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AKE YOUR
FIRST STEP

TOWARD
A CAREER
IN THE
USIC BUSINESS.

O Highly selective, two-year training
program
O Campuses throughout North America

O Current theory mixed with practical
hands-on training
O Modem state-of-the-art 24-track

g recording Stndlqs and dlgnal audio labs
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The first condenser
to sound natural on the job.

~

The MC 740.

Most studio condensers are
impressive when you look at the
specs. In practice, however, they
often exhibit an icy, strident edge
— the kind of unnatural sound
that doesn’t show up on response
curves or polar patterns.

Intimate, not just accurate. The
MC 740 is different. It not only
offers startling accuracy and detail,
but a natural warmth and musical-
ity that most other condensers
lack. It’s no wonder the MC 740
is becoming the microphone of
choice among more and more of
the world’s top recording engineers.

The MC 740’s innovative design
begins with its unique Hostaphan
R diaphragm. A highly sensitive
element specially developed by

=

[
|
MC 740 MC T34 NC T

Beyer for its
natural, transparent
response characteristics. Its break-
through electronics design achieves
incredibly low noise and distortion,
lower than even the most widely
acknowledged studio condenser.
And its sound is uniform in all five
of its polar patterns, making it
extremely versatile as well as
responsive.

Sample greatness. The MC
740’s superbly detailed response
and purity of electronics make it
the ultimate sampling microphone.
A microphone capable of bringing
out the tull frequency response
and dynamic range of any instru-

t just on paper.

ment. Without adding an edginess
or color of its own.

The StudioGroup family. A
musical tradition. The MC 740 is
just one example of the dedication
to music that goes into every Stu-
dioGroup mic. Ask to audition the
MC 740 or any other StudioGroup
mic at your local Beyer dealer.

Because at Beyer, we're always
putting the theory of great sound-
ing microphones 1nto practice.

[ =] -—cip - e
) < -
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beyerdynamic))))

325 Clement Street, west /| LASALLE, Québec /| H8R 4B4
Tel. (514) 364 2118 | Facsimile (514) 364 0791
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THE WORLD’S
GREATEST

PARTY
MACHINE!

.. The revolutionary Compact Home Recording Studio.

) home entertainment system ; ] ’
pipeini Available separately, our library

the entertainment! contains more than 1800 song titles.
Singing Machines available
from $199.
The Singing Machine
3447 Kennedy Rd., Unit 9

Scarborough, ON M1V 3S1
TEL: (416) 754-SING FAX (416) 754-3817

SUPER ACTION 80-SERIE II
“SERIE II”: THE EVOLUTION...

K ‘l“
s

Ptvot screws (SELMER-Parnis

| patent). Automatic
compensation of key rod
abrasion

Double F spatula (lett hand).
Improves overtones playing
technique

- r'
oy 3
New Bow to body nng

(SELMER-Parns patent) A
pertect leakproot assembly.

New high F sharp key
Secures nght hand action

G/G sharp/Bb tiat adjusting
arm: A better balance
leather avoids micro-leakage. between lett hand and nght

exclusive, tight structured

’ High qualfy pads- An

hand regulation

| Selmer os norfinch Dr., Downsview, Ontario M3N 1W8 Tel: (416) 667-9622
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Musical accuracy is reflected throughout all Bryston
power amplifiers. This includes the necessity for wide-
band transient accuracy, open loop linearity ahead of
closed loop specifications. and power supply design as an
integral part of the overall sonic and electrical
performance ol a power amplitier.

We have found that a simple carbon film resistor can
contribute more static distortion to a signal than the entire
circuitry of the amplifier. We discovered that some
parameters of transistors must be controlled as much as
1000 times more closely before their contribution to
audible distortion is rendered negligible.

Each of the steps or stages in every Bryston

amplifier, from the input section to the output section,

Bryston 10B electronic crossover

without exception. are designed to optimize the musical
experience.

We consider reliability to be exceedingly important.
We have applied techniques and materials in our everyvday
construction of electronic equipment more typically

utilized in the military and aerospace industries.

Bryston 4B power amplifier

All components used in Bryston power amplifiers are
specified for continuous duty al maximum power, with
typical safety margins of 250%.

The power transistors used in ail Bryvston amplifiers
are 100% tested for safe operating area. both before and
alter instatlation in the circuit. They are then taken to a
“burn-in” table where they are given a capacitor load. a
square-wave input signal. and set at slightly under
clipping for a period of 100 hours. During this time. the
input signal is cycled three hours on to one hour off. 10
exert additional thermal stress.

Following the burn-in period. the amplifiers are
monitored for DC bias stability tor approximately another
full day. At this point. they are returned to the test bench
for another complete checkout of all operating parameters
and functions. at which time a test sheet is made. and
included in the packing with the unit.

Bryston takes very seriously the correct tunctioning

and long term reliability of its products.

BrRvsEonm

Bryston Marketing Lid.
Tel: (416) 746-0300 Fax: (416)746-0308
Brystonvermont Lid. Tel: 1-800-673-7899




ADVERTISEMENT

Roland Breaks New Ground in Guitar Effects Processing
and Keyboard Technology.

BOSS Intros CH-1 the New

Standard in Chorus Effects
Pedals

The BOSS Division of Roland
Canada Music is pleased to announce
the introduction of the CH-1 Super
Chorus Effects Pedal. The versatility
ofthis product comes from the adjust-
able control functions and the engi-
neering expertise of BOSS.

Adjust your Effect Level, EQ, Modu-
lation Rate and Depth to create a
wide array of chorus effects.

Clean Full Bodied ChorUs

The precision with which these para-
meters can be controlled allows you
to style your own special sound.

Stereo Outputs enable you to mas-
ter that impressive spatial stereo chorus
effect. You can fill any room with this
big, full-bodied sound.

What... No Noise? This new circuitry
delivers a full bandwidth frequency
response witha Signal to Noise Ratio
that offers the sound quality you would
expect from more expensive rack-
mount units. Electronic switching
eliminates all the "Clicks,” "Pops,” and
noise often associated with other foot

Is.

Don't forget the 5 Year Warranty
on BOSS Pedals. Over 5 Million have
been sold world-wide.

After all, it's your sound. Don't Settle
for second best. Be subtle, Be Dra-
matic, Be BOSS!

Roland U-20 - A New Genera-
tion Multi-timbral Keyboard

The U-20 keyboard enables musi-
cians to play realistic PCM sampled
sound with the same convenience as
playing regular synthesizer sounds.

The U-20 uses the DI (Differential
Interpolation) technology from Ro-
land's S-Series samplers for high qual-
ity sound reproduction. The U-20

features 128 multi-sampled sounds
stored in built-in ROM. This allows
instant access to today's hottest sounds
without the time required to load
samples from disk. Sounds in the

Powerful Keyboard with realistic
PCM sampled sounds.

U-20 include acoustic instruments such
as pianos, brass, saxophones, strings,
bass, drums and many synthesizer
sounds.

The selection of sounds covers the
most widely needed sounds for di-
verse styles of music. More sounds
can be added to the U-20 by inserting
ROM cards in the two card slots pro-
vided.

The U-20 can play up to 30 notes
polyphonic. The multitimbral fea-
ture of the U-20allowssixsounds plus
a percussion section to play simulta-
neously. This enables the instrument
to perform complete ensembles when
used with an external sequencer or
computer.

This also provides many powerful
operating modes for the five octave,
velocity and aftertouch keyboard. The
keyboard can besplitinto sixsections,
which may overlap, each with a differ-
ent sound. Imagine a keyboard split
with piano and string section across
the entire keyboard, trombones on
the bottom half, trumpets in the middle
area, and flutes on the top half.

Unique Chord Play and Arpeggio
functions can be set for each patch.
Digital reverb and chorus are built in.
Effect parameters, panning, and the
on/off setting can be assigned inde-
pendently for each sound patch. Ste-
reo mix outputs and stereo direct
outputs allow sounds to be assigned
for independent processing . Power-
ful features and high quality sounds
make the U-20 the candidate for per-
forming, composing and recording.

The GP-16 Guitar Processor
Provides a Multitude of
Sound Possibilities

Look no further, there are 16 im-
pressive effects right on board.This
rack-mount module does it all. Choose
from any of the 16 effects below. Use
them one at a time or up to 12 simul-
taneously:

Compressor, Distortion, Overdrive,
Picking Filter, Step Phaser, Parametric
EQ, Short Delay*, Chorus®, Flanger®,
Pitch Shifter®*, Space-D*®, Auto-Pan-
pot*, Tap Delay*, Reverb®*, Line-Out
Filter*, Noise Suppressor. (* denotes
Stereo effect)

Each of the 16 effects has its own
parameters which can be precisely
adjusted to fine tune your sound. The
combination of effects and their
respective parameter settings can

The Power tool for Guitarists

bestored in Patch Memory for recall.

The GP-16 is equipped with two
stereo output channels which can be
designated and stored in each Patch.
To eliminate "cross zero" distortion
and further enhance sound quality
the GP-16 employs the latest technol-
ogy in Analogue/Digital conversion -

-A.S.H. (Multi-Stage Noise Shap-
ing).
The GP-16 provides a wide array of
sound creation possibilities. This unit
delivers...both live and in the studio.

It's The Power Tool for Guitarists.

For more information on Roland products
use the reader response card; contact
your local authorized dealer; or write
to: Roland Canada Music Ltd.,
13880 Mayfield Place, Richmond,
B.C. V6V 2E4.




Rediscovering Country Music

eptember fourth to the tenth was

Country Music Week 89, held

this year in Ottawa, Ontario. I de-
cided to attend, at least for the final few
days, and I'm glad [ did. As manv of you
know, I've always been pretty much a
rock musician. But I grew up in the
fifties. and up until the day I accidentally
tuned my radio in to Little Richard
screaming “Keep-a-knockin® but you
can't come in!” (what a shock that was')
all I heard was country: Hank Williams,
Patsy Cline, Ray DPrice, Kitty Wells,
Webb Pierce..and so on. So this trip
brought me full circle. It also opened my
eves.

For about four months prior to the
event | listened daily to a couple of local
country music stations. So the music
and the voices of artists like Gary
Fjellgaard, Michelle Wright, George
Fox, Anita Perras, Family Brown and, of
course, the incredible k.d. lang became
fanmiliar to me.

But it didn’t prepare me for meeting
some of the nicest people I've had the
pleasure of encountering, not to mention
the thrill of meeting celebrities like John
Allan Cameron, Lucille Starr (remem-
ber the “French Song?”), Valdy and
Ronnie Prophet. I had no idea that Car-
roll Baker was such an amazing woman.
But I'm getting carried away.

The event left me with a number of
Impressions:

e Country people are among the least
cynical and most sincere, friendly, en-
thusiastic and caring people you're ever
going to meet;

* Country music is about singers and
songs. And the musicians are among the
best (and most underrated) players in
Canada;

¢ Canadian countrv music, unlike its
American counterpart, is not ‘purist’ in
nature. That is, in Canadian country mu-
sic, and on country music stations,
you're likely to hear folk (Valdy, Willie
P. Bennett, Rita MacNeil, Gary
Fjellgaard—who won the Male Vocalist
of the Year award), rock (Blue Rodeo),
rockabilly (Handsome Ned), jazz,
rhythm 'n’ blues and soul music...you get
the idea. Again, it's a music that em-
braces ‘the song;’

* These people are serious partiers!

What is the point of relating all of this
to you? Simply, to turn vou on. And to
represent country music on a more reg-

ular basis in the pages of CM. And to
set you up for the following story.

At the actual awards ceremony, which
many of you may have seen televised
live on CTV, Blue Rodeo were the only
act to perform live (therein hangs a
tale..). They walked on stage—rather
unceremoniously—with their drums,
guitars and amps and in street clothes,
stood around until they were an-
nounced, and proceeded to blow every-
one away with a ballad (from the new al-
bum) called "House of Dreams.” You
could feel people thinking, “Wow! I had
no idea...”

Jim Cuddy’s voice rang clearly and
powerfully throughout the room. Greg
Keelor's breathtakingly simple guitar
solo sent chills. As a band, they plaved
with the same kind of finesse, precision
and dynamics that country players pride
themselves on. And as the song ended.
lan Tyson, who was sitting front row
centre wearing his trademark stetson
and who was inducted into the hall of
honour that night, in a moment that
Cuddy later referred to as “the lan mo-
ment,” stood up and led a standing ova-
tion.

In This Issue

I find David Wilcox's music seductive-
ly charming. No one else could get away
with a line like “We make a mess.We
bov

are the best!” OQOur Howard

Taking advantage of a photo opportunity with k.d. lang during Country Music Week.

(Druckman) managed to get this elusive
and somewhat enigmatic eccentric to
impart some of his wisdom for our faith-
ful readers.

54240 may still be near the begin-
ning of a long and fruitful career as one
of Canada’s most unigue and musically
moving bands. Ellie O'Day gets inside
their clock to give us a glimpse at what
makes it tick.

When we decided to interview Kevin
MacMichael of Cutting Crew for CM, |
had to grab the assignment for myself.
No one was more surprised than [ to
turn on Johnny Carson one night and
see an old chum, who had “disappeared
to England” five vears earlier, perform-
ing with an internationally known act.

In another feature designed to help
vou elude some of the landmines that
litter the road to success, Bill Reynolds
describes “How To Avoid Getting
Ripped Off.”

Finally, we commissioned two writ-
ers, Michael Van Stiphout and Glenn
Reid, to tackle our live sound feature,
“Building The Perfect Sound Svstem.”

Thanks for reading Canadian Musi-
cran.

David Henman
Editor

GRANT

£
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OIART

ONTARIOINSTITUTE OF

AUDIO RECORDING

TECHNOLOGY

500 NEWBOLD STREET
LONDON, ONTARIO N6E 1K6é
(519) 686-5010

SOUND EDUCATION

The audio recording technology
program is an intensive one year
course of study designed to prepare
the student for a career in the audio
and music recording industry.
Courses of instruction begin at an in-
troductory level and accelerate rap-
idly, combining to provide the stu-
dent with knowledge and practical
skills in all aspects of audio record-
ing.

COURSES OF STUDY INCLUDE

RECORDING ENGINEER NG*
MUSIC THEORY/ANALYSIS
ACQUSTICS*
STUDIO MAINTENANCE
MUSIC BUSINESS*
MUSIC PRODUCTION
EQUIPMENT ALIGNMENT
LECTURES/SEMINARS
COMPOSITION ANALYSIS
AUDIO FOR VIDEO*
LIVE SOUND ENGINEERING
DIGITAL TECHNOLOGY/MIDI*
and much more...

*Available as part-time studies.

Our 2 in-house 24-track studios pro-
vide the professional facilities neces-
sary for practical hands-on training.
For further information, full program
description and admission require-
ments, please contact the registrar.

* Registered and approved as a Private
Vocational School under the Private
Vocation Schools Act.

¢ Financial assistance may be available

to those who qualify.

V- v f

SOUND RECORDING STUDIO
500 NEWBOLD ST.
LONDON, ONTARIO NEE 1K8
(519) 686-5080
e TWO FULLY COMPLEMENTED
24-TRACK STUDIOS
e AUTOMATED MIXDOWN
* AUDIO/VIDEO/MIDI
SYNCHRONIZATION
e ON-STAFF ENGINEERS
AND PRODUCERS
® PROJECT & HOURLY RATES
* HOME OF SIGNATURE RECORDS
CONTACT: GEOFF KEYMER

Thanks, We
Needed That!

hank vou for clearing up my en-
quiry regarding my subscription
to Canadian Musician.
[ will no doubt—come October 1993 —be
renewing my subscription to CM. It is
very nice to know that management is
co-operative to its customers. Thus, ]
am very gratetul for your sincere help.
Canadian Musician appeals to me be-
cause of its Canadian quality and quanti-
tv—and also since it reveals the great
span of talented musicians from our
country. Keep up the good work!
Again, thank vou.
Shannon Archer
Brantford, ON

ince coming to Toronto from

Just Do It!
Sudbury, Ontario back in 1982,

S I've been in a band for five of

those years. My boyfriend (the drum-
mer) and 1 (the kevboardist) are Roland
fans (he's got the Roland electronic
drums and I've been playing a Juno 106.
etc.). Recently we purchased the W-30
and are thrilled with t!

Can vou refer me to someone who can
tell me how to go about getting a foot in
the door in the music business? [ know
there's no special formula, but could you
please refer me to the right person who
can answer all the questions 1 have?

I know vou must get thousands of let-
ters like this, but I would greatly ap-
preciate a name or anything just to get
me started. Thanks!

Kristina Mychalkiw

Toronto, ON

These are just suggestions, but I hope
thev are helpful:

1) Our Music Directory Canada contains
the names, addresses and phone num-
bers of, for example, record company
A&R reps, music consultants, managers
and lawyers. Arrange o mee! with as
many of these people as possible. In
many cases vou will receive invaluable
guidance.

2) Mona Coxson’s hook, Some Straight
Talk About The Music Business, is con-
sidered a “bible” by many.

Feel free to give us a phone call if
there is anvthing else we can do.—Ed.

FEEDEBACK

Let There Be
Lighting

am presently emploved by The

Sound Company, which provides

professional sound production for
local as well as big name entertainment
acts (such as Michelle Wright, Dr. Hook
and Michael Martin Murphy, to name a
few).

I would like to thank you for all of the
insight and great ideas vour magazine
has provided, especially in the business
and live sound columns! I really enjoy
these articles, even though my job title
is lighting technician and crew chief. As
vou might have guessed, I would love to
see an article on lighting, maybe even
mcluding a new department in vour
magazine entitled “On Lights!”

Thanks again guys. Keep up the great
“Canadian” work!

Jason Lewis
Sault Ste. Marie, ON

We occasionally print  articles about
lighting techniques, usually in the Imag-
ing column, Thanks for vour interest.
Are there other readers out there who
would like to see more lighting arti-
cles?—Ed.

PHOTO:

Michelle Wright
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IT'S THE
LITTLE THINGS
ABOUT THE
SPA THAT
CREATE A GREAT
PERFORMANCE.

The new Soundtracs SPA Sound
Reinforcement Console is the culmination of a
painstaking programme of research. This British
product combines outstanding audio with
inherent  reliability.

Look at the layout — it's extremely
logical. By demand, the module facilities have
been inverted to provide an arrangement for
faster, more precise control over a live mix.

Look inside. No solid bus construction -

always prone to fatigue under touring

conditions. Instead, a flexible,

fully balanced bus system for

the uttimate in performance and

reliability. Added security is provided in the

form of automatic change-over between two

power supplies plus dual battery back-up for the
logic control.

Most importantly, the SPA sounds great.
Components especially selected to complement
circuits and grounding arrangements specifically
tailored for live sound.

Just a few of the little things that add up
to an exceptional Sound Reinforcement Console

and a great performance.

SPA

' SOUNDTRACS:

il CR: ATIVE ENGINEERING

SPECIFICATIONS:
O 32, 40 or 48 INPUTS O 8 x 8 MATRIX O 8x VCA
GROUPS AND MUTE GROUPS O 8 x AUX SENDS PLUS
LOCAL AUX OUTPUTS ON EACH CHANNEL O INPUT
METERING O 4 BAND PARAMETRIC EQ.

Distributed in Canada By:
omnpimediazore 7 Moy,

9653 Cote de Liesse
Dorval, Quebec H9P 1A3
PHONE (514) 636-997
FAX (514) 636-5347




unique education facility offer-

ing comprehensive programs on

the business of being an artist,
Harris Institute for the Arts opened on
October 2, 1989 at 296 King St. East, To-
ronto.

The facility 1s geared to educate ar-
tists on how to make a better living with
their art, and to educate managers,
agents, publishers and producers on
how to market artists better. The em-
phasis for the first year is on the music
industry. Additional programs will be
designed for the fields of photography,
graphic design, fine art, and writing,
among others. The courses are taught
by active professionals in the arts on a
part-time basis.

