the PPX series of classic 
power amps, offering the highest standards 
of performance and reliability plus 
2 new refinements. An active sensing circuit for 
enhanced DC protection and improved DC offset 
at the output. These new features are also now 
included in the PPX 300, 450 and 900. So 
roll over Beethoven... and tell your disc jockey the news 