Founder and director of the Institute
1s 42-year-old John Harris. He has an ex-
tensive background in the arts and en-
tertainment industries including artist
management, concert promotion, teach-
ing, audio consulting, music publishing,
writing, production and graphic design.
“With Canada in such close proximity to
the most powerful exporter of artistic

Harris Institute for The Arts

John Harris

and cultural
“there is a pressing need for our artistic

product,” Harris says,
community to learn about and be
equipped for the competitive and often
complex arts industries.”

For more information, contact: Harris
Institute for The Arts, 269 King St. E.,
Toronto, ON M5A 1K4 (416) 367-0178.

The
Street Corner

Radio

Program

treet Corner is a new radio prog-

ram that takes you into the heart

of the Canadian rock music
scene. Hosted by Canadian rock radio
announcer Dusty Shannon, the Street
Corner network is now comprised of
thirty leading rock stations across Cana-
da and five stations in West Germany
and Holland.

With a resurgence of rock in Canada,
Street Corner serves as an international
outlet for promising new acts and pro-
vides new insight into the careers of es-
tablished performers.

For more information, contact Greg
Mason at The Syndicate: 535 Parlia-
ment St., #205, Toronto, ON M4X 1P3
(416) 975-0533.

T he Canadian Conference of the
Arts (CCA) needs your assist-
ance to promote the Canadian
Artists’ Code and help all artists. The
aim is to define the position of the artist

in Canadian society in all of the essential

Canadian Artists’ Code

areas where the federal government can
effect change for the better—taxation,
bargaining rights, copyright (Phase II)
and social benefits.

The proposed Code will effect funda-
mental changes in significant areas of

Canadian law at the federal level and in
areas of federal jurisdiction.

For more information, contact: Cana-
dian Conference of the Arts, 126 York
Street, Suite 400, Ottawa, Ontario KIN
5T5.

Narada
Expanding

n independent record label in

Milwaukee, Wisconsin that spe-

cializes in contemporary instru-
mental music is presently looking to ex-
pand its artist base and is seeking inter-
national submissions. The label has ex-
clusive distribution in the United States
through MCA Records.

The three distinct labels that it oper-
ates, range from jazz to classical to pop/
rock.

For more information, contact:
Richard L. Morton, A&R Co-ordinator,
Narada Records, 1845 North Farwell
Ave.,, Milwaukee, WI 53202 (414) 272-
6700.

Greek Label
Looking
for Product

record label in Athens, Greece is
interested in importing product
from Canada. It welcomes full
catalogues and is interested in all types
of music with the exception of classical.
The company has been importing prod-
uct for the past eight years as well as op-
erating a record label that started three
years ago.
For more information, contact: Poppy
Stavroski, Penguin Ltd., 58, Lambrou
Katsoni St., Athens 11471, Greece.

Juno

ext year’s Juno Awards will be

Announcements
televised live from Toronto’s

N O’Keefe Centre via the CBC

Television Network on Sunday March
18, 1990.

The Canadian Academy of Recording
Arts and Sciences (CARAS) has an-
nounced that contralto Maureen
Forrester will be inducted into the Juno
Hall of Fame. In addition, CARAS has
named children’s entertainer Raffi this
year's recipient of the Walt Grealis Spe-
cial Achievement Award.

For more information, contact:
CARAS, 124 Merton St., 3rd. floor, To-
ronto, ON M4S 272 (416) 485-3135
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When you need more than four

The Sansui WS-X1 is more than a multi-cassette recorder—it's a complete
6-track studio with mixing, eq, effects and mastering all in one. The WS-X1's
six tracks give you 50% more creative freedom than 4 track recorders. Plus,
the WS-X1 is the only cassette studio that can be calied complete—with a
full- featured 8 channel mixer and on-board 2-track mixdown deck.

WS-X1—the first all in one 6-track studio...
And the only multi-track studio with these exclusive features:

1 High speed 6-track deck with 40Hz-15kHz response
1 Sansui in-line 6-track record/playback head

I 2-track standard speed mixdown deck

I Full-featured 8-channe! mixer

1 Dual mode meter bridge

1 2 processor loops, 3 aux inputs

Ask for a demo at your authorized Sansui dealer.

Do a New Sansui
Six-Track

Distributed in Canada Exclusively By:
H 450y b ﬂ T
9653 Cote de Liesse
Dorval. Quebec HIP 1A3
Phone: (514} 636-9971 FAX: (514) 636-5347

SANSUI



SOUNDCRAFT ELECTRONICS LTD.,UNIT2, BOREHAMWOOD INDUSTRIAL PARK, ROWLEY LANE, BOREHAMWOOD, HERTS. WD6 5PZ, ENGLAND

TEL: 01-207 5050 TLX: 21198 SCRAFT G. FAX: 01-207 0194

L The 200 Delta establishes a

new standard for compact mixing

consoles.

But its sophistication doesn’t
simply mean the most advanced
technology.

Achieving such performance at
this price has taken all our fifteen
years of unrivalled experience in
mixing console design. &

(In particular, the development
of the world’s most popular mixer,
the Series 200B.)

And thgrmestadvanced pro-

It's taken
fitteen years.

duction system in the recording

industry.

@ With so much behind it, it’s no

wonder the 200 Delta is so far ahead.
Call Soundcraft Canada today

at (514) 685-1610 for more details

and the name of your nearest

200 Delta dealer. @

Soundcraft

—




PRODUCT REPORTS

Kramer/Floyd Rose

by Alan €. Preyra

he Floyd Rose Sustainer is an
innovative, totally self-contained
electronic  guitar/device that
creates seemingly endless sustain with-
out bulky gadgets or attachments. The
Sustainer looks very much like a con-
ventional humbucking pickup and 1s
mounted in the neck position of the
Kramer American Pacer guitar. The gui-
tar I tested featured a Seymour Duncan
J.B. type humbucker in the bridge posi-
tion and a Floyd Rose locking tremolo
system. In the bypass mode, the
Sustainer acts as a regular humbucking
pickup and possesses surprising clarity
and a wide range of expression in its
own right. When activated, the
Sustainer is completely hands-free, and
requires no more adjusting than most
guitar knobs. Its main advantage is the
fact that it takes the guesswork out of
sustain and delivers feedback on time,
every time.
The Sustainer functions in two
modes. In the fundamental mode, it sus-
tains only the fundamentals of the notes

plaved. In the harmonic mode, it sus-
tains the 2nd, 3rd, 4th and 6th harmon-
ics and can actually transform any single
note into harmonics. The guitar features
a sustain intensity control which gives
the plaver some degree of control over
the rate and intensity of the effect. The
whole show runs on two 9-voit batteries,
providing about twelve hours of sustan
at maximum intensity and hetween 15
and 40 hours at moderate intensity.
Some notes plaved required a second
or two to “settle in” hefore the tremolo
could be used. Aside from the wait, im-
mediate tremolo use caused some har-

ustainer

monics to die out. And there was a no-
ticeable ‘click” when the Sustainer was
turned on or off. [ remedied this by leav-
ing the Sustainer on and completely re-
ducing the intensity. This, however,
drastically reduced the battery life. The
guitar houses an LED indicator that
comes on when the bhatteries are low,
but it's important to turn the Sustainer
off when the guitar is not in use, lest you
end up spending vour lunch money on
hatteries.

All in all, this guitar deserves a thor-
ough investigation.

Yorkville

by David Henman

omeone has finally done it! For

plavers who have their sound in

the form of rackmount gear, pro-
cessors, etc., who don't require an am-
plifier with built-in effects (which are
usually too cheap to be usable) and who
send their signal directly to the PA sys-
tem and simply require an onstage mon-
itor rather than an elaborate amp set-up,
the Yorkville BLOC-40W is just the tick-
et.

Shaped like a small, narrow wedge,
the BLOC-40W is set at just the right an-
gle to focus the sound of vour guitar or
keyboard in the direction of your ears
instead of your knees. And you pay only
for what you need and can use: volume,
hass, mid and treble controls; a pres-
ence control; a headphone jack (which
disconnects the speaker when in use);
an unbalanced line out jack to drive an
external amp and speakers or to connect
to the PA mixer; and forty watts of con-
tinuous power into a ten-inch speaker.

This amp is inexpensive enough that
using two or three on stage to make sure
that the drummer, hass plaver and sing-
er can hear you (and control the level) is
not out of the question. For those re-

0C-40W Monitor Amp

quiring more power, an eighty watt ver-
sion 1s now available.

This amp doesn’t have the expensive
sounds of a Mesa-Boogie, Roland Jazz

Chorus or Fender Twin, obviously. But
as stated at the outset, if what you re-
quire is a simple onstage monitor, this is
the ideal design. Check it out.

ASPRI

Reverberation

by David Henman

ave you ever sat playing your

acoustic guitar and wished that

there was some way to create
some ambience, without having to sit in
a bathroom or an empty stairwell?
Roberto Aspri, a Montreal lawyer and
classical guitarist, must have had the
same wish, for he has invented a re-
markable solution to the dilemma. But
that is only the beginning. Usable on ei-
ther steel-string or nylon-string acoustic
guitars, the Aspri Mechanical Reverb
System can be taken directly out of its
box and installed in a matter of seconds.
It has been endorsed and recommended

System

by no less a master than Al Di Meola,
and everyone that I have turned on to
this little wonder has been fascinated by
1t.

What does it sound like? Like a spring
reverb, of course, which is essentially
what this device is. It sounds quite good,
although 1 find the decay rather long.
Apparently there will be a model availa-
ble soon with a variable decay. But my
quibble is a minor one, believe me. Con-
sidering the affordability and ease of use
of this clever invention, and the fact that
it sounds as good as it does, I cannot
help but give it full marks.
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For more information on our full line of mics for
stage and studio, contact:

ZJFSENNHEISER

221 Labrosse Ave., Pointe Claire, PQ H9R 1A3




PRODUCT REPORTS

Roland R5
Human Rhythm

Composer

by James ). Smith

ome might argue that drum ma-

chines have not come all that far

in the last ten years. Roger Linn
produced an affordable(?!) box with
digitally recorded real drum sounds in it
that long ago, and you've got to admit
that a LinnDrum sounds great today.
Consider that rhythm programming was
evolving long before that, and it
wouldn’t seem unreasonable to suggest
that drum machines can only fall into
the “more sounds, more memory,
smaller price tag” category of product
development.

Leave it to Roland to destroy that
myth; with the introduction of the R5
Human Rhythm Composer, it is clear
that this manufacturer is on the leading
edge of musical tool innovation.

This new model (and its brother, the
R8) attacks the ultimate pitfall of the
techno-era: the techno-sound. Yes, you
can sound like Tangerine Dream if you
like, but if realistic drumkit and percus-
sion performance as well as sounds is
what vou're after, the R5 is worth a look.
Roland’s research has come up with two
factors that create ‘Human Feel:” fluctu-
ations in timing, and fluctuations in tim-
bre. A real drummer doesn’t hit the
snare drum exactly on 2 and 4 every
time. He also doesn’t hit the drum with
the same force on the same spot every
time, thus the tone changes from strike
to strike.

The R5 uses a sound parameter chris-
tened ‘Nuance’ to effect subtle changes
in sounds. This is most noticeable on
cvmbals, where the hit clearly moves
from the edge to the hell through 16 in-
crements. ‘Decay’ is a parameter we've
seen bhefore, but the R5 provides greater
control by dividing the kick, snare and
tom samples into low and high frequen-
cy components. Adjusting the decay of
these individually creates the effect of
tighter snares of the same pitch, as well
as muted or lively toms and kicks.

You can go in and change these pa-
rameters one at a time, for every strike
of every instrument, along with familiar
parameters like velocity and pitch. May-

he you'll have your next song done in
time for the next ice age...

So Roland did more research, and un-
covered (as the manual states) ‘the ele-
ments of groove and random factor.” It
turns out that some aspects of a real
drummer’s pertormance are cyclical,
while others are less predictable. Auto-
matically modulating sound parameters
in svnc with the music is the ‘Groove
Factor’. Pushing the snare ahead in time
towards the end of each bar, or moving
the high hat stick more to the bell of the
hat on the off-beats are possible uses for
this effect. The random factor is more
useful for things like the ride cymbal,
where the stick could be jumping all
over the cymbal.

Eight memories, called ‘Feel Patches’,
store all this information, and any Feel
Patch can be applied to any pattern. This
might be analogous to different drum-
mers playing the same charts.

If you've been using drum machines
as slaves in your MIDI setup, you may
dislike the idea of returning to the head-
ache of programming vour drums in the
drum machine, while everything else re-
sides in your sequencer. Roland has as-
signed MIDI controllers to the new pa-
rameters, which puts vou back in the
race against the ice age if you want to
manually do all the work at your
sequencer.

Using the Human Rhythm Composer
for its human feel may be worth the
trouble. You could transfer the program-
ming into your sequencer afterwards,
and the subtle changes in time and tim-
bre can be maintained (don’t quantize
this track!).

Roland has come up with an
innovative and effective new way of add-
ing life to electronic music. Unlike some
earlv. drum machines that could
randomly move instruments around in
time and sounded like a BAD drummer,
the designers of this product did their
homework, and discovered some of the
reasons why GOOD drummers are ex-
citing to listen to. Next, they've got to
make these boxes more fun to watch...

Sk e
o 4T Jelps solid goid pertor-
F awces with Toto.and ~
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recprding artists have
moge than established
thewalue of his Midas
tough. So, whether he's
in ®e studio or on the
roall, this most valua-
bleplayer always grabs
hold of some good
wolw.
A
"W first pair of drum-
sticks | ever owned were
" Regd Tips. In fact, | played
notfling else all through my
earlfi vears. Now, everytime
| pick up a pair they feel
Just®s great as they did
backithen.”

Tip's NEW 8A

Re dl Tip Drumsticks are

madl@ only from hand-selected,
10098 American hickory. Grab
hold®f a pair and feel the
@Hfelence. Available at better
musig stores or write for free
cata

BGALT/P

Calato CAN
8407 Stanley Ave., Unit 1

Nlagara Falls, ON L2E 6X8
1-800-225-7145

_8A

pFEﬂl_ by Calato
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No two musicians are alike. Which
is why we make more than one Super
60 amplifier.

Take our Super 60 Combo. It’s
a compact, powerful, fullv-integrated
package with a single twelve inch

‘minence speaker.
Our Super 60 Head is the perfect

mate for our Fender cabinets (available

with 4-10"s, 1-12", 2-12"s, and 4-12"s).
And our Super 60 Rack allows you

to put the inimitable Fender tube

sound right in the heart of the most

sophisticated set-ups.

Best of all, cach Super 60 has 60
watts of the hottest tube sound you'll
ever hear — from “Fender” clean to
downright nasty.

No matter what or where vou play,
the Super 60 has the sounds you want
in the configuration vou need.

So sce vour
Fender dealer
and find out
which one suits

- etvle We
your stvle. Make

History

For more information, send 82 to cover postage and handling to Fender, 1130 Columbia St.. Brea CA 92621, [n Canada, write to
postagh &

TML, P.O. Box 279. Port Coguitlam, B.C. V3C V7. © 1989 FMI(

Canadian Distributor:
w P.0. Box 279, Port Coquitlam, B.C. V3C 3V7 Phone (604) 46413217 ax (604)864-9275
Toronto: Phone (416) 881-7555




The Easy Way To Play Santa

Give your favourite musician

the year-round, all-in-one music

gift: a subscription to

b\i( CANADIAN MUSICIAN.

s o;’f J(W s IT’'S EASY—just complete and

saﬁ“ e a”& Wk ,L . G return the form below and we’ll

R CEN d a gift card and
q/o %" send a gift ca

5 complimentary copy in time for

the holidays.

GIVE YOURSELF A PRESENT

TOO! Buy a gift subscription to

CANADIAN MUSICIAN, and

start or renew your own

subscription at half price.

CANADIAN

USICIAN

Dear CANADIAN MUSICIAN Santa:
Please send a one year gift subscription to:

Name
Address From:
City Name
Prov/State Code Address
$15.00 (519 U.S.) City
Prov/State Code

0O Start or [0 Renew my subscription at half price too! $ 7.50 ($ 9.50 U.S.)
I'm enclosing a cheque/money order for $__

Please charge my: OVISA (IMasterCard [JAmerican Express

Card No: Expiry Date

Signature

Complete and return to CANADIAN MUSICIAN, 3284 Yonge St.. Toronto, ON, M4N 3M7
or call us at (416) 485-8284 and use your credit card.
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Exclusive Canadian Distributor:
Boosey & Hawkes (Canada) Ltd.
279 Yorkland Boulevard,
Willowdale, Ontario M2]J 157
Tel: (416) 491-1900
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Three New Products
From Anatek

by Scott deSmit
hese little “Pocket™ boxes from
Anatek Microcircuits are about
the size of a bar of soap. And,
LLOOK MA, NO BATTERIES! Each unit
uses a special circuit that takes the pow-
er right off the MIDI line.

First off, the “Pocket Filter:” This de-
vice plugs in line between your controll-
ing unit and your receiving unit. It uses
tiny dip switches to set which data types
it will ‘filter’ out of the MIDI data stream
passing through it. It can filter all six-
teen MIDI channels or just one particu-
lar channel. Data such as Aftertouch or
Pitch Bend tend to eat up an awful lot of
sequencer memory. By cutting it out of
the data stream you can economize on
your computer’s memory.

Next, the “Pocket Pedal:” In a nut-
shell, it allows vou to control things like
Pitch Bend, Modulation and MIDI Vol-
ume, etc. with your feet. Merely plug in
your sustain or volume pedal and this

little fella will translate it into whatever
MIDI data control info you'd like—all
while your hands stay on your instru-
ment.

Finally (but probably not last from
Anatek), the “Pocket Merge:” A big fact
that budding MIDlists soon learn is that
MIDI is data. You can’t just run synth
#1 and synth #2 through a homemade
Y-cable that you made up with dad's sol-
dering kit. It would be like having two
people talking to you at once—you’d get
a big headache! To merge MIDI data
you need a small micro-processor to
handle the whole thing, and that is just
what Pocket Merge does. This can really
help you out if you want to record into
your sequencer while it follows in MIDI
sync with another device—if you've got
two synths on stage, and vou want to
control one source without throwing
switches and yanking cables all around.

Charvel and

by David Henman

The Red Chevy

This pearl red Charvel A FD-PR, one
of Charvel's new Fusion series, quickly
became know as my “red Chevy” when |
used it on stage. It's a hot little guitar:
lightweight, solidly constructed and cap-
ital “R” reliable. The 24-3/4" scale 24-
fret neck is delightfully playable. The
guitar  has a mid-range  heavy
humbucker in the bridge position, and a
good sounding single-coil pickup near
the neck.

There is a 3-position pickup switch, as
well as a volume and a tone control. De-
signed more for “heavier” plavers, I be-
lieve, this guitar has a solid, powerful
sound—not subtle, but undoubtedly not
intended to be—with excellent sustain.

I particularly liked the design of the
Jackson/Flovd Rose bridge: the arm
snaps in  and i1s secured hy a
thumbscrew, which eliminates any
“play” in the up and down movement of
the bar.

A Baby Charvel

Charvel/Jackson got a divorce, appar-

Charvette Guitars

ently, and Charvette is the illegitimate
daughter, born out of wedlock. I was set
not to like the Charvette A 188WH—
it’s not quite as slickly handsome as the
Charvel (above). Playing the instrument
changed my mind, however. At roughly
half the price of the sleeker Charvel, this
guitar is just as playable. The Floyd
Rose licensed locking tremolo—
chunkier than the more expensive mod-
el—works quite well, although there is
more “play” in the arm than [ would like.

The slightly heavier Charvette has
less refined pick-ups which sound good
nonetheless. One  bridge-mounted
humbucker is coupled with a single-coil
neck pickup and operated with a 3-posi-
tion switch, a volume control and a tone
control.

There is one design quirk I really ap-
preciate: The locking nut can be ad-
justed with a standard flat screwdriver
or, in a pinch, a quarter or similar object.
(Who, I wonder, decided that guitar
players wanted their fate decided by the
availability of those annoying hex keys?)
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POP MUSIC
"All Our Tomorrows"
EDDIE SCHWAR'TZ/
DAVID TYSON

ATV Canada

|lAngelll

EDDIE SCHWARTZ/
ERROL STARR/

DAVID TYSON
Most Requested Music/
EMI Blackizood Music Ine.

"Believe In Me"
PAUL JANZ
Ircing Music of Canada

"Crying Out Loud For
Love"

JEAN-PIERRE BRIE/
JEAN MARC/

L.UC PAPINEAU/

GUY PISAPIA

Tao DB Music

"Diamond Sun"
JIMVALLANCE?®
Calypso Toonz/

Ireing Music of Canada®

"Don't Shed A Tear"
EDDIE SCHWARTZ*
EMI Blackwood Music Inc.*

"Flying On Your Own"
RI'TA MacNEIL

Big Pond Publishing

and Productions Co. |.1d.

"I Won't Cry"
PAUL JANZ
Irving Music of Canada

"Pop Goes The World"
IVAN DOROSCHUK
Pohgram Songs Canada

"Stay With Me"
KEN HORVATY
STEVE SEXTON*
A Song for You*

COUNTRY MUSIC

"[L.eeanna"
KEN HARNDEN*
BMG Dunbar Music*

"She Knows I Can't
Say No"

KEN IHTARNDEN*
BMG Dunbar Music*

"Town Of Tears"
RANDALL PRESCOTT*
BMG Dunbar Music*

FRENCH SONGS

"Au coeur du désert"
JEAN-VINCENT
FOURNIER/
JEAN-ALAIN ROUSSEL/
AMARTINE STCLAIR
Club de Danse et

Démolition Dresden|

Les Editions Musicales

Cuetip Enr/l.a Robe Noire Ine.

"Doux"

JEAN MILLAIRE/
MARJOLENE MORIN
Musigue Thesis

"Vivre avee celui

qu'on aime"

CHRISTIAN PELOQUIN
FRANCINE RAYMOND*
Les Editions Derniére Minute|
Les Editions Musicales
Francine Raymond*

MOST-PERFORMED
FOREIGN SONG

"I've Got My Mind Set
On You"

RUDY CLARK

Carbert Music L.

FILM MUSIC

JOHUN MILLS -COCKELL

CONCERT MUSIC

DENYS BOULIANE

JAZZ AWARD

SONNY GREENWICIH

THE Wm. HAROLD
MOON AWARD

presented to
BURTON CUMMINGS
tor bringing the international

spotlight upon Canada
through his music.

PERFORMING
RIGHTS
ORGANIZATION
OF CANADA
LIMITED

41 Vallevbrook Drive
Don Mills, Ontario
\M3B 256

{(416) H5-8700
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by Greg Fraser

hat's happening, fellow axe
heads? Are our fingers bleed-
ing yet, and is that what it
takes to become a good guitarist? Prac-
tising "til it hurts, 'til it bleeds? Maybe.

What is the definition of a good
guitarist? Is it sound, speed, rhythm,
feel? To me a good guitarist is someone
with “attitude”—playing from the gut!
Feel, man! I've had the pleasure of tour-
ing all over the world with Brighton
Rock, and the one thing that I've noticed
with a lot of the newer guitarists is that
playing fast is their main concern, above
anvthing else. Being able to play fast is
cool, but there is a time and place for it.
If every solo you play is 1,000 miles per
hour, it’ll get very monotonous and will
usually go over your average listener’s
head.

Rock 'n roll is not a sporting event
where the fastest guitarist wins, but a
celebration of emotions. Could you
imagine  someone  with  Yngwie
Malmsteem’s style playing in Pink
Floyd, where the music is more laid
back? It would be totally out of context.
That’s where attitude comes in—playing
from the gut. Whatever music you're
into, that’s the music you should be
playing. You can hear when a guitarist is
playing in a band that they don't like,
and is only there for exposure and/or
money. It usually sounds contrived.
Your playing will suffer as a result. You
can tell when a guitarist is playing music
he loves because there’s 4 certain emo-
tion you can feel from it that’s hard to
put into words, but is very exciting.
Once that attitude is there, everything
will fall into place (with lots of practice,
of course!). Take Keith Richards for ex-
ample. He's not the most technical play-
er around, but that guy rocks and plays
from the heart and that will win me over
every time. I'd rather hear a sloppy
guitarist with “feel” than a technical
guitarist playing something contrived.
So let your emotions and instincts come
through you.

Evervbody wants to improve his/her
technique. 1 have found that practising
with a good acoustic guitar is effective. It
is definitely harder to play leads on, but
it will really strengthen your fingers and
callouses and will help your vibrato con-
siderably. When you do go back to your
electric, it will be easier to play, and will
hoost your confidence. If it sounds good

Playing With Attitude

Greg Fraser plays guitar with WEA recording artists Brighton Rock. one of the hardest working bands in the countrv.

on an acoustic, it'll sound great on an
electric!

The guitar can sometimes be a very
frustrating instrument to play. If you're
just learning you might find it too
difficult and want to quit. But once you

start to learn the basics it can be very
rewarding. The bottom line is, have
fun—that's the name of the game. Let
your fingers do the walking and your
heart do the talking,
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Don’t Be Afraid

Part One: Chords and Things

by Greg Wells
4 ['4 on't be afraid?” Well, just
don't be afraid. “Afraid of
what?”
Don't be afraid of playing those strange
notes over that unusual chord. Don't be
scared of using your own fingering
method for that difficult Bach passage.
Don’t worry about approaching that fa-
mous musician. Don't let the thought of
moving to a bigger city frighten you.
Don’t be afraid to follow your gut feel-
ings. The only thing to fear is fear itself!

This three-part series, appropriately
titled “Don’t Be Afraid”, is actually
about developing the creative process at
the keyboard, and how taking risks is an
important part of becoming confident in
your ability to create. The first article
will talk about chords and harmonic
discoveries, the second article will ad-
dress the never-exhausted topic of solo-
ing, and the third column will get more
into attitude and how to become suc-
cessful at what you do.

Harmony has come a long way, and
still has a long way to go. There was a
time in history when the C major chord
was considered to be a chord of the
devil; the interval of a major third just
sounded too weird for most people. Of
course nowadays, virtually every hymn
sung in every church is in a major key,
full of happy major chords.

Society’s ears have changed dramati-
cally since the dawn of harmony. And
you should realize that harmony itself
hasn’t been around that long in western
music. The emergence of polvphony
(two or more notes played at the same
time) was the single most important de-
velopment in the history of western mu-
sic, and that was only a thousand years
ago.

Anvway, getting back to the C major
triad: The fascinating thing about a sim-
ple chord like C-major is that if you
change one note, even a semitone, you
have an entirely different sounding
chord. I realize this sounds like pre-
school talk for most musicians, but it’s
really very fascinating. You have so
much power right at your fingertips,
whether you're playing a C-major chord
or an F# augmented sharp four flat-
nine chord.

Find the nearest piano and play a
C-major triad starting on middle-C with
your left hand. At the same time, play a
G-major triad (1st inversion) with your

right hand. This chord has a nice warm
sound to it (if your piano’s in tune). Now,
instead of a G with vour right hand, play
an F# major triad along with C in the
left hand.

A bit different? It's much different,
but just as effective as the first chord.
The brilliant 20th century composer
Igor Stravinsky was very fond of this
kind of sound.

The first chord that you played (G
over C) can also be called a C-major
nine. I came up with a voicing of this
chord that sounds great on a chorused
swelling synth patch. To play it, roll the
chord and hold down the sustain pedal -
i’s a real stretch. Start with: two Es
down from middle C; the B above that;
the G above that; the D above that; the
C above that (which is one octave above
middle C); and the G above that. Now
that you know the notes, hold the sus-
tain pedal down and roll the chord
quickly. Keep your foot on the sustain
pedal, sit back, and enjoy (this is one of
my all-time favorite chords).

Go back to the C-major triad in your

left hand. Play a first inversion F-major
triad with vour right. The first thing you
will probably notice is the tension be-
tween the E note in your left hand and
the F in vour right. Now play the C triad
with your right hand. Add a single F
note at the same time (in between the E
and G), and play it again. Both chords
have the same kind of sound—the E
clashing with the F.

Now that you're on the track to new
harmonic discoveries, take it from here.
Discovery is what it's all about—it keeps
you fresh and inspired. Try to listen to
some Bach, Bill Evans, Keith Jarrett,
and Allan Holdsworth for starters. This
music will definitely put you in “discov-
er mode.”

So when you're practising, don’t he
afraid to take a chance and go for some-
thing new on the piano - you might come
up with something you like.

Greg Wells plavs kevhoards on Kim Mitchell's
Rockland album and is currently touring with
Mitchell
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by lan De¢Souza

ne of the most important yet

overlooked relationships in mu-

sic i1s that between the bass
player and drummer. In recent years
bass players have come to the forefront
via a myriad of exciting techniques that
have expanded the voice and the role of
our instrument. Consequently a great
amount of emphasis has been placed on
these sometimes spectacular and
unique techniques, which eventually
work their way into every player's rep-
ertoire of “wow-getters” and “crowd-
pleasers”. Fair enough, But!...

As bass players, one of the most im-
portant things we are heir to, and which
we should be proud of, is the position
which we share with drummers as heing
the rhythm section—the generals of the
battlefield! This month we will explore
what we will refer to as “the Tandem
Theory".

At its best, playing music is largely an
intuitive  act  which  makes this
relationship extremely important. Bass
plavers and drummers form the bedrock
of that elusive “common voice”™ upon
which the band rests. (Hardly the stuff
pyrotechnmics and girl-getting is made of,
eh?) Well... through the vears there have
been many shining and successful
examples of the tandem theory. James
Jamerson and Uriel Jones, as tandem
theorists, propelled many a Motown ses-
sion to success in the sixties and early
seventies. Sly Dunabr & Robbie
Shakespear were the tandem “groove-
meisters” behind such acts as Boh
Dylan, Bunny Wailer, and Grace Jones.
Closer to home, Geddy Lec and Neil
Peart combine to give Rush its lacy,
weaving sound.

In these relationships, which develop
over vears of playing together, the
primary function of a hass player and a
drummer is to dictate proper meter and
consistent time. This is imperative in
order for a singer or soloist to execute
proper phrasing. Without solid time,
music degenerates into a free-for-all.

There are some concrete sleps you
can take in building the tandem theory.
Practising with a metronome is a great
way to start. Also, next time vou get
together to jam with the drummer
(another good practice), turn on the
drum machine, set up a simple groove
and both play toit. This gets you used to
solid time and allows both players to be

1 mutced, "ghosted’ note
played, sounded note

I

The Tandem Theory: An Overview

PHOTO: CARRIE COCKBURN

lan DeSouza plavs bass with The Breit Brothers.

ISR PELER
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creative within that framework.
“Locking in” with the drummer's kick
drum is also vital to the tandem theory.
From this point, the “common voice”
proceeds. That voice, in turn, directly
links the performers with the audience
(1e, they'll move if it's groovin’ and
won't if it ain't). The bass and kick drum
should become one, the bhass adding
pitch to the kick drum and the kick
drum giving attack and depth to the
bass. Tandem duo Will Lee and Anton
Fig of the David Letterman Band are
perfect examples of this. An effective
way to enhance “locking in” is to subdi-
vide, which is the breaking down of each
bar into its component parts, i.e., 8ths or
16ths. When you subdivide you mentally
shorten the gap between the played
notes in a har. You can achieve this by
“gracing” or “ghosting” the notes he-
tween the ones that are actually
sounded. This is a rhythmical technique
whereby the string is picked with right
hand, but the left hand does not fret or
sound the note, basically creating a

muted note with time value but no pitch
value.

Try these exercises (see above) with a
drummer playing the 2nd and 4th beats
of each bar on the snare and “locking in”
the kick drum with the played (sounded)
notes. These are rhythmic exercises, so
vou can pick the key you want to play in.
Try them slow at first.

The pulse that “ghosting” creates
helps you feel consistent time a little
easier. It also helps when you want to
throw in that occasional fill because vou
are already playing the time value of the
notes without sounding all of them. The
next step is simply putting together the
correct notes for an appropriate fill—a
matter of personal taste and judgement.

This has been a brief excursion into
the tandem theory. I hope that it will
encourage you to further investigate
this all too often understated issue. Lis-
ten, learn and practise and look no fur-
ther than the apish grin, flailing arms
and flying splinters of wood for your
closest comrade-in-arms!
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Warning: To Avoid
Risk Of Shock,

" Ignore This

o

Amp-To-Amp Confrontation.

et's be frank. We're out to change your
idea of what —and who —makes a
professional power amplifier. So if
you just bought a Crown MacroTech, turn
the page — this comparison won't be a
polite one. But it will stick to the facts.

A look inside these two amps will give you
a better idea of why BGW amps like the
GTB Grand Touring Amplifier are built like
no others in the world. And raise some
questions about Crown MacroTechs.

i, _ = |

Left: The MacroTech uses mostly air to dis-
sipate heat, not metal. The closely spaced fins
are vulnerable to airborne dust and dirt.
Right: BGW uses ten pounds of aluminum to
absorb thermal transients, extending power
transistor life.

TAKING THE HEAT

If the MacroTech heat exchanger reminds
you of an air conditioner, you've grasped its
design. This approach works, at least until
dust and dirt clog the fins. But as soon as
the air flow siows or stops, temperature
rises. Soon after that, the Crown shuts off
— it could even fail.

The GTB uses massive extruded aluminum
heat sinks with widely spaced fins. The

mass of metal absorbs thermal transients
without straining the fan. And without quick
changes in transistor temperature. That's
important; Transient musical loads put the
worst kind of stress on power fransistors.
The effects of thermal cycling fatigue may
not show up until after the warranty, but
they can destroy lesser amps. Meanwhile,
BGWs keep right on delivering clean, reli-
able power.

REAL SPEAKER PROTECTION

Most amps today are direct coupled, so a
blown output transistor (the most common
failure) connects the power supply directly
to the speakers. Earlier MacroTechs had
no protection against DC. Now Crown has
learned their lesson — or have they? The
sensing circuit and relay they now use
shuts off the power transformer, but allows
the filter capacitors to discharge stored DC
energy directly into your drivers — risking
real damage.

Left: Crown uses a slow-acting, less reliable
relay. It can allow the filter capacitors to dis-
charge stored energy directly into your drivers.

Right: BGW's modular power output section
protects your speakers against DC damage
with an instantaneous Thyristor Crow Bar. And
the module is easily replaced in the unlikely
event of failure.

BGW pioneered DC speaker protection in
1971. We stopped using relays years ago,
when they no longer met our reliability
standards for BGW amps. The GTB, like all
BGWs over 200 Watts, uses solid-state
Thyristor Crow Bars to keep DC from ever
reaching your valuable speaker cones or
compression drivers.

F1

Left: Time is money, and with Crown’s Macro-
Tech you can lose plenty of both: You have to
pull it out of the rack every time a fuse blows.
Right: The GTB's power switch is also a rock-
er-actuated magnetic circuit breaker. You can
reset it in a second if power lines hiccup.

MAKE YOUR OWN COMPARISON
Before you buy or spec your next power
amp, call us at 800-468-AMPS (213-973-
8090 in CA). We'll send you tech info on
BGW amps and the name of your nearest
dealer: He can arrange a demo of any
BGW model against any amp you choose.
Then you'll be able to appreciate the
advantages of BGW engineering with your
ears, as well as your eyes.
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13130 Yukon Avenue, P.O. Box 5042
Hawthorne, CA 90251-5042
Tel 213-973-8090 « Fax 213-676-6713




by Joel Anderson

PHOTO: ALEXANDER MEYBOOM

NEO ad: Joel Anderson is second from right

cian 1 wrote a column right after

finishing our last record, our debut
album for Duke Street Records. On that
album the drums were done with a Linn
9000, an Octapad, an MC500 sequencer,
an Emax sampler and various AMS and
Lexicon gear. The only “real” playing
was the cymbal tracks, cut live to the
preprogrammed drum tracks. The nice
part of doing it this way was the flexibili-
ty of drum sounds and parts, for which
computers are perfect.

On the new album, The Hard Way,
however, all the drums were going live
to digital at once. Careful decisions had
to be made beforehand as to what drum
combinations would best suit each song.
The kit was slightly modified from tune
to tune as well, to keep the sounds
interesting. Usually only one or two
drums would be substituted, as my list
of choices was fairly minimal.

I n the February ‘88 Canadian Musi-

A lot of the “personality” of the drum
sounds came out through creative
decisions at mix time as to room mic
choices and reverh programs to bring
out the “intent” of each track. The snare
sounds, for example, were all from
cither a five inch Ludwig metal snare or
a 6 %2 inch Canwood maple snare. I just
tuned and damped them differently
from song to song, and the engineer
(Ron Searles) and producer (Chris
Wardman) would bring out the sound
further with different EQ and mic bal-
ances.

Once recorded, nothing was later re-
triggered from tape or flown in via the
time code (there wasn't one!). We sim-
ply did enough takes until all of the
drum and cvmbal notes felt and
sounded right. We used a click on maybe
half of the tracks, but the record is
basically “human-driven”. On most cuts,
the entire band went to tape at the same

Real Drums Once Again

time as the drums.

It was the first time I'd used such a
pure, acoustic approach since our first
independent EP back in 1983. Unlike
that record, which was recorded in a
couple of days in one room on a tight
budget, The Hard Way has four dif-
ferent drum rooms on it. Studios 1 and 3
at Manta, Studio 1 at Winfield and
Winfield’s front hallway were all used
(special thanks to Aubrey Winfield).
This way, we were able to get many
sounds out of one basic kit, without re-
sorting to samples and machines. You
can hear Manta Studio 1 on “Again and
Again”, “That’s the Way” and “Calling
You”. This room has a great combination
of medium room punch and large room
ambience, as the ceiling is high but the
room isn't overly large. Of course, ambi-
ent mic selection and placement play a
big part of this kind of sound. (Thanks
Ron and Chris!!)

On “Most of All” and “Once Again”,
you can hear the tighter, harder sound
of Studio 3. Although not too large, this
room has excellent early reflections and
a very pleasing high end. For “In Our
World”, we recorded the kit vari-sped
up slightly (after putting down a guide
keyboard and click track) so that when
played back at normal tempo, my 8, 12
and 14 inch toms sounded much bigger
and heavier. This track, along with “Wall
Fall” and “All I Need,” was done in
Winfield Studio 1. The front hallway was
used on “For The Truth.” During the
intro you can hear the high ceiling, along
with the bright reflections from the
glass and metal. This kind of approach
suited the tune perfectly.

Overall, we were trying to avoid the
“quantized” machine feel that is preva-
lent on many modern records. The in-
tegration of digital samples into drum
recording has led to a new standard of
sonic “crunch and punch” in the '80s.
However, there is no substitute for mik-
ing up a real kit when trying to capture
the feel of a live band on a record. The
same went for the percussion overdubs.
Unlike the last album’s Linn 9000 per-
cussion, this time it was all real instru-
ments, played in real time. I had a good
selection of tambourines, a glass vase hit
with Blasticks, the bottom ring of a Chi-
nese wok, and various hand-made shak-
ers (thanks to assistant engineer Brad
Haenel for his craftsmanship).
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BIRASS

Dentistry & The

by Dr. Jack Train

or over twenty-six years, a great

number of brass and woodwind

musicians have sought us out,
some because of a specific emhouchure
or playing problem, and some because
there was a need to speak to a dentist
who understands the instrument. We
have come to know that most brass mu-
sicians are very intelligent. intuitive and
quick to learn. It was a surprise to dis-
cover that most, if not all, believe their
musical instrument begins with the
mouthpiece. Nothing could be farther
from the truth.

For us brass players, the instrument
begins with the diaphragm and ends
with the bell of the horn. We all spend a
lifetime developing the organic part of
the instrument (muscles, rib cage,
tongue, embouchure, etc.); the physical
instrument itself we leave to the manu-
facturer.

True instrumental skill is a marriage
of the two. When our valves are stuck,
the mouthpiece damaged or the pipe-
stem bent, we rush off for immediate re-
pairs. Yet when a tooth is out of position,
broken or has been removed, most do
nothing unless there is associated pain
or bleeding. For want of a better
description, and with few exceptions,
musicians have a very high musical 1.Q.
and a very low dental 1.Q.

Sound production is created as the
column of air is forced out of the trachea
and pharynx and over the tongue
through the oral cavity. The air column
is confined laterally by the teeth and the
palate. When everything is normal and
balanced, the air stream is narrowed
and forced out between the lips, and the
reeds vibrate. Our tongue is made up of
a complex of muscles that works
opposite to any interference. When it
finds no interference, it flows into every
space it can find. This is significant, for if
just a single tooth is missing, say on the
side, the tongue will squeeze laterally
into that space during performance. The
musician has a handicap.

The column of air will deviate
laterally and will be seriously pinched.
Sound production will be thin, reedy
and lacking in “burn”. Playing in the up-
per registers will be difficult and very
tiring; endurance will be limited.

Similarly, if the dental arch is
“pinched” with the posterior teeth out of
alignment (malocclusion), sound prod-

Dr. Jack Train is & dental consultant to brass
and woodwind musicians in Canada, US.A.
and Europe, and a trumpet player.

uction will be seriously impaired by the
dental interferences. Poorly fitted den-
tal appliances, or appliances made by a
dentist without an understanding of the
musician’s special needs inevitably lead
to serious playing complications and
limitations. A crooked, chipped or de-
cayed front tooth guarantees poor em-
houchure.

As dentists, we are aware that many
oral disorders do not immediately regi-
ster as pain, vet the patient, in daily
function, will consciously or uncon-
sciously attempt to avoid these painful
triggers. This principle is carried into
our playing habits.

We have all experienced the effect of
a simple cold sore or mouth canker on
our playing. Imagine the effect of a den-
tal abscess, or periodontal disease.

For reasons we have vet been unable
to explain, an increasing number of
brass and woodwind players in their 30s
and 40s have been found (in our prac-
tise) to have the gums stripping away on
the lower front teeth. The common
thread in all these individuals is their

Wind Musician

musical instrument. Left untreated, this
condition will result in the loss of the
front teeth—an absolute disaster for a
musician.

Inevitably, some musicians will lose
some of their teeth. Quite aside from the
chinical damage this will cause, it is im-
perative to minimize the terrible nega-
tive effect this will have on embouchure,
tonguing, sound production, endurance,
intonation and range.

This musician must find a dentist who
understands not only the physiology of
clinical dentistry but one who has a seri-
ous working knowledge of the
biomechanics of their instrument.

Something as innocuous as the glaze
on an otherwise perfect ‘cap’ can create
a serious impediment for the tonguing
mechanism and/or the embouchure if
the glaze is “a hair” too thick or is mi-
nutely rough. Never allow a tooth to be
removed hefore the ramifications of its
removal on the dentition, and your ca-
reer, are fully understood.

The three ‘Ds’ of dental disease can
have a crippling effect on the musician.
These ‘Ds’ affect evervone to some de-
gree, but for the musician the effects can
and do vary in severity from a minor
disruption to the destruction of a career.

These ‘Ds’ are: 1. developmental
problems (These are associated with
tooth and jaw size and position), 2.
degenerative problems (decay and gum
disease) and 3. disorders associated
with inadequate dental treatment.

It is imperative that the reader under-
stand that in most cases, we dentists
only treat: We do not cure. Dentists are
neither gods nor angels and our treat-
ments do fail from time to time. When a
tooth breaks, the fracture cannot heal; it
must be repaired.

Musicians must avail themselves of a
dentist who is in tune with current con-
cepts in restorative dentistry. At the
same time he must integrate his pa-
tient’s care with a minimal effect on the
musician’s career.

We will leave for another time discus-
sion of the benefits of certain treatments
over others, the effects of treatment, the
effects of injuries and many other topics
of direct concern to the brass and wood-
wind musician.

There is a saying: “Why fix it if it isn’t
hroken?” The corollary states: “Let’s fix
it before it breaks.”
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by Michael Massaro

ne of the most important as-
pects of self-expression is es-
tablishing a “voice” on one's in-
strument. In any form of self-expres-
sion, refining your craft is essential, be-
cause whatever comes out is a reflection
of who you are. Many musicians get so
involved in the technique of plaving that
they forget that the purpose is to ex-
press yourself. What good would all the
technique be without somebody’s per-
sonal character and individuality?
Ultimately it is the sound that brings
your message across to the listener. The
quality, energy and emotional content of
the sound is what eventually brings the
music to its highest potential. I have
been studying and performing as a
saxophonist for seventeen vears and
have found that the most difficult thing
to do is to establish a recognizable and
distinctive “voice” on one's instrument.
Great musicians can be instantly
identified from the very first notes they
play. For example, Eddie Daniels (clari-
net), Branford Marsalis (tenor sax) and
David Sanborn (alto sax) all have their

| wooDwWINDsS

own personal, distinctive sound. Sound,
like any other aspect of playing, needs to
be practised in order to be developed.

To develop sound, the single impera-
tive form of exercise is long tones—
sustaining notes without vibrato at first,
without crescendo or decrescendo,
throughout the range of the instrument.
Exercising long tones in fourths, fifths
and octaves will help you find the tonal
centre of every individual note and also
the tonal centre of the instrument itself.
Long tones must be practised on all
shades from ppp to fff. These exercises
will strengthen your embouchure, give
you more control of the diaphragm to
sustain notes, and open up the throat
cavity, which will contribute to a full,
open sound throughout the instrument’s
range.

A good exercise hook to work from is
entitled Top-Tones For The Saxophone
(Revised Edition), written by Sigurd M.
Rascher. As the sound develops, you will
find that you can change its quality and
timbre. Listening to other artists and
emulating their style witl eventually

Long Tones For Unique Sound

help you develop your own sound. One
has to be very careful not to clone. Lis-
ten to learn..and grow. Distill the many
influences, and always come back to
your own, personal “voice”.

The type of set-up and obviously the
instrument one uses plays a major role
in the kind of sound that one may
achieve. The size of the mouthpiece,
strength of reed and ligature are all ca-
pable of altering the sound, both in qual-
ity and projection. | personally like a set-
up which atlows me to have the flexibili-
ty to accommodate any number of play-
ing situations. By working with a solid
mouthpiece set-up and achieving control
through long tone exercises, a horn
player should be able to adapt to any
given musical style, be it classical, jazz
orr'n'h.

Whatever musical idiom you choose,
whatever message you have to put
across, whether vou're a clarinetist,
flautist, saxophonist or tuba plaver, keep
working towards achieving your own
"voice”—your own sound.
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THE AcousTiC PIANO
THATS ‘SOMETHING ELSE

1
|

| vyamana

e essesams SR T

Dlmensmns(ll W - D): 126 x 150 x 61 cm (49.314 " x 597 x 24°) Weight: 232 kg(SIIIbs)

First we made a superb acoustic piano. Then we
added specially developed digital technology.
The result? A piano so unique, with so many

new features, we had to make a new name for it.

The Disklavier™ piano, from Yamaha.

Play it and you'll find the ringing tone and
responsive touch that have made Yamaha a
favourite of piano lovers the world over.

Then slip in a disk, and you'll hear why the
Disklavier piano is something else again.

The Disklavier piano plays back prerecorded
PianoSoft * disks, like an automated player
piano. But with a digital playback system
that gives you fidelity just not possible with a
conventional player piano. And you can change
the playback pitch, tempo and volume.

The Disklavier piano also lets you record

what you play. So you can save your own best
performances, or your child’s or teacher’s,
and listen to them time and time again. With
fidelity that's just remarkable.

For practice, you can play back or record
either the right- or left-handed parts alone.
And you can even link into a MIDI (Musical
Instrument Digital Interface) network.

The Disklavier piano. It's a great Yamaha
acoustic piano with special digital features.
See for yourself —and hear, and feel—why it's
truly something else.

YAMAHA
disklavier-

FREE DISKLAVIER VIDEO TAPE
FOR MORE INFORMATION AND A
DEMONSTRATION TAPE
WRITE TO:

Disklavier Video Tape

YAMAHA CANADA MUSIGUE LTEE
135 Milner Avenue

Scarborough, Ontario M1S 3R1




MIDI Mach

by Ajo Tomasso

hat I would like to share with

you are some of my fundamen-

tal philosophies on “computer
music”, and a few techniques that have
made it work for us and which may be
helpful to you.

The number one consideration, in my
book, is the drum track. It has to be hon-
est; it has to be right. By honest I don’t
mean that it has to sound like a human
drummer; trying to fake 4 human drum-
mer is not only impossible but dis-
honest. [ mean it has to come from the
musical heart and feel right with the
rest of the track. Forget about trving to
sound real: Try to sound right.

For any or all of the following reasons
one may choose to sequence drum
tracks.

1) You and the band have a pile of ideas
for new tunes you want to work on but
you don’t have a drummer yet, or your
drummer isn’'t always available for
songwriting sessions. Don’t sit around
the practice room wishing you had a
drummer. Go out and get a second hand
Roland 707 drum machine or rent one
and voila—instant rhythm! Start out by
writing a simple one or two bar pattern
using only snare, bass drum and hi-hat.
Make sure it feels right for the song, es-
pecially the tempo.

2) You're working on a song and you
want to have total artistic control.
There’s nothing wrong with writing
your own drum track. Hey, it’s your
song, isn’t it? But be open to outside in-
put; remember, four ears are better
than two. From vour basic pattern, work
your way through the song, paying spe-
cial attention to stops, punches and vari-
ations that may demand a slight change
in the original pattern, like tom passes
or cymbal crashes in the chorus or dou-
bling up the hi-hat for a driving instru-
mental break. Run the sequence over
and over again and listen to make sure
this most important rhythm track flows
smoothly and fits the vibe of the tune.
Don't forget to consider varying the de-
gree of accent or velocity of each note to
create a sense of dynamics and intensi-
ty. At the same time, don’t he afraid to
o full tilt when you want to get aggres-
sive. Finally, remember nothing is set in
concrete until the whole thing is com-
plete and ready to go to tape; and even
then more changes may come.

3) You're going into studio and the bud-

get is tight. The last thing you need is a
full day of just getting a sound on the
drum kit. Before you know it you'll be
out of time and out of money. Your time
and energy is better spent focusing on
production and arrangement.

In pre-production we take our master
drum track from the 707 and just dump
it in real time (in other words, record it)
into the Atari ST using the Master
Tracks Pro software, or into our newly
acquired MC-500 11, and save it on flop-
py disk. Both are SMPTE code compati-
ble and have excellent editing features.
We then split up all the individual in-
struments onto separate tracks using
the Split Data editing feature of Master
Tracks or Copy Track on the MC. The
reasons for doing this are manifold. Iso-
lating each instrument allows you to as-
sign each a different note, which in turn
permits you to draw from an extensive
library of sampled sounds that is often
available on diskette for such modules
as the Roland S-550 or any other sam-
pler. This is especially useful when,
come time to lay it down on tape, you
want to try different kick and snare
combinations and ultimately choose and
record each part onto separate tracks.

Ajo and his band. The Hungry Bovs. were featured in the August issue of Canadian Musician.

ines From Hell

An Important New Development

In Drum Sequencing

Recently we've started recording our
drummer, Dave Devine, directly into the
Atari and MC-500. We set up in record
mode with an audible metronome or
looped 4/4 rimshot pattern through the
PA. Dave plugs his Roland Octapad or
MIDI capable Simmons pads into the
MIDI IN of the Atari or MC, making
sure to run a THRU to monitor his own
playing, and then jams with an existing
bass and keyboard sequence and/or the
band as we run through a new tune.
From there he is able to edit the track,
keeping and even copying what he likes,
deleting what he does not like, and
quantizing (aligning) any segments that
may be slightly off. This way Dave gets
to have direct creative input in the
recording process without the extra
cost, and the producer can still exercise
his power of last say by way of sequence
editing.

In the next issue I'll talk about how,
thanks to SMPTE, we were able to rec-
ord all live keyboards onto tape and into
sequencer simultaneously, thus allow-
ing us to reproduce our studio produc-
tion live on stage.
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by Howard Druckman

You knew that David Wilcox was one of

the best stringhenders and blues-rock

belters in the cour(ry. Did you know that

‘ OS1 HOTSHOT GUITAR
plavers are happy to be known as such.
From Robert Cray (urban sophisto) to
Tom Verlaine (angular exploration) to
Steve Vai (metal wankeroo). the top
plavers are a breed content to be hailed
as axe-masters of individual style. So
you'd think guitarist extraordinaire
David Wilcox would gladly adhere to
the tradition — mining a single, rich
vein of blues "n” roots, and developing
within that framework

Not Just
A Guitarist

Well, think again. While Wilcox casily
owns up to his considerable guitar
chops. he refuses to limit himselt to the
casy status of a six-string hero.

“1 see myself as a singer and a writ-
er.” he says over a glass of soda water at
a ritzy downtown Toronto piano bar. 'l
have a whole lot more freedom that
way. It allows me the option of playing
guitar, but I can do more.”

Indeed. Wilcox has recently begun
exploring varied guitar styles  and,
more importantly. stretching his other
skills. On last year's Breakfast at the Cir-
cus. and especially his new album, The
Natural Edge. he's been working with
synthesizers and drum programs. and
writing lyrics that are less lincar and
more broadly impressionistic.

These moves risk alienating his tra-
ditional audience. a  beer-drinking,
blues-rocking. roots-loving following
developed through continual touring
on the college-club circuit. (COCA
voted him Entertainer of the Year in
1986 and Auraction of the Year in
1987). These are the people who've al-
lowed Wilcox to earn gold status
(50.000 sold) for every one of his five al-
bums since his debut disc in 1975, But
Wilcox has already moved from cam-
pus pubs to S5.000-scaters (Ontario

this very aruculate enigma is also a

dedicated singer/songwriter with some
profound and eye-opening thoughts?

Place. for example). and his music is
heading there as well.

Which is to say The Natural Edge is
no mere exercise in traditional blues-
rock. but a modern pop effort. tull of
stylish production, catchy hooks. eclec-
tic guitar textures and intriguingly idio-
syncratic words.

“Stll Life™ sets an abstract lyric
about frozen memories against a
pulsing. heavily treated bass line: “lvo-
ry Tower™ is a simple metaphor for
romantic distance, its chorus propelled
by a synthetic cello rift: even a tough
metal rocker like “The Natural Edge”
is beefed up with enough outboard
treatment to make the guitars sound as
big as a herd of rampaging rhinos:
“Lay Down Your Arms” is a perfect
CHR pop single. balancing guitar and
piano textures with a fine lyric: "Our
Town™ sets ironic social comment
against a sprightly little ditty.

Be True
To Yourself

Even Wilcox himself is something of a
surprise:  Half-expecting  a raw-
throated. beer-guzzling  journcyman
player. 1 find Wilcox a sophisticated.
cbullient eccentric.

1 think that you have to be true to
vourself.” he says. “There’s no decent
artist in the world who doesn’t do the
art first for themselves. 1t would be
much easier to do what you know will
£o. But someone like. say. David Bow-
ic. is always challenging and surprising
us, Sure. I might alienate some people.
but would you rather alicnate others by
being complacent and repetitive?

“One of the main things | had in
mind when 1 started fronting bands
and having a solo carcer was not to pi-
geonhole mysz2If. | had been frustrated.
even plaving in really good country
bands. r 'n” b bands and original mate-

Continued

WILCOX'S
WORDS

David Wilcox has earned his consis-
tent gold record sales by gigging
incessantly across the nation. At one
time, Wilcox was playing more than
300 club and campus dates a year,
an outrageous schedule. But surviv-
ing it has rendered him undeniably
adept at playing onstage (his COCA
Awards, remember, are for being an
exceptional live act). The stage is
Wilcox's second home, so we asked
what it's like to live there.

FIRST GIG
“It was in a church basement. A fel-
low | was going to school with had a
relative who happened to work with
ex-convicts. He got us a gig (playing
for them) in the basement. It was a
harbinger for future gigs: One person
threw a chair at me, and | promptly
said ‘Three chairs for him!" But that
first heckler was a good experience.”

FUNKIEST BAR

“| was playing with a band called the
Rhythm Rockets, a predecessor to
the Teddybears, whom the agent had
sold as a Top 40" band. It was a
place in London, Ontario, that had a
murder outside in the parking lot on
the first night we played there, and
several floor-clearing brawls during
the set.”

COLLAPSING FROM
OVERWORK

“Every summer things would slow
down for me, so I'd have to take
whatever | could get just to keep the
band going. One summer, | took way,
way, way too much. | mean, I'd be
playing two gigs a day, setting up
and breaking down twice, singing,
fronting the band, and it just wore me
out. If you're not having fun with it
anymore, it's either insincere or de-
pressing, or both."

ALLEVIATING BOREDOM
“The feeling that it's just a job almost
never occurs unless | have a physio-
logical problem. I don't like
travelling—sitting in a car or
airplane—but Canada is a big coun-
try. Still, I'm never bored with the
songs. If there’'s a song we don't
want to play or we're tired of, we have
room in the set to change a few at a
time. About half of a 15-song set is
stuff that you have to play, but the
rest is variable. That keeps us fresh.
And even in the must-plays, we keep
a skeletal arrangement and add to it
or subtract from it."

DRINKING
“You don’'t want to drink too much
before a show. But hey, you don't
want to drink too little either! You
have to have fun with it."”
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STRETCHING OUT

rial bands, because you'd only be play-
ing one style of music. I like to mix
them up a bit.”

No Rules
in Songwriting

Wilcox has been mixing styles ever
since he began. After discovering Elvis
atsix and starting to play guitar at sev-
en. his first gig was in a church base-
ment at twelve. By thirteen he was a
professional. and by fourteen he was
strumming folk-blues  at  Toronto's
Riverboat Club, Wilcox isn't kidding
when he says he's played in really good
bands: he’s picked behind lan &
Sylvia. Leon Redbone. Maria Muldaur
and Murray McLauchlan. But eventu-
ally he had to write and perform his
own material—at first with his band.
the Teddybears. and then solo. In
songwriting as with playing styles. he
likes to mix it up,

“There are no rules in songwriting,
because if you write songs the same
way all the time. they can tend to come
out the same.” says Wilcox. "But there
are great exceptions to this. Verdi. the
composer. apparently wrote on a very
disciplined schedule. He'd sit down
and write for the same six or seven
hours a day. with an assistant. But
you'd never know it by listening to his
operas.

“For me. writing songs with different
formats. in different ways. using dif-
ferent approaches. is crucial. It's so
dangerous (o get into the verse-verse-
chorus-middle eight-solo-chorus-
verse-chorus pattern. and you don’t
even realize it.”

The Mysterious
Sadia

From the beginning of his solo career,
Wilcox has co-written and co-prod-

uced all of his albums with multi-me-
dia artist Sadia. He met her in a bar in
Ottawa. They became platonic friends.
and she quickly took control of his ca-
reer. Sadia prodded then-sideman
Wilcox to start his own band. and

found financing for his debut. Our of

the Woods. in 1975. She's co-written at
least one song per album—"Cheap
Beer Joint.” “Somethin’s Shakin™—
until Breakfust at the Circus and The
Natural Edge. where she's co-authored
the entire record.

“Sadia is a very "hands-on. do it type
of person. whereas I'm much more of a
daydreamer.” says Wilcox. "I had a lot
of arranging ideas and sounds in my
cars and my heart. and Sadia said
“Take the bull by the horns! Go!” She's
like The Wizard of Oz. for me...the wiz-
ard behind the lizard!™

Though Sadia lives in England now,
where she's currently producing rec-
ords and studying film. she and Wilcox
still write and produce together. "We
mail tapes to cach other. special delive-
ry so they don’t get lost.” says Wilcox.
“Before we record an album. Sadia
comes to Canada and we sit down with
both of our ideas and throw them on
the table. We say. I like this. I don’t
like that, maybe this could be a song
with one of vour ideas.” IUs very back-
and-forth. And there’s no music/lyric
split between us—it’s completely integ-
rated.

“"We did something very different
with The Nuatural Edge. Sadia pro-
grammed several tracks in a studio in
England. and brought the programs
over here to play them for me. She's
done a lot of that studio type of writing,
and I have not. So it was good. and it
made me stretch, which was what 1
wanted to do. Its a litte different than
sitting under a tree writing a song with
a guitar.”

When he does sit under that tree.
Wilcox tends to follow whatever's on
his mind. then weed through the

results afterward.

“It’s not something I can discipline
like boot camp.” he says. "I can’t say
I'm going to write from four to six eve-
ry day.” But I can say ‘I'm going to get
the guitar out now and see what [ can
find on it.” It is done as the spirit moves
you. but you have to make a point of
looking for it..gently.”

Wilcox has stated time and again
that Sadia is the one producer with
whom he can have an argument and
yet not feel his integrity—or that of the
recording—is threatened.

“When I started making records.
there were two factors involved.” he
says. "I think the producers 1 had ac-
cess o would have superimposed a
sound rather than starting from
scrateh. The second point is that Sadia
and L. when we first got the opportunity
to make records. figured we would try
to really evolve our own sound..start
like babies. learn to crawl and then to
walk..haltingly at first. perhaps. but
evolving something that we felt com-
fortable with. rather than either being
trendy or trying to superimpose a pre-
conceived attitude.”

Separating Stage
& Studio

Wilcox credits the changes in his pro-
duction style—from simple live-in-the-
studio blues-rock to the huge. synth-
and-drum-program rock of The Natural
Edge—to his increasingly separate
views of studio recording and onstage
performing. “When we started record-
ing. we did very much what we were
doing onstage at the time.” says
Wilcox. "We shortened the solos and
ook out a few mistakes—not too
many—and performed as a trio. with
very little overdubbing. At first we
were very conscious of duplicating the
songs onstage. We did what we did
onstage. and then we made records of
songs that we could do onstage,
because obviously we would have to
play them there. It was: "Let’s not get

David Wilcox doesn’t want to be limited
to an axe-master's role when he's a per-
fectly capable singer and songwriter.
But he is a fine player, with a con-
siderable collection of electric guitars
from which to choose. Here's what he
had to say about his choice of six-string
razors:

“I grew up playing Fenders. They
have a thin tone but they articulate
clearly. For many years, | sounded too
muddy on a Gibson. But when | started
to play bigger halls, | found a Gibson
spoke better.

WILCO

X'S WEAPONS

“My Stratocaster is a fine old guitar
from the '50s, though I'm unsure of the
exact year. It's not really suitable for
high volume, so | use it at home now.
One of the problems with the old Strats
is that they hum in the studio when you
record.

“I have two Teles. There's a blue
one—with a humbucking pickup by the
bridge and an out-of-phase switch—
which | use for bed tracks. And there's a
stock one in tan that | use for solos.
Both are from the late ‘70s.

“I have a white National with a ceram-

ic pickup in the bridge, which is really
good for rhythms, and has a very trebly
tone. | used it for some overdubs on
‘The Natural Edge.’' On the same song, |
also used a black ‘60s Silvertone with
lipstick tube pickups, for a clear, thin
sound.

“I have a stock, wood-grain Ibanez
Artist that | use for a warm, jazzy sound,
as in ‘State of Grace.” And | use a red
Les Paul SG from the early '60s. Its into-
nation is horrible, but the tone and sus-
tain are magnificient.
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It Takes More Than A Little
Neodymium To Change The
Face Of Driver Technology.

Hailed as the catalyst for a new generation of high
performance compression drivers, the rare earth
compound neodymium showed up in our R&D lab
shortly after it was first formulated. But its extremely
high cost and sensitivity to heat had to be over
come before neodymium could live up to its

full potential.

The availability of this highly magnetic, extremely
lightweight material coincided perfectlﬁ with our

development of the Coherent Wave™ phasing plug. The 2450’s smaller size translates to tighter spacing

.2 i ) of horn arc arrays, more even and precise
e coverage and greatly reduced requirements
Driver with Coberent Ware' phasing for delay. Plus, the 2450 nets out at a mere

plug provides in-phase combining of Y q . -
sound waves for extended high fre 4.8 k% (105 lb) The benefits of this dramatic
quency performance. JBL's patented weight reduction include lower shipping costs
d{ﬂ;)mO"d Suzfoun: :m"wm dllapbgagm to the site or on the road and significantly less
S d“’f;;ag:f’;’fifl.; e;‘;;,[' educes  1oad bearing requirements for both structures
“ and rigging. With built-in mounting points, the

This new design, a phasing plug with annular 2450 will take much less time to install.
apertures of constant path length, uniformlﬁ directs Yes, it took more than a little neodymium to
sound through to the throat providing in-phase change the face of driver technology. But we're
combining of sound waves for extended high fre confident you will find the breakthrough results
quency performance. This new technology is were certainly well worth the wait and the effort.

combined with our patented diamond surround
titanium diaphragm, incorporating a new embossed
dome, to reduce the possibility of distortion or
damage at high SPL.

For more information contact:

Gould Marketing Inc., 6445 Cote de Liesse,
Montreal, Quebec H4T 1E5

Telephone: (514) 342-4441



Aerosmith’s Toby Francis . . .
Def Leppard’s Robert Scovill . . .
Spyro Gyra’s Neil Stadtmiller . . .

John Cougar Mellencamp’s
EdWynne ...

Throughout their recent concert
tours, these professional sound
engineers used Electro-Voice
N/DYM?® microphonesina
variety of instrumental and
vocal applications, with results
that surpassed even their

own expectations.

Now, it’s your turn. Experience
the power and clarity that N/DYM
will deliver to your sound.

And get ready for a professional
mic-over.

Electro-Voice, Inc., 600 Cecil Street, Buchanan,
M1 49107 (616) 695-6831.

In Canada: P.O. Box 520, Gananoque,

ON K7G2V1 (613) 382-2141.
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too fancy here.

“As time went along. we learned
more about making records and.
frankly. got higher budgets. So we were
able to explore other realms than the
kinds of songs that would work in a
live club situation. I'm very proud of
those early records. and I don’t think
the ones we're making now are any bet-
ter. necessarily, but that's just a differ-
ent phase of my career. Having had
that kind of intimacy on my first rec-
ord. the natural direction to go in was. |
suppose. a larger one.

“We realized. before Breakfust At The
Circus. that we were hamstringing our-
selves. Other people were going into
the studio and recording anything they
felt like—any instrument, any tool that
felt appropriate. So we threw the con-
cept of stage-duplication into the gar-
bage. We play the songs from the
newer records onstage, but they sound
quite different. and we don’t attempt to
sound like the record very much. It's a
very different approach.”

Stretching Out
on Guitar

Even within the realm of guitar,
Wilcox has refused to keep his feet
planted in one single style or tone. or
show off his dexterity by zipping along
the fingerboard at the speed of light.
What he does is dip into various styles
and textures as they suit each song.
without getting too showy or obnox-
ious.

“Pop Out World.” from The Natural
Edge. is a perfect example. At the end
of each verse. as the melody modulates
one semitone upward. Wilcox takes a
brief solo to further the song. The first
go-round sounds like a sitar or a saxo-
phone; the second has a compressed
slide-guitar feel: the third. a distorted.
metallic tone.

“"We used boxes plugged directly into
the board.” says Wilcox. “Then we let
the engineer. Lenny De Rose. play
around with the sound because it gives
me something to play off of. If he gives
me a special effect. then I can create an
approach from that.

“The main rule we have is to try not
to repeat ourselves. And the first rule is
to make something appropriate to the
song. Obviously. if you're just being
creative to be perverse. then it’s not go-
ing to work.

“I find that many guitar players
don’t think about tone enough. It's a
funny instrument. the guitar. I like to
hear it played like a guitar. and I think
too many people play it like a sax or a
piano. That was a very original idea
when Charlie Christian first did it. But
now. | like to hear it create those
unique textures that only a guitar will
create.”

5 'AA!.‘« ;:,7. o

Piano
Exercises

Though he likes to hear a guitar played
as a guitar. Wilcox nonetheless keeps
his fingers limber by transcribing
piano music.

“"When playing live rock ‘n’ roll. you
can get sloppy.” he says. “There’s no fi-
nesse. because you're going for emo-
tion. It's not the Royai Baliei. you
know? So I found it was very good for
my hands and fingers to transcribe pia-
no music. I do Scott Joplin, Jelly Roll
Morton. and other ragtime pianists.
partly because that stuff is written
down. It also gets you to avoid the

standard patterns and get away from
lazy habits. No one could have ever
written the Kinks' "All Day and All of
the Night on a piano.”

And maybe no one would have ex-
pected a hard-touring blues 'n” roots
guitarist from the campus-club circuit
to have developed into a unique and
modern-thinking songwriter and (co-)
producer, and still be able to blow you
away with his guitar playing. without
having to get too showy.

Make no mistake about it: In both
his style of music and his physical
presence. David Wilcox has graduated
from college and left the bars for some
fresh air. Where he’ll go next is any-
body’s guess. <M
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With the release of their
most mature and
coherent album to date, : |

54940 are on their ¥ S e ?V“//f/://,y -
way to becoming a o ‘-/"’ [~
Canadian mainstay. % i
Here are their views on
the recording of Fight
For Love, songwrmng
and surviving in a

band.
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“ t's a ‘backvard’ album,” savs
Neil Qsborne, with that soft
smile of his that alwavs hints
at  something more. The

‘backvard’ is Mushroom Studios, where

54040 recorded their third album for

Reprise, Fight For Love.

Since their carliest days as part of
Vancouver'’s indie music scene, Mush-
room has been familiar territory. The
band is familiar with studio staff, and
the engineers and producer make Mush-

given that he be closer to what we might
be doing.” Bassist Brad Merritt notes
that as a “‘band-oriented” producer,
Ogilvie’s more apt to listen to band
members before record company per-
sonnel. “*He’s a verv intuitive person.”
“What that is, is ‘depth’,” agrees Neil
Oshorne. “You don't get that from a
producer who's on a schedule for a cer-
tain number of davs or wecks. We were
establishing the focus and direction with
Dave for months before we went into

the studio with him. We don’t know an-
vbody else like that.”

room a second home, too. The Reelv
brothers, Glen and Greg, have engi-
neered for 54040 in the studio as well as
on the road.

QOshorne describes the sound of Fight
For Love as being “closer”, too, as com-
pared with the previous album, Show
Me's “more  distant, more abstract
sound and attitude.” He emphasizes
that the sound on Fight For Love was ac-
complished with all analog instruments.

Producer Dave Ogilvie has worked with
the band in some capacity all along.
“We play baschall together,” explains
multi-instrumentalist Phil Comparelli.
“Because of the long relationship it's a

GANGLAND

Keith Porteous and Allen Moy first worked together in the late '70s in Vancouver indie band Popular
Front. Then they became involved in the artist collective/indie label MoDaMu. Allen way involved in pro-
ducing 5440’ first independent album, Set The Fire, and Keith helped promote it, place it with distribu-
tors, and booked their tours. A crossover point came where they had to make a choice, and began man-
aging 5440

Keith recalls that their ‘mandate’ was to create a career that would pay their bills and pay them a
wage, while retaining their ideals in terms of the kind of music they were promating. They also set o gool
of taking 54240 1o the major label level within a couple of years, which they accomplished in one yeor
They became “Gangland Artists” around that time

Operating on a shoestring, cash-flow was a constant problem. The band's live work paid for financing
their recording, their mailing costs and phone bills. But Keith and Allen didn’t make enough in commis
sions to live on. They took any odd job they could find —drivers for Perryscope Concert Productions, pick-
ing up professional skaters at the airport—making $50 or $100 at a time to supplement the few hun-
dred dollars of Gangland income each month. They figure they each were living on less than $500 per
month

Porteous says they were still thinking like musicians. “We started and rose to our level of incompetence
very quickly. We could probably have gotten things happening more quickly if we could have found o
way to finance ourselves, but we weren't really thinking in legitimate business terms”

Office space was a $100 per month floor of a warehouse (now somewhat renovated and pricier, they
still make it Gangland home). They threw big multi-media parties, and '80s version of o ‘rent party’, fo
bring in some cash. One New Year's Eve they made $15,000

The only was to ‘learn’ management is to go work for the establishment, Porteous figures. “Being
counterculture rebels, that wasn't’ really an attractive idea to us” Ideals prevailed, and despite what he
says, Porteous is a shrewd manager, the one who hit the road liaising with record companies and indus-
try people. Allen takes care of the bands day-to-day business. Today Gangland represents 54#40, Sons
of Freedom, and Bolero Lava and their solo offshoots, Phaedra, and Vanessa Richards

Jason Grant is Gangland's third associate, and manager of Sons of Freedom. Though Gangland en-
counters other worthy projects, and lends a limited hand to other groups, “we’re af the point where we're
trying to figure out how we can streamline our operation and set it up in such o way that we'd be able to
take on more acts. Even the biggest managers in the world usually handle one artist.”

by Ellie O'Day

The only time they used tools like com-
puters and sequencers was at the pre-
production stage, to work out parts.

The set-up in Mushroom's large re-
cording room was as close to the live sit-
uation as possible. They brought in a
rented PA, and combined that feed with
more isolated studio miking and some
direct feeds from guitars.

54040 tends to use a wider range of
guitars in the studio than thev would
have on the road. “Anything goes,” ac-
knowledges  Comparelli. "1 use
Schecters on the road, but on the al-
bum, for some crunchy stuff, we bor-
rowed a Gretsch.” Phil also tried some
new instruments. His first efforts on lap
steel can be heard all over “Laughing,”
in a solo section of “Kiss Folk,” and
mixed with slide guitar in “Journey.”
“lt’s really fat sounding, like a brass
instrument,” he savs of the lap stecl.
“The strings are really big, sitting up in
the air, nice and open, and you just put
that metal bar on it and thev sing like
crazy. If vou put it up front, it sounds
‘country,’ so you mix it in softly, like a
kevboard effect.” He also experimented
with an E-Bow on this album. *1 fiddled
with them before,” he puns, “‘but never
used them in recording.” Listen for the
E-Bow in the long, dronev notes on the
intro to “Babv Have Some Faith.”

Neil's brother, David Osborne, con-
tributed keyboard work to the album.
They dusted off an old Minimoog, as
well as using piano and Hammond B3.
King Crimson'’s old Mellotron also
makes a cameo appearance. Neil ex-
plained that the tapes that it uses were in
rough shape after all these years, so that
it sometimes responded  early, some-
times late, *‘so it’s really a character
thing. 1t looks like a little toy organ—
very primitive looking, very Orwellian.”
Also pre-digital was the old Logan string
synthesizer that seasoned a few tracks.

“To tie in  with that,” adds
Comparelli, “*Mushroom Studios uses a
tube board. So we brought in a Neve
tube EQ, so there are a lot of natural res-
onances and frequencies happening.”
Neil quotes engineer Greg Reely's pref-
crence for tube components “that help

Y

the sound ‘breathe’.

Fight For Love has a coherence that
comes with a band's maturity. Rather
Continued
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than a selection of what was written over
a period of time, this album has a sensc
of moving into a new musical ‘neigh-
bourhood,’ the band exploring its per-
sonality, then its details,

“l remember when

we were first

getting together on this stuff,” recalls
Comparelli, “deciding how we were go-
ing to approach the whole thing, Neil
and 1 had said, ‘these have really good
melodies. We have to work on that,
That should be the focus of the songs.

The melodies should stand out on their
own, with their harmonies and lvrics.” A
really good song doesn’t need anvthing
else,”

Drummer Matt Johnson agrees that
the objective at the demo stage was to
stress the vocals and guitars over the
rhvthm section, which was almost the
opposite of early 5440 material.

The band’s original way of writing
material was from jams initiated by the

54040 Gear

Matt Johnson uses a locally-made custom
drumkit by Tempus of Richmond, B.C. He
uses Pro-Mark sticks, Peart hardware, and a
combination of Sabian and Zildjian cym-
bals.

Brad Merritt has o couple of basses, but
number one is a Fender Jazz (1980). He
uses a Peavey Mega-Bass amp, bi-omped
with the cross-over at 400 or 500. The top
goes through two 10-inch speakers, and the
bottom through an 18-inch specker, for his
“big and woofy” sound.

Neil Osborne plays rhythm guitar on one
of his two Telecasters, vintage 1979 and
1980, “the last years they made them
heavy. It feels like you're really playing
something.” He uses a Fender Twin amp. In
the studio he may use his rare Gibson Chet
Atkins nylon string electric (listen for it on
“Journey”, “Kiss Folk”, and "Walt Talk Mad-

ly”), and a Martin acoustic on “Laughing.”

Now Phil Comparelli, the one really con-
versant with equipment, uses two Schecter
Strat copies—one built four years ago, the
other bought already customized five years
ago. He uses very heavy strings. (Phil, Neil,
and Brad are using LaBella Hard Rocking
Steel strings.)

He used to use just solid state amps
(Randall), but now has a MIDI set-up. He
has a Marshall 4 x 12 cabinet split up in ste-
reo, and uses a big rack of toys (in new
shock-mounted cases). He uses Peavey am-
plification, and the ADA
MP-1 MIDI Programmable Tube Pre-amp,
“the brains of my system. Before, to get all
the MIDI changing, to get to all the chan-
nels..to get a clean sound, or a dirty sound,
you could only do it with solid state. Now
they have the tube sound or the solid state
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sound at the push of a button. Now | can
apply oll my other toys to that..the DDL,
some noise reduction, and run all that to-
gether with the ADA foot pedal that controls
it all. It has o little LED on it so | can see
what I'm doing at the mic. Now | can spend
hours at rehearsal setting up my sound, to
get any little nuance..echo-with-a-
reverb..you can paint all sorts of pictures.
Then | can just call it up live at the push of a
button, instead of leaving it to the
soundman.”

Phil's trumpet is a Benge, from LA, a
hand-made Claude Gordon, fat-bored in-
strument. "It takes a lot of air, but it's a real
fat sound. It really roars.”

Phil also borrowed an E-Bow, and a 1939
Rickenbacker lap steel with its own little
amp (listen for it as an ambient sound
throughout “Laughing”).




rhythm section. “The groove is what we
were trying to capture,’” recalls Com-
parelli.

As the last of the quartet to join, Matt
recognizes the evolution. *‘l think carly
in a band’s career, being young song-
writers, you tend to stress the strengths
of the band. And early on, the strengths
of this band were definitely the
grooves.”

Osborne's growth as a lyric writer has
been a steady blooming. Always reso-
nant with soul and a spirituality, now his
writing reflects his changing life experi-
ences with greater clarity. But Fight For
Love is the first time that the lyrics have
such a sympathetic relationship to the
music.

“We didn’t want anything to stick out
more than it should,” Osborne explains.
“The music was supposed to float by.
The thing that was supposed to come
out mostly was the feeling, or the idea.
And more than any other record, we
worked on arranging. Before, we would
have been content to let songs go along
their path, then fade. This time we took
lots of turns down the streets in that
‘neighbourhood’, knocked on a few
doors, opened them, then left,”

Phil warns of the *seduction of the stu-

dio,” a trap that he can now ook on with
hindsight. “lt takes a while before you
mature out of that, where you realize
you might not need it all...the 48 tracks,
all the technology. You realize you
might not need it at all. Use whatever’s
going to work best. That’s a step you
have to go through. With time spent on
arranging, you save money when you do
go into the studio, and you may save the
song. Get it to such a strength before
you get in there, and chances are much
less that vou're going to lose something
that's very valuable.”

The arranging process also helped
them to select which songs worked best
for this album. “Walk Talk Madly”' is an
example of a song that's been in 54040°s
live set for some time. *lt could have
made Set The Fire (their first album),”
Neil smiles. “This was the album it was
waiting for...."

*“It found its way home,” Brad adds.

Phil notes that the intro and the
bridge were changed dynamically.

“We made it fit the style,” Neil con-
tinues. It lent itself quite readily to be-
ing arranged to our new way of arrang-
ing songs. It was a bonus track. We
didn’t even do an edit.”

Through the '80s, up through the indies

and still struggling to be heard in-
ternationally, 54040 are becoming adept
at patience and persistence. It's another
part of the art of being a band that they
share  with cach other, especially
through enriching and bonding experi-
ences like their recent shows in the
U.S.S.R.

“Survival...” says Phil. *Cautious
doesn’t mean you're conservative. It just
means vou want to be around long
enough to continue what you’re doing.”

“You have to take care of your psyche
first of all,” Brad recommends. “Keep
peace of mind, and trv to spread that
amongst your fellow band members.”

“Try to envision vourself ten years
trom now,” suggests Matt. “Try to see
your future history.”

*1 talk to myself in the future,” adds
Neil. “Relax...stay chilled...you’ll be just
fine.”

Phil reveals 54¢40’s priorities. **We
have a concept of family...then mu-
sic...then career...which scems to work
to help keep peace of mind.”

“You can't make your carcer vour
whole life,” admonishes Neil, “or it'll
become very narrow and weak.”

“And, of course, keep your day job,”
Phil concludes. “That helps the in-
tegrity of the music, because you're not
finding vourself in compromising situa-
tions.” CM




n the twin cities of Halifax/Dart-
mouth, Nova Scotia, there was al-
ways a ‘local music scene’, at
least for as long as | can remem-
ber. But very few of the musicians from
the sixties and seventies went on to be-
come anything other than ex-musi-
cians—husbands and fathers with ‘day
jobs' and, in some cases, a weekend
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band. Notable exceptions include Ken
Tobias (folksinger), Brian Ahearn (pro-
ducer for Anne Murray and Emmylou
Harris), Myles Goodwyn (April Wine)
and the hero of this Cinderella story.

Kevin MacMichael was one of those
‘local musicians’—a super-talented kid
who was proficient on both guitar and
piano (among other instruments), a su-
perb singer, dangerously good looking
and a genuinely nice guy—about whom
people constantly asked: ‘‘Why doesn’t
he do something?"’

“When | first started out at fourteen,”
remembers Kevin, speaking from a tele-
phone in Cutting Crew's rehearsal room
in London, England, *I played in the

usual basement bands, and because |
knew more chords than the other guys,
| was always the band leader.”

An interest in folk music, inspired by
people like Leonard Cohen, resulted in a
couple of years performing as a solo
folk artist. After that he hooked up with
local singer Dooney Limpert (The Lost
Children, The Yellow Bus, Friends Of
The Family), doing weird Hendrix cov-
ers and obscure psychedelic-era stuff,
and later with Mike McNeil, playing
mostly rhythm guitar and singing.

After a too-long stint on the local har
circuit doing top-forty covers (*You get
trapped in it!”") and a ‘Beatles’ cover
band, Kevin joined a group called Fast
Forward (not to be confused with the
Ontario band), at which time (1983) he
met Nick Van Ede, who was touring



WHO 1S

EVIN MacCHARL

Canada with his British band, The Driv-
ers.

“This was at a point when 1 really
wanted to break out. | was terribly frus-
trated with doing the same old bars on
the same old circuit. | was paying the
rent, but drying up inside. Ironically,
Nick was going through the same thing.
The catalyst was Terry Brown, who had
produced The Drivers’ album at Le Stu-
dio in Morin Heights, Quebec. Temy of-
fered us his home studio in Toronto for
a few weeks, and we were all very ex-
cited by the results.”

ACROSS
THE POND

Van Ede returned to England to extri-
cate himself from his recording con-
tract. In a leap of faith, Kevin made the
difficult decision to sell everything (*‘in-
cluding my guitar collection”) and fly to
England ‘‘on a wing and a prayer”, in
1985.

They recruited local musicians, put
Cutting Crew together, and went the di-
rect route of setting up a showcase gig,
sending a tape and an invitation to all
the major and some of the smaller la-
bels, instead of slugging it out in the

pubs and dancehalls. This move netted
Cutting Crew a management and re-
cording contract by September 1985.

In the spring of 1986 they recorded
the first Cutting Crew album (Broad-
cast), releasing the first single (the now
famous *‘l Just Died In Your Arms’’) in
August, and the rest is... you know. By
any standards you want to measure it,
that is a pretty fast rise to intemational
recognition. “‘For Nick and 1,”” explains
Kevin, “it was the ‘last hurrah.’ It was
like, ‘Let’s put everything we've got into
it, and let’s not make the mistakes that
we've always made before.’ "

On the first album, the band was there
to play the songs as Kevin and Nick had
written and demoed them. But by the
time they went in to record the second
album (The Scattering), Cutting Crew
was an experienced performing band,
and the bed tracks were recorded live off
the floor, with the individual musicians
writing their own parts and contributing
to the overall arrangements.

While a certain amount of MID! and
computer technology is used on stage

Maritim
Although | can't speak for other parts of the
country, | know that, growing up in the
Maritimes, we were always blown away by
the level of musicianship that surrounded
us, and confounded by an apparent reluc-
tance to venture beyond the New Bruns-
wick border. Years later, | still find it confus-
ing. There were, and surely still are (I don't
get back there much anymore) phenomenal
musicians in those four provinces. The
question is, why do so few gain recognition
outside of the Maritimes? More to the
point, why do so few try? Do these musi-
cians not realize that they are as good as
musicians from any other part of the world?
“I don't think they do,” agrees Kevin. “It
may be fear of success, fear of having to to-
tally re-evaluate your life in light of the ‘big
world out there.” Let's face it, | had to go
through that crisis myself when | was con-
fronted with the challenge of moving to

Isolation

England. It's like moving out of the little
pond into the big one, and there are no
guarantees. The Maritime outlook is laid
back, hanging out with your pals...have a
beer and talk about it, instead of actually
doing it. You don't really see that burning
desire. And it's a shame, with the talent
that's around.”

Granted, a musician living in Toronto, Los
Angeles or London just has to get on a bus
or a taxi and he’s in the middle of it. But
success stories like Kevin MacMichael or
Rita MacNeil can’t help but deliver a mes-
sage to Maritime artists who are at least
wondering what the potential for success
1S,

"It was a matter of having the guts and
really believing that | was good enough.
The world is a finite place. Why not see and
experience as much of it as you can? You
only pass this way once.”

by DAVID HENMAN

(**mainly for ‘window dressing’ ''), Kevin
maintains that they've been constantly
‘‘tearing it down more and more and
getting rid of a lot of non-essential
things, which create headaches and the
possibility of falling into ‘MIDI hell.” ™'

On stage, Kevin changes his sounds
manually. *I love that I'm in control. If
all of a sudden | want to change the
sound, | can do it. Having said that, 1 do
have an Alesis QuadraVerb and a
Roland DEP-5 and I've just gotten a
Peavey MIDI controller which lets me
set up chains of effects, and instead of
having to push a whole bunch of
switches, | just hit one.”

Kevin prefers to keep his live setup
relatively simple. *So many times you
can play with these wonderful toys, and
you've got what you think is this perfect
sound; but once you crank it up and put
it in there, and the bass and drums are
going, it's so subtle that it really doesn’t
matter. In the immediacy and the urgen-
cy of a live situation I find that as long
as | have the essential things, and
hands-on control, I'm quite happy.”

Kevin’s main sound comes from his
guitar, a Charvel Model 6, an old Boss
OD-1 overdrive pedal and a Roland JC-
120. “1 like to start with an absolutely
pristine clean sound.”

As co-writers, Kevin and Nick write
separately, but get together to actually
complete songs that are three-quarters
finished. A variety of methods are used
to pitch the songs to the band, from a
skeletal arrangement on piano to a
completely recorded demo with all the
parts, ‘“‘although it will probably be ‘mu-
tated’ somewhat by the time it gets
through the system. Other times we’ll
just have a hook line or guitar riff, and
say to the band, ‘Give us a backbeat and
let’'s see where it takes us.’ "’

I asked Kevin what he thought was the
secret to band harmony: ‘“It's really a
matter of chemistry. As long as there’s
give and take, as long as you can laugh
at each other, and scream at each other,

and get it out, you'll get along.”
g g <M
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How To
AVOID GETTING:

RIPPED OFF

GETTING RIPPED OFF IN THE MUSIC BUSINESS IS A TWO-WAY STREET.
WHILE THE SHARKS ARE DEFINITELY OUT THERE CIRCLING, MUSICIANS WILL
SOMETIMES KNOWINGLY PREDISPOSE THEMSELVES TO POSITIONS OF
VULNERABILITY. FAME BECOMES MORE IMPORTANT THAN THE FINE PRINT.
WHEN REAL MONEY STARTS BEING GENERATED, THE ACRIMONY FLOWS LIKE
BLOOD BECAUSE IT IS ONLY THEN THAT DEALS START TO SMELL.

Maitre Chez Vous

There are lots of cautionary tales
here, but it is important to note that the
artist must carry the burden. You can do
what self-proclaimed ‘Geritol gypsy’
Ronnie Hawkins did and learn by trial
and error, but even the veteran
rockabilly performer admits it's a sense-
less way to go in the 1980s, with all the
educational help around.

When Hawkins was starting, there
weren't any magazines about rock mu-
sic. Performing rights organizations like
CAPAC weren't offering music business
seminars or artist legal advice services
like they do now. John Redmond, profes-
sional manager at Irving-Almo, A&M
Records of Canada’s publishing affiliate,
says musicians still don’t do their home-
work. “Contracts are not hard to under-
stand, but generally musicians refuse to
understand them. They are simply
afraid, or they hope someone else will
figure it out for them. An artist owes it
to himself to know exactly what he's
getting into. Otherwise, he'll end up liv-
ing with the consequences.”

Music critic Larry Leblanc says it is
mystifying how musicians still find hun-
dreds of ways to cut bad deals. He says
very often vanity and greed are the root
causes. Artists don't want to hear how
much work it will take to succeed. They
want someone to tell them how great
they are, and how they're heading for
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the top pronto. Leblanc says, “A lot of
people want to hear a manager tell them,
‘Hey, me and you, tonight, we're gonna
be on the road with Springsteen.”

Ace Montreal guitarist Frank Marino
knows a thing or two about bad business
deals from his experience fronting Ma-
hogany Rush. He agrees with Leblanc
completely. “The artist shouldn’t go
around blaming everyone but himself,
because that's how an inflated ego de-
velops, and that's when the sharks really
move in. They sign the band to a situa-
tion that is non-paying, putting them in
small club after small club, collecting
commission after commission, telling
the act, ‘Oh yeah, next year we'll get you
a big tour.” In the meantime, the band
gets older, some of the guys have old
ladies, some have kids. They need more
and more money because they're not liv-
ing with their parents anymore. Even-
tually they just break up. I've seen it
happen a thousand times.”

John Rogers, keyboard player for
Brighton Rock, says that even when you
are on the club tour merry-go-round,
working your way up to the next level,
you can undermine your career by not
re-investing available monies back into
the act. Rather than letting someone
else rip you off, you do it to yourself.
Rogers says, “You want to put money
into upgrading the equipment and
getting a backdrop. If you pocket the
money you won't be any further ahead

than you were a year ago.”

The onus remains with musicians to
educate themselves. The heyday in the
limelight can be mercilessly short.
While record companies, publishers and
the rest of the business machinery
grinds on, it is the artist who rises and
falls. That means knowing your position
the first time.

Clubs & Booking Agents

When artists start securing gigs in local
bars, they aren't yet marketable
commodities, so there is no need for
management or booking agents. Howev-
er, building a team immediately, even if
the components include just friends,
girlfriends and parents, is important.
Clark Miller, a Toronto-based music
lawyer, says, “Whether they're from the
industry or not, people give emotional
and financial support.” Miller says pro-
fessionals have to be enlisted after a rec-
ord deal is signed, because at that point
it becomes more difficult for the artist to
handle all the various A&R, promotions,
regional,  publishing  and sales
personalities. Lawyers like Miller come
on board to assist management and to
help in providing a buffer between the
artist and the world.

CAPAC’s Larry Fitzpatrick, a former
road manager for the Toronto-based
Current Records’ roster of acts, says one
band member must be designated keep-
er of the cash when there is no manager.




When a booking agent becomes interest-
ed in working with the group, a band
member must be assigned to keep track
of the agent's activities. Ross Munro,
manager of former Triumph guitarist
Rik Emmett’s solo career, says, “Most
bands starting out are exactly the ones
who are susceptible to being ripped off,
because usually they're just happy to be
getting the gigs. They don't have any le-
verage.”

Old salt Hawkins says, “Oh, I've been
ripped off many a time. You get bad
cheques and such.” The Hawk doesn't
take cheques unless they're certified.
His method is to collect half the gig
money upon confirmation of the show,
and the other half just before the band
hits the stage. He says it is foolish for
club owners to pull rip-offs because of
how quickly it becomes common know-
ledge. “It's a small world, and it comes
back to them.”

A band should discuss the contract
with the club owner in person on the day
of the gig, since sometimes they've
signed the document without seriously
reading it. They should not play without
a signed contract, and preferably should
receive at least half the money up front
before the show. They should not feel
embarrassed, or feel they're too cool to
ask for an advance. A band should be
wary if their manager says, “It's okay, |
know the club owner, there's no need
for a contract.” A band should pick up a

blank contract from its booking office if
the booking is last minute, and make
sure the promoter signs it before taking
the stage. And a band has a reasonable
right to expect to receive more money
the second time they play a club, if they
went over well. Otherwise, the booking
agent may be riding on his commissions.
Rogers says, “Don't be afraid to speak
up. An agent may have five bands mak-
ing $2,000 a week. If he's collecting 10%,
that's $1,000 per week he's making just
answering the phone. He could keep
bands doing small circuits for years.”

Doug Kirby, president of Concert
Talent International (CTI), who passed
along some of the above tips, says a
booking agent is responsibie for three
things: to get a verbal confirmation of
the booking, to get a signed contract
from the purchaser, and to do the best
possible job in routing the artist. Kirby
says it is a common misconception that
the booker can haggle with the club
owner over the terms of a contract after
it has been signed. The agent is not a
party to the contract, so any alterations
must be done by the promoter and the
band’'s manager.

Kirby recommends his clients join the
Musicians Union. although he does
book non-Union acts. If there is a
squabble over money, a non-Union
band’s only recourse is the civic courts.
Regular circuit acts make more than the
acceptable limit for Small Claims Court,

by Bill Reynolds

which means a year-long wait for a regu-
lar court hearing. A band representative
also has to be in town for the court date,
which can be a major nuisance. Kirby
also says rip-offs are relatively rare in
the booking business. “There are some
unsavoury individuals out there. Occas-
ionally we know of a club owner who is
quite flaky, and we warn the artist in ad-
vance. Basically, an artist has to under-
stand he's in a business, not a rock 'n’
roll circus running around the country
having a good time. This is a business of
contracts, not daydreams.”

Management & Record Co.s

In Frank Marino's twenty years in the
biz, he’s seen it all happen. A seventeen
year-old Canuck kid makes a good story,
with a huge billboard on Sunset Boule-
vard proclaiming the arrival of Mahoga-
ny Rush in 1971. Marino now says, “In
the end we lost more than we made, We
catered to 20th Century Record’s lip
service. We were set up as kings, while
they took all the money.”

Marino says he's developed a fool-
proof method for avoiding the big rip:
Control the cash flow. Young musicians
probably won't have the leverage to de-
mand of big-time managerial operators
that they invoice the band, but Marino
says it's a good rule of thumb. “If you
control one per cent of the cash

continued
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RIPPED OFF

flow, that translates into a one in a
hundred chance of safety. The point is,
it's not necessarily how to succeed in
avoiding the rip-off. It’s how to suss out
which deals are going to rip you off, and
then decide whether you want to
proceed with the risk.”

The experience of a veteran speaks
volumes, but many vyounger bands
would give their eye teeth to be
managed by a powerful company with a
proven track record and name. Leblanc
says the son-of-a-bitch type of manager
is very atlractive to some musicians,
even if he's had as many failures as
successes. “They say, ‘I want the biggest
bastard in the jungle to manage me. He’s
screwed other people but he won't
screw me.” "

Fitzpatrick adds a wrinkle to this
theory. He says there are bastards out
there who can practically destroy a
band’s career, but because success in
the music industry depends so heavily
on the right mix of personalities, that
same manager could turn around one
year later and, even though he may have
been blackballed by the industry, score
a huge hit with another act. “Somebody
else could have gone to him, knowing
full well how he’s screwed the other
band around, and he'll do mega-busi-
ness for them.”

Tony Kenny, The Razorbacks' singer
and guitarist, says three basic cautions
should be kept in mind. One is to hire an
entertainment lawyer, not just any old
lawyer, because of the special nature
and the complexity of music law. Two is
to make sure your management is look-
ing beyond your hometown. Three is to
make sure you sign fairly short-term
contracts with management. Events
happen quickly in rock music. so you
need to be in a position to renegotiate
fairly regularly.

In Kenny's case, the band finally had
to replace their management. It was a
classic case of a band not finding time to
mind the store. “We got so busy we
needed help. A couple of people seemed
to talk a big story, and we got along well
enough with them. Now we know it was
complete bull, but it seemed plausible at
the time.”

A group has to find a team player. Re-
cord companies are enormous multi-na-
tional corporations, with sprawling in-
terests world-wide. If your manager acts
like a complete jerk, making demands
out of whack with the band's financial
clout, you could be history. Managers
should be able to drive a hard bargain,
but be able to accomplish their job diplo-
matically.

Munro says every manager has his
own style. Some stick strictly to the
business, while others like to be in the
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RIPPED OFF

contracts have clauses in them that get
the artist to waive these additional
rights, but they are there.”

In the U.S,, the copyright laws have
also been altered significantly. Last
year, the U.S. changed the backbone of
their copyright legislation by reducing
the requirements in registering songs
with the Library of Congress. Hahn
says, “Practically, depositing and regi-
stering your song is still recommended,
but sanctions against not doing so have
been significantly reduced.”

The Musicians Union
Doug Kirby, president of the CTI book-
ing agency, recommends to his acts that
they become members of the Musicians
Union. If a band gets ripped off, it is
much easier to receive help from the
Union than from the Canadian legal sys-
tem. On the other hand, most of the mu-
sicians interviewed for this article were
less than enthusiastic about the Union's
accomplishments.

John Rogers of Brighton Rock says he
doesn’t believe in the Union because it
doesn’t help in locating jobs, and doesn’t
provide unemployment benefits or
dental plans. He says, “You seem to pay
all this money for nothing. When a
young band starts out a lot of their
money goes to Union dues. During a
mail strike, they’ll come out to the gigs
and collect the money right off you.
That's how desperate these people are.”

As for Kirby's contention that a band
is better off joining the Union for avoid-
ing rip-offs, Rogers counters by saying,
“Let’s say you're in the Union and you
get fired from a club. The owner owes
you $2,000, but he’s ripped you off. The
Union will go to bat for you in that case,
but I don’t know anybody who has won a
case yet.”

Colin Linden says he’d rather not
make disparaging remarks about the
Union, but he says there’s no love lost
hetween them. He says the Union has
instituted good laws regarding working
for the CBC and doing session work, but
he also says, “l hope the day comes
when the musicians who are playing for
forty or fifty bucks will be able to have
their thoughts and needs addressed by
the Musicians Union. because at this
point they are not.”

Frank Marino says the Union is sup-
posed to be a pro bono organization,
meaning it’s working for the good of its
members without taking the usual rec-
ompense. But at present Marino thinks
the Union’s work is “a joke. They are to-
tally out of touch with the majority of ar-
tists they represent. They’re still cater-
ing to accordion players who do wed-
dings; not that there’s anything wrong
with those people, but there's nothing



amps have more or less led the way in this regard.
The quality is not much different from the old
Crown or Crest amps that have the big heavy trans-
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formers in them, but when you can get 600-1200
watts from something that weights around fifty
pounds it can make the transportations and setting
up costs more reasonable. Lightweight equipment
makes for a happier union crew and that makes for
a smoother show. Brooke-Siren, known more for
their crossovers and noise gates in the past, are also
designing stuff in the 40-50 Ib. range that puts out a
lot of watts.

“The advent of neo-dymium is having an effect
on speaker technology. It's a very lightweight, highly
magnetic material that is being introduced as an al-
ternative to the older (and much heavier) ceramic
magnets found in most of the standard speakers
we've been working with for years, Unfortunately
these new speakers, the JBL 2450s for example, are
(uite a bit more expensive than their predecessors.
They appear to have a bit better high end but the
quality is basically the same. Again, the advantage
seems to be one of increased ease of transportation
and installation. If you go into a theatre and you
want to rig (fly) your system, you may find that the
hall can only handle three or four hundred pounds.
If you're working with a lightweight speaker system
the problem is much easier to handle. Adamson is
one Canadian company that is making small but
powerful systems that are easily rigged. Smaller

speaker systems make for lower trucking costs and
that saves you money.”

Peter Harris is the sound engineer for the hard-
working a cappella group The Nvlons. When his
hectic schedule permits, Peter also freelances at
several quality recording studios in the Toronto
area. I managed to catch him at home (no easy
task) and asked him for an insight or two into how
the new technology affects his job.

“Naturally, 1 think it's great that EQs and power
amps are improving in quality. A lot of components
are becoming more user-friendly, which saves time
for the technician. That's an essential part of any
new advancement as pertains to my job, because
no matter what a new toy can do, it I have to
spend time doing a lot of on-site experimenting
with it, it becomes more of a liability than an ad-
vantage. Often, I'll come into a new town and
spend a good deal of time going through the same
moves [ did in the last place in order to track down
problems with the existing electrical set-up. Once
those troubles are overcome, there’s rarely any time
left to fool around with something in your own
gear with which you're not yet familiar. A demon-
stration in a music store can sound good, but the
time required to get that component happening in
line with your existing show can prove to be pro-
hibitive.

“VCA grouping is a welcome feature on consoles
these days. The ‘voltage control amplifier’ has been
around since the late seventies in synthesizers and
on studio consoles, but they've only recently (in the
last five years or so) become cost effective for tive
sound. A VCA is essentially an electrical remote con-
trol of input faders. They used to be too expensive
and not as efficient as they are now. Their tasks
used to be much more limited in terms of what

Staying on Top of Stage Volume

Jack Czajkowski, a Montreal
soundman, has these observa-
tions concerning stage sound.
“Use the minimum number of
microphones necessary. Too
many open microphones on a
small stage (typical of most bars)

will wash out the sound. This is
especially true if the drummer is
a ‘cymbal thrasher.’

“Cymbals and snares are the
greatest obstacle to achieving
good sound with a PA system.
They are inevitably louder in
front of the drum kit (audience
perspective) than from the drum-
mer’s position. Two things hap-
pen here: 1) Cymbals and snare
will bleed into the vocal mics,
thus limiting your options for
processing; you want reverb on
the vocals, NOT on the cymbals;
2) It becomes fatiguing to listen
to the frequencies between 2,000
and 5,000 Hz ringing in your ears

song after song.

“You have to convince your
drummer that the cymbals and
snare will be heard without bash-
ing. Go for tone rather than vol-
ume. Vocals, keyboards, bass and
guitar can be turmned up or down
on the console—excessively toud
cymbals can’t.

“This problem can be aggra-
vated by club decor, i.e., mirrored
walls, ceramic tiled floors, etc.
Take notice of the acoustics of
various clubs and adjust your
playing accordingly. Using a
backdrop is an effective, simple

ay to tone down mid-high re-
flections.”
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they were being asked to do. Now, the components
of VCAs are more compact and more accurate. And,
fortunately, cheaper as well.

“Equalizers are also becoming more accurate.
Some of the old problems are less evident. It used
to be that if you pushed a slider it would tend to

Shuere Beta 57 Mic

take out a bit of the frequency next to it. Also, the
more you pushed or pulled a slider the wider the
width of the band would be. A feature called “Con-
stant Q™ eliminates that problem. Older EQs also
tended to cause phasing problems. That trouble has
also been licked. An engineer these days can use
EQ much more readily without having to be as
concerned as before about what it would add that
might harm his or her mix.”

What To Buy

To help us get a grasp on putting together a basic
PA system that would suit the needs of people in an
early stage of their careers, we spoke to James Al-
bert in Halifax, N.S. James is the house sound tech-
nician at one of the east coast’s most prominent
night spots, the Misty Moon. The first thing I asked

PUTTING A SOUND SYSTEM TOGETHER

James to do was set up a hypothetical club PA.

“As far as microphones go, Shure SM38s and
SM57s are probably your best general-purpose,
medium-priced mics. SM57s accentuate bottom and
top end. Electro-Voice and AKG also make some in-
expensive but quality mics.

“The speakers should be two-way full range, with
one or two 15" speakers and a hom, rated for 100-
400 watts. Some recommended brand names would
be TOA, Peavey, T ycho-Brae, Bose, Yamaha or JBL.

“Amplifiers should be 200 watts per side, one per
cabinet, and one for every pair of monitors. There’s
a wide choice of amplifiers out there, but you
might try Yamaha or Bryston (they have a nice, long
warranty).

M b Y

Pearey PROSYS PA Speaker

“Monitors should be loaded with a 15" speaker
and a hom and should be rated at 150 watts RMS
(or more). 1 like Martin or JBL Cabarets. Also, a 1/3
octave, long-throw fader EQ is a must for monitors
and very helptul for the house mix. Bi-Amp and
Yamaha make good cost effective units.

“The mixer should be at least a 12-channel board

GERRAUDIO |

363 Adelaide Street E., Toronto, Ontario M5A TN3
Voice: (416) 361-1667 Fax: (416) 868-6419
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with two auxiliary sends and four tone controls per
channel and a stereo output. For a vocals-only set-
up, a wo sub-group system should be sufficient.

“An echo device is almost a must for any system
these days. DDL's are cheap now. Delalab and
Ibanez make some low cost, useful units.

“Cabinets will perform better if they're bi-amped
(one amp for the high end, one for the low end),
requiring an outboard crossover system. Passive
crossovers tend to soak up too much power with-
out doing anything useful with it. To keep expenses
down, use amplifiers with integral crossover
capabilities, such as Peavey's CS400 or QSC’s 1400.
Larger clubs would need stacks that are 3-way or 4-
way, tri-amped or quad-amped. If it's a 4-way sys-
tem, sibilance projectors are more useful than low-
mids or sub-woofers, since it is the high end that is
almost always over-extended. The most popular are
Martin component systems. Although full range cabi-
nets are easier and cheaper o transport, compo-
nent systems are more efficient and more versatile
in placement.”

Sources of
InfOI‘matiOIl by Mike Van Stiphout

There are many recording schools where one can
learn the basics of recording and live sound. A lot
of recording basics are the same as live sound. It is

a good base to start from, but live sound is also a
lot different from recording. Once you have the
basics down you have o get your feet wet and try
mixing live either from stage or out front. The best

ay to leam is to talk to live soundmen. A lot of
these people, if approached properly, will be happy
to tatk to someone who respects their work. If
you're lucky you might pick up a wick or mmo. But
nothing beats going out and doing it. It is very sim
ilar to performing in that you can read all about it
and take courses, but you have to get out there and
do it to learn.

Sornd System Engineering by Don Davis and
Carolyn Davis is an in-depth book which covers
many aspects of live sound reinforcement very thor-
oughly. This could be your reference book. Also
highly recommended is Yamaha's Sownd Reinforce
ment Handbook, written for Yamaha by Gary Davis
and Ralph Jones, and considered by many to be a
virtual bible for those involved in all areas of live
sound. Otherwise there are many books available
written on a simpler level available at certain book
stores. Magazines such as 2ro Sotwnd News, Mix,
and Recording Engivieer/Producer are good to
readd. Universities and colleges may give courses on
topics which in some aspects deal with live sound
or acoustics. But overall the best way is to do it!

Also recommended: Practical Guide for Concert
Sound by Bob Heil; Successfild Sound System Opera
tion by F. Alton Everest. cmMm

HIGH QUALITY COMPRESSORS, NOISE
GATES AND PROCESSORS (M500)

DRAWMER DS-201 — THE INDUSTRY STANDARD

COMPLETE RANGE OF AMPS, MIXERS
AND SPEAKER SYSTEMS

PROCESSED SPEAKER SYSTEMS

PHONE 1-519-256-2454; 1-519-256-5665 FAX 1-519-256-2522
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Dues You Pay Pave The Way

by Marilyn Rivers

veryone in the industry has seen

it happen. It's the struggling mu-

sician’s biggest fantasy and the
seasoned performer’s greatest source of
envy. An unknown act—hot or not—slips
through the cracks of success and
makes the bigtime—fast!

Through some lucky quirk of timing
and demand, a new artist finds the
world at his/her feet without having
paid the customary dues. And veteran
musicians who have been knocking on
doors for years listen and wonder why it
hasn’t happened for them.

Don'’t be fooled. Slipping through the
cracks 1s a phenomenon that happens
occasionally, but nobody can stay suc-
cessful without paying their dues. And
that means a lot of hard work developing
skills that have as much to do with busi-
ness as with art.

Adams a Nightmare?

According to Kim Blake, publicist for
west coast manager Bruce Allen, the key
to Brvan Adams’ success has been non-
stop touring. But even that was after
years of paying his dues as a performer
and songwriter, and then aggressively
pursuing first-class management: “One
of the girls here was around when Ad-
ams used to camp out in front of the
door waiting for Bruce to come in,” Kim
laughs. “He was a nightmare—wouldn’t
leave anyone alone! He really wanted
Bruce because of the success he'd had
with Loverboy.”

It was a high school musical produc-
tion that first hooked k.d. lang on a sing-
ing career: “She joined a couple of hick
bands that went nowhere, to learn her
trade,”  says  Julianna  Racburn,
Promotional Manager for lang's latest
album, Absolute Torch and Twang, Ac-
cording to Juhanna, Larry Wanagas be-
gan his managing career with lang nine
years ago because he considered her
“the most natural performer and singer
he'd ever seen.” Natural or not, lang has
spent a decade getting ready for suc-
cess. By the end of this year she will
have toured all over the world. She con-
sistently prepares so well for studio re-
cordings that her best vocal tracks are
captured on the first take.

Can’t Scam The Public

Geddv Lee and Alex Lifeson hegan pay-
ing their dues together back in junior
high school. Rush was formed in '71, and
they've been on the road most of the

time since. According to Sheila Posner
of SRO (Standing Room Onlv) Produc-
tions, persistence is the name of the
game: “You've got to believe in your mu-
sic,” she says. “You'll never be able to
scam the public because they'll never
buy it. You have to really love what
you're doing to reach the people.”

Steve Macklam, manager and produc-
er for Homestead Productions, first
spotted Colin James playing for pennies
outside a Vancouver beer store. Accord-
ing to Steve, Colin was born into music.
Brought up by pseudo-hippy Quakers,
he was a child prodigy no one knew
what to do with. So Steve made contact,
and waited. After paying considerable
dues as a guitarist with performers like
David Burgin and Stevie Ray Vaughn,
Colin found Steve again, put his own
band together, and began what theyv call
the endless tour: “Colin puts in 300 days
a vear touring,” says Steve. “He started
in the blood, blues and booze clubs—
three to five sets a night, seven davs a
week. And it paid off. After touring Can-
ada once, he came hack to Vancouver
and sold out his first night at the Com-
modore.”

But 1t still took 18 months for Steve to
get the record labels bidding for Colin.
And that’s considered a fast rise.

False Perception

According to Brookes Diamond, mana-
ger for Rita MacNeil and booking agent
for acts such as Bruce Cockburn and
Murray McLaughlan in the maritimes,

Bryvan Adams (R) with songwriting partner Jim Vallar

most overnight successes are many
vears in the making: “If there’s one
characteristic I would apply to anyone |
know who's made it in the industry, it is
their capacity for hard work,” he says.
“There’s a false perception about the
music business of people who sit around
and wait for the muse to settle on them.
While hard work is a given in most
businesses, it is also a given with artists.
Discipline, dedication and ambition are
absolutely necessary.”

Kim Blake warns us about the music
industryv’'s “Catch 22”—the one Brvan
Adams found himself in: “Record labels
won't sign vou until you have manage-
ment and managers won't sign you until
you have a label.

“Where Brvan's concerned, he's paid
his dues, but there’s still lots of work to
do. Your bhasic street sense can get you
signed, but you have to have that savvy
that kicks in later.” By savvy, Kim refers
to the star quality that goes bevond tal-
ent. When asked if she thought the all-
consuming drive to succeed was part of
this star quality, she didn’t hesitate:
“Without question. You've got to have
itt”

It seems pretty ohvious that anyone
who's spent less than 10 years getting to
this point will have a load of work to do
to keep the public’s attention.

“If anyone thinks it's easy,” says
Steve Macklam, “they should know that
as far as Colin James is concerned, he
thinks he's just starting.”

1ce.
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So. . . you haven't heard of any of these players!!? Don't worry you will. That's
the way it is with young guns, one minute they're unknown and the next thing
you know their names are on Rock's Most Wanted List.

They don't get to be on the cutting edge of guitar by laying back!! They keep
pushing. Making the other guys nervous. Keep 'em looking over their shoulders
and off balance. And the ones who make it big, make it with D'Addario Strings.

D'Addario - paving the way for tomorrow's

generation of guitar legends. m d d a r i 0®

For a FREE catalog write to: ;
THE STRING CATALOG  J. D'Addario & Co.. Inc. » PO Box J * E. Farmingdale, NY 11735 USA E. Farmingdale, NY 11735 USA

In Canada please contact:

J. D'Addario & Co., Inc., 50 W. Wilmot St., #13, Richmond Hill, ON. 48 M5 [415)°889-0116




by Glenn Reid

ast issue, we spoke to soundman-

at-large Danny Sustar, about his

methods of obtaining a work-
able mix in a variety of surround-
ings (i.e, small clubs, outdoors, studio,
etc.). Danny’s approach in each of these
cases was to imagine a ‘hemisphere of
sound’, and then to place each instru-
ment or voice in the appropriate place in
that hemisphere. If you didn’t read Part
1 of this article, don’t despair. I under-
stand that Canadian Musician keeps a
few back issues around the office.

This time around, we spoke to Danny
about the use of effects. First off, he'd
prefer to call it ‘outboard gear’ instead of
‘effects.” [f I understood correctly, that's
because effects insinuates something
audible by itself (like Elvis singing into a
tub full of water with a mic on the oth-
er side of the tub. You hear Elvis, and
you hear the tub). Outboard gear would
include that kind of effect as well as gear
that 1s used to subtly alter the sound—
stuff that the casual listener would rare-
ly notice. | asked Danny to explain the
basic function of some of the gear, keep-
ing in mind that I'm a lead singer whose
knowledge of live sound runs the gamut
between “I need more monitors” all the
way to “I still need more monitors.”
Reverb
Reverb kind of

creates depth—a

third dimension. How big do vou want
the room that the instrument sounds
like it’s playing in to be? It can make

Outboard Gear

Part Two: An Interview With Danny Sustar

something sound larger than life. Used
with discretion, it can give a voice or an
instrument a ‘'mood’. An essential tool
for any mix, from a small club to a re-
cording session, reverb can be thought
of as a ‘room simulator’.

Delay

As a vocalist, my own personal taste in
delay has always run to a slap-back, or
doubling effect. Today’s technology be-
ing what it is, [ have vet to have some-
one ask me to sing across a tub of water,
but I do like that effect. Tape slap hap-
pens somewhere in the 30-50 milli-sec-
ond range. The 30ms range actually
starts to get into a flanging effect. It can
make the lead vocal stand out a bit,
which gives it an edge over the other vo-
cals. A straight, cleaner sound will be
found in the 80 millisecond range. Of
course, these settings are completely a
matter of both individual taste and the
room in which vou are mixing. Danny
was quick to point out that a friend of his
who also does sound uses a 60ms delay
to get his ‘Elvis’ sound.

In some rooms vou'll be in a situation
where the place has a delay all its own.
Danny’s advice is to go with the natural
sound, rather than fighting it. Mavbe cut
the overall effects down a bit to make
room for the hall’'s own idiosyncrasies. |
think it's a bit like cooking. If vou under-
spice you can alwavs add more, but if
you've over-spiced it may be too late to
do anything about it.

Flanging

Flanging is just a matter of putting
things slightly out of phase. You can
hear an example of a slow flange on
things like ZZ Top's vocals. It’s related
to a harmonizing effect. Move some-
thing 1/100th of a semitone sharp or flat
and it'll make it sound like it's double—
or triple-tracked. Again, the key is sub-
tlety.

Equalization

Outboard EQ will help you accent the
good, while cutting out the bad. Every
room has points in the frequency curve
that will give you trouble. EQ gives you
the ability to notch out those trouble
spots and at the same time boost the
sounds with which vou are most com-
fortable.

Noise Gates

A noise gate i1s a4 way of turning a chan-
nel on and off via a threshold that is pre-
determined. It'll make vour sound
cleaner. Obviously it's a tool used most-
ly for drums or keys, but usually not for
vocals. The word ‘gate’ in this case
means exactly that. It will totally cut out
whatever you set it to cut out, below a
set threshold.

Conclusion

A great deal depends on the individual
who has his hands on the machines.
Throughout my discussions with him,
Danny Sustar continued to emphasize
the personal taste element of his calling.
A trunk-full of knowledge about the de-
vices at your fingertips is very impor-
tant, but how one applies that know-
ledge 1s what determines good or bad
sound.

Use restraint when utilizing effects.
Their purpose is to enhance rather than
to devour. But a certain amount is es-
sential to a ‘nineties’ kind of mix, wheth-
er live or in the studio. Effects are
getting more and more technologically
precise, which has both the benefit of
expanding the horizons that yvou have to
work with and of making it that much
easier for you to go nuts.

Outboard gear will enable you to put
your own signature on the sound of a
band. A little reverb here, a certain type
of echo there, perhaps some flange, a
dash of equalization, and before vou
know it you've created a sound that is
distinctively yours. Keep reading this
space and we'll make sure it's a sound
that will reflect well on you.
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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
- butdoesn’t end - with our built-in MIDI port. In between, 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?

A ATARI

POWER WITHOUT THE PRICE.

CALL ATARI TODAY FOR THE DEALER NEAREST YOU (416) 479-1266




Rlack Samiek

Call us. We'll tell
you all about this
gorgeous little
music machine.
Comes in white and

walnut, too.

88 note keyboard digital piano.
MIDI in, out and thru.
Head phone jack,

full octave range transposer.
Practically plays itself.

# SAMICK

R.R. Loewen Distributors Ltd.
111555 DUBLIN AVENUE
WINNIPEG, MANITOBA R3E 3M8 ¢ (204) 783-7123




RECORDING

In The Studio With The Grapes

by Howard Druckman

hen the Grapes of Wrath were
demoing songs for their new
album, Now And Again, last

fall, the producer who seemed most in-
terested was Anton Fier.

Fier, a New York SoHo downtown art
scene fixture best known for his work
with The Golden Palominos, is also
known as something of a perfectionist
and a spoiled brat with his artists. So
when the Grapes settled into sessions
with him at Dreamland Studios near
Woodstock, N.Y,, it wasn't the coziest of
situations.

“Anton would make you go over the
same thing 300 times,” says drummer
Chris Hooper. “And he'd just go ‘Nope.
Nope. Nope. It starts to wear you down
after awhile.”

“He knows exactly what he wants to
hear, but he doesn’t always know how to
tell you,” says keyboardist Vince Jones.
“Still, he can tell you when you're not
playing exactly what he wants.”

“For ‘Do You Want to Tell Me,' we
spent over two hours on one word,” says
singer/guitarist Kevin Kane. “He didn’t
like the way I was pronouncing it, so we
just gave up on the song. But the next
day we went back and I changed it from
a three-syllable word to a two-syllable
one—and then we kept the vocal on the
second take.

“I don't do complete takes vocally.
There’s a lot of punch-ins, because you
can't do a perfect vocal take; nobody
can. Anton said he’s never done a com-
plete vocal take, and he’'s worked with
some great singers. Some solos are all
punched-in, because every lick has to be
perfect. It's not enough to throw down a
performance and say ‘Yeah, that’s pretty
happening.’ But there are some things
that were first-take,” says Kane.

“Like Chuck Leavell’'s piano solo in
‘Hiding,” " says Jones. “Anton never
even told him that there was going to be
a solo until the tape was rolling. He
shouted out from the control room
‘Okay, in fours bars, take a solo!" "

Now And Again marks the first time
the Grapes have worked with such ‘A-
list’ musical pros as Chuck Leavell and
Sneaky Pete Kleinow. The former is a
founding member of the Allman Broth-
ers Band and a touring pianist with the
Rolling Stones; the latter, one of the
greatest pedal steel guitar players ever,
is a veteran of seminal records with The

e
Grapes of Wrath

Byrds, the Flying Burrito Brothers and
Frank Zappa. Kleinow’s characteristic
tone at the end of “Do You Want To tell
Me" really carries the song away.

“The tone is partly in his guitar,” says
Kane. “Pete’s got this old Fender steel
with all these things built into it: An old
junky flanger, an old junky fuzzbox...”

“These guys are good because you
can just tell them what you want,” says
Kane. “They don’t go in with any kind of
attitude or ego, and they just play what
you want to hear.”

“It's pretty exciting to play with
them,” says Hooper. “It pushes you, in a
way. Recording with Pete and Chuck,
and going out on the road (as a support
act) with Tom Cochrane (who produced
the band’s last album, Treehouse), you
can see a level of playing and perform-
ing that you aspire to. It makes you work
a lot harder.”

Now And Again boasts several other
new directions for the Grapes. Their
guitars sound less jangly, their vocals
are as sweet and sighing, their
songwriting is more mature, though

somewhat brooding. And they've sepa-
rated the folk from their rock: There are
three soft acoustic laments—very Beat-
lesque—on the album, recorded with
guitar, Leslie’d organ, subdued bass,
simple harmonies, and cellos.

“The strings were a dream come
true,” says Kane. “Anton asked how
we'd feel about adding strings, and we
said ‘Great!” Even in the uptempo stuff
like ‘Do You Want To Tell Me' and ‘The
Most,” there are these sharp, staccato
cello parts—chop! chop! chop!—that
Anton called ‘chugs. He even called
them that on the track sheet!”

Now that the band’s off and touring,
will they attempt to recreate the string
textures and star solos in a live context?

“There are no strings attached live,”
says Kane. “We approach it as ‘This is
the record, we'll worry about playing
live later,” " says Chris Hooper. “It's al-
ways real interesting to see how a band
adapts to the live situation.”

“If the songs and playing are good,
and there’s taste involved,” says Kane,
“it’ll stand up even if it isn't the same.”
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If youre working to bust out into the big time,
Yamaha has the right console to take along for
the nde.

Its the MR Series Professional Mixing
Console. A live mixing console when you're gigging.
And a recording console when you're laying 1t down
for keeps.

The MR Series console comes in four configu-
rations—eight, 12 or 16 inputs. Each input accepts
mic, line and tape sources. It has a three-band
channel equalizer with sweepable mid-band for tone
adjustments. Three aux sends so you can set up
mixes to headphones, stage monitors or effects
processors. Two stereo aux returns. A cue buss to
monitor inputs and outputs without skipping a beat.

A talkback system. Six calibrated VU meters for
accurate monitoring and matching of signal levels.
Plus a host of other features that make this console
easy to work with whether youre on stage or off.
At a price thats reasonable for any console, let alone
one that does the job of two.

The MR Series Professional Mixing Console.
When you start going places, it'll show you the
way. Check one out at your Yamaha Professional
Audio dealer.

Yamaha Corporation of America, Professional Audio Division, P.O. Box 6600, Buena Park, CA
90622—6600. InCanada, Yamaha Canada Music Ltd., 135 Milner Avenue, Scarborough,

~ YAMAHA

Engineering Imagination™

Tonight, this console hts the road.
“Jomorrow, it 11 make tracks
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PRODUCT INEWS

From Ashes To

ridges Musical Instruments has

resumed production of the

string family designs originally
designed and manufactured by the
Amazing Musical Instruments. These
unique violn, cello and upright basses
were bheing very well received hy play-
ers, hut financial difficulties brought
production to a halt.

The 4- and 5-string violins feature a
one piece hody of select hardwood with
a built-in  resonance chamber. The
acoustic vibrations of the strings, which
may he of any tvpe, are picked up by a
new high output transducer. The
preamp and batteries which were origi-
nally required are no longer necessary.

In spite of the space age appearance of
the violin, all the critical dimensions of
neck, fingerboard and bridge are re-
tained so that players of traditional in-
struments will usually adapt quickly.

The cello and upright bass share the
same pickup system but with the addi-
tion of a preamp and 2-band parametric
EQ.

For more information, contact:
Bridges Musical Instruments, 80 Laird
Dr, Toronto, ON M4G 3V1 (416) 429-
7199, FAX (416) 429-2704.

Paul
Brodie

Saxophone

Neck Strap

he Brodie Saxophone Strap, de-
signed by the famed
saxophonist Paul Brodie, fea-
tures a unique non-slip clamp to adjust
the neck strap quickly and easily in any
position. The comfortable nylon band
supports a strong and easy to use hook
mechanism. The sax is held securely to
the strap with a hook retaining clip.
For more information, contact: H & A
Selmer Ltd, 95 Norfinch Dr,
Downsview, ON M3N 1W8 (416) 667-
9622, FAX (416) 667-0075.

Takamine

Debuts Two New Models

he Model FP-325SRC is a red

stain  Cutaway Dreadnaught

with Bubinga back and sides,
solid spruce top, rosewood fingerboard
and bridge and mahogany neck. It also
incorporates a state-of-the-art, on-bhoard
parametric equalization system.

The Model E-30 has an oval
soundhole which allows the cutaway to
be extended without taking away from
the actual soundhole, and an extra
(20th) fret for a true high C.

This is the same nylon string model
plaved and endorsed by professionals
like lee Ritenour, Al DiMeola, and
Charlie Byrd. It features a spruce top,
rosewood hack, sides and bridge, gold
machine heads and the 3-band E.Q. and
Palathetic pick-up system.

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

),i
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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™
microphones.

Anti-clip circuitry utilizes our patented
PowerLock™, for protection from distortion
and speaker damage . . . whilea
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.

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.

ElechoVoice’

—— e —
S

a MARK |V company
600 Cecil Street, Buchanan, MI 49107 Phone: 616-695-6831

In Canada: Mark 1V Audio Canada Inc., P.O. Box 520,
Gananoque, Ontario K7G 2V1 Phone: 613-382-2141



EAC Canada Ltd. has an
nounced the release of the new
TASCAM  MTS-1000  (MIh-

iZER). The MIDIZER is a versatile
time-code based synchronizer/control-
ler. User friendly, the MIDIZER offers
both MIDI to timecode and tape trans-
port synchronization/control capability.

I PRODUCT NEWS

Tascam MTS-1000
MIDiuiZER

l s

The optional conversion unit is compati-
ble with most “controllable” ATRs and
VI'Rs.

For more information. contact: TEAC
Canada Ltd.. 340 Brunel Rd., Missis-
sauga, ON 147 2C2 (416) 890-8008.

FAX (416) 89()-9888.

Anatek
Pocket
Products

wo new additions to the Anatck

Pocket Products line of MIDI

accessories are Pocket Record
and Pocket Transpose.

Pocket Transpose lets you trans-
pose note data on one or all MIDI chan-
nels. The user can select the key signa-
ture and octave using the 3-position con-
trol har, and toggle between transposed
and normal operation from a footswitch
or the front panel.

Pocket Record is a single-track
15.000 event MIDI notepad. All MIDI
data including system exclusive can he
easily recorded. Features include: tem-
po tap, LED) and tone metronome, ad-
justable time signature, fast forward and
MIDI clock slaving.

Pocket Products require no batteries
or power supply.

For more information, contact:
Anatek, Music Products Division, 400
Brooksbank Ave., North Vancouver, BC
V7] 1G9 (604) 980-6850, FAX (604) 980-
2722,

dMIDI-16

Drum
Processor

IKA Technologies Inc. has an-

nounced the introduction of its

dMIDI-16 MIDI drum processor
for the IBM PPC, AT, 386 and compati-
bles.

The dMIDI-16 1s an intelhgent drum
pad processor package, providing multi-
level triggering, MIDI output. and PC
interface for up to 16 drum pads and 2
foot switches. Multiple dMIDI-16 cards
can be used in the same PPC to increase
the number of pad inputs.

With the dMIDI-16 installed, MIDI
musicians can play the drums without
interfering with any other hardware or
software applications in the I’C includ-
ing  sequencers and MIDI adapter
hoards.

For more information, contact: PIKA
Technologies Inc.. 155 Terrence Mat-
thews Cr., Kanata, ON (613) 591-1555.
FFAX (613) 591-1488.

STREAMER BASS
Stage |

The Sireamer Bass 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, Jimmy Earl,
Scott Thunes, Cass Lewis,
Francis Buchholz

and many more

Avaliable exciusively at all Long & McQuade Stores:

1. 925 Bloor St W., Toronto, Ont (416} 588-7886

2 828 Wilson Ave , Downswiew, Ont. (416) 630-1625
31311 Tecumseh Rd E, Windsor, Ont. (519) 262-3442
4, 757 Corydon Ave., Winnipeg, Man. (204) 284-8992

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

6 10204-107th Ave., Edmonton, Atta {403) 423-4448

7. 1664 West 4th Ave., Vancouver, B.C. (604) 734-4886
8 2812 Quadra St. Victora, B C (604) 384-3622

9 B790-120th St, Surrey, B.C. (604) 594-9421

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

11 2424 Dewdney Ave , Regina. Sask (306) 569-8501
12 814 Broadway Ave , Saskatoon, Sask. {306) 664-1966
13 1744 Midland Ave.. Scarborough, Ont. (416) 751-9709

O ®

Bass Cuitars
The Sound of Wood.
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Rockman XPR

Programmable Multiprocessor

eatures of the new Rockman
XPR include 100 user-defined
programs, accessible through
MIDI; five band EQ: a stereo auxiliary

input; pre-EQ; stereo chorus and echo/
reverb; and programmable Rockman
sound modes, including HVY distortion,
EDGE, CLN1 and CLN2.

-

¥

ROCKMAN’
\PR

»

For more information, contact: Scholz
Research & Development, Inc., Dept.
NR, 1560 Trapelo Rd., Waltham, MA
02154 (617) 890-5211.

awn Speaker Systems, a full-
range PA or keyhoard design,
project in a 180-degree disper-
sion pattern from 20,000 down to 20 cv-
cles. The Dawn 510 will handle 300
watts RMS mono or 150 watts RMS per
side in stereo. The speaker system is

small and hghtweight.

Three syvstems are currently availa-
ble: the M1-36, which weighs 16
pounds and comes with carrying bags;
the M1-510, which weighs 32 pounds
and comes with carrying bags and
speaker stands; and the DWP Dawn

Martin Introduces Dawn Speakers

Wood programmable systen.
Martin is the exclusive Canadian dis-
tributor for Dawn Speaker Systems.
For more information, contact: The
Martin Organisation Canada Ltd., 1080
Brock Rd., # 14, Pickering, ON L1W 3H3

If You Take Music
Seriously...

*® [ 3
Take Serious Training.
KA INSTITUTE OF COMMUNICATION ARTS
ONE & TWO YEAR CERTIFICATE PROGRAMS/PART-TIME STUDIES

Commercial Music Performance * Audio Enginesring ® Music Production * Video Production ¢ Music
Theory and Amanging * Ejectronic Music and Synthesizers * Audio Production * Technique for Video
Entertainment Business * Sound Reinforcsment * Audio Electronics * Effective Communications »
nstrument Tutorisls ¢ Vocal » Piano » Guits « Homs ¢ Saxaphone * Bass Guitar ® Druma/Percussion

Eligible for Cdn. Fed. & Prov. Loans recognized by U.S. Dept. of Ed. & efigible for

U.S. student loans

For further information: [ A THE INSTITUTE OF COMMUNICATION ARTS
ICA Insttute. Second Floor. 34 West 8th Ave . Vancouver, B.C VSY 1M7 (604) 876-0451

THE INSTITUTE OF COMMUNICATION ARTS is a registered trade school under
the apprenticeship and Training Development Act for British Columbia.
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We've got
Designs
on you!

WHITNEY
GRAPHICS

DESIGN AND CREATIVE SERVICES
ALBUM JACKETS/CDs/CASSETTES
PRINT ADVERTISING
CATALOGUES/BROCHURES/FLYERS
LOGOS/STATIONERY/PROGRAMS
CONTACT
ART DIRECTOR CHRISTOPHER OFFEN
or KATHERINE WHITNEY
(416) 485-8292

(416) 831-8544.




Midiverb 111

from Alesis

PRODUCT NEWS

16-Bit Multi-effects Processor

Alms smry/EDD T

Peek
Multi-Purpose

Cleaner

eek IS a high-powered,
industrial-strength cleaner that
combines the qualities of a clean-
er, polisher and protectant. Available in
mousse or cream, it is non-toxic, non-
abrasive, anti-oxidant and completely
safe on your skin.
Peek is the premiere product of Tri-

MI, the exclusive distributor of
Alests studio clectronics, has an-
nounced the release of the
newest addition to their line of digital
signal processors, the Midiverh 111 This
16 bit, simultaneous multi-effects pro-
cessor can generate 4 effects at once and
1s “Preset/Programmable”. This allows
true stereo effects including reverb,

he accessed or programmed easily and
efficiently. Features include 200 memo-
ry locations (100 of which are program-
mable), real time MIDI parameter con-
trol, MIDI mapping and svstem exclu-
sive program dump capability.

For more information, contact: I'™MI,
PO Box 279, Port Coquitlam, BC V3C
3V7 (604) 464-1341, FAX (604) 464-9275.

Peek International, whose senior
management team has had in-depth ex-
perience with WD-40, a well-known
household and industrial staple.

For more information, contact: N.
Eric Peasley, Vice President, Marketing
& Sales, Tri-Peek International, 351
North Rivermede Rd., #4, Concord, ON
[AK 3N2 (416) 665-3143, FAX (416) 738-

chorus, delay, flange and equalization to

6603.

What ordinary
speakers want
10 be s

speatkers for nearfield applications. Ihe

FR2S3 HR s engineesed 1o the uncompro

mising standards set by FAW'S industiy
leading tourng concert systems: Dual poly
laminate midrange cones, phase corrected
oftsel balfle. an asy mmerrically stoped 3 way

crossover network Yot this
1 highly advanced system as very s

ple 10 use. Biamp i, or swilch 1o
full range “plug and play " mode. Ther
walch your audience respond to the
FR253 HR's uigue combination of
physical impact (130 dB peak SPL
@ 1 m) and precise articulation
(45 - 17.000 Hz + 3 dB).

FR253 HRs deliver clarity and muag
ing you may have heard in a stidio
control room. but never before on
stage. We call this High Detinition
Audio. Experience i, and you'l
call it a break-through. You'll also
realize something we've always
known: Musical hdehty in sound
reinforcement beginy with fidelity
o sound engineering principles

SIEAW

CRE—
» EATTERN ACOUSTIC WORNS

=
O
"y

Audio Nova Inc. - 2083 Clartier Avenue
Dorval, PQ HI9PEH3 » Tel (514) 631-3787 » Fax (514) 631-578Y

i3

= Britain’s Famous

CASES

are now manufactured

In Canadal

¢ 2-piece molded
fibreglass shell
¢ heavily padded

custom fitted
interior

¢ heavy-duty plated
hardware

... at factory direct pricing.
For more information, call or write:
Bay 3, 4215 Brandon Street S.E.

Calgary, Aiberta, Canada T2G 4A7
Telephone: (403) 2434099

CALTON CASES OF CANADA

y
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he new Aphex “Studio Clock”

Model 800 is a simple-to-learn

musical tool that corporates
the “Human Clock Algorithm”, plus a
proprietary Aphex “Rise Time Detec-
tion” Circuit.

The “Human Clock™ method allows
the creation of specific tempo maps from
drums, bass, keyboards, MIDI Clocks,
MIDI Note Ons, Quarter Note Conduc-
tor Click, or all of the above, permitting
various players to write the maps during
different parts of the performance.

Another exclusive feature of the Stu-
dio Clock is the capability of tracking
and creating a map from a full audio mix
and sending timing information to a
sequencer or drum machine.

Also included is a Macintosh interface
for direct access from compatible prog-
rams, and a standard sync box featuring
SMPTE read/write (all formats), stripe
offset, SMPTE reshaping, MTC, MIDI

==
New ““Studio Clock” from Aphex

For more mformation, contact: Gould
Marketing Inc., 6445 Cote de Liesse,

Montreal, PQ H4T 1E5 (514) 342-444),
FAX (514) 342-5597.

Pearl P-950 Drum Pedal

earl’s new hass pedal was devel-

oped, based on the present P830,

by applying the Pearl original
plastic black wheel with the double
chain system. Stable stroke action can
be obtained during performance with
the newly mstalled large foot-board.

SMPTE time code. 738-3000.

sync in and lock on the fly. A large dis- For more information, contact:
play is provided allowing easy editing of | Erikson Professional
events relative to musical cues or | Isabey, St. Laurent, PQ H4'T 1W1 (514)

=

Products. 378 ‘

Simon Phillips

could've asked anyone
to make his drumsticks.
He chose Pro-Mark.

When "The Who"
called on Simon
Phillips for their

current world tour,
Simon called on
Pro-Mark again.
The Simon Phillips
707 is 16" inches
long and % inches 3
in diameter.
Available in USA
hickory or Japanese
oak, wood or nylon
ball-shaped tip. *
Send $8.00 for +

a sample pair or ©
visit your favorite
retail dealer.

PRO-ark

Send $2 for
new color catalog.

10707 Craighead Drive = Houston, Texas 7235
T13°606-2525

The World's Class Drumsticks
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Ask about the

Prezmith 1thru4. It’s
probably the most durable
and reliable midi thru box
you’ve ever seen.

Prezmith
Engineering

50 CARROLL ST, SUITE 304, TORONTO M4M 3G3 (416) 461-4891
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he new Fostex 2016 line mixer
can be used as two independent
8 x 2 mixers. or ganged for 16
channel operation. Each channel fea-

tures gain control, pan and two auxiliary
sends. or vou can configure channels 1

PRODUCT NEWS

Fostex Line Mixer
Two Mixers in One

16 feed aux 3 & 4, giving a total of four
aux sends. The 2016 is 2 rack units high.

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

Seymour
Duncan

™
Trembucker

eveloped for use with locking
tremolo systems, the
Trembucker’'s  correct  string

spacing and unique 12 pole-piece design
combine to surround each string with a
magnetic field. This pickup is designed
to increase the tone and responsiveness
of a guitar equipped with a Flovd Rose
or similar locking tremolo unit. Made
with a balanced coil winding and Alnico
V magnets, the Trembucker features 4
conductor wiring.

For more information, contact:
Erikson Professional Products, 378
Isabey, St. Laurent, PQ H4T 1W1 (514)

to8to feed aux 1 & 2 while channels 9to

738-3000 FAX (514) 737-5069.

SEASONS GREETINGS

FROM YOUR FRIENDS AT

o

CANADA'S ONLY RETAIL MUSIC WAREHQOUSE

MUSICAL EQUIPMENT

FOR THOSE WHO
DEMAND THE BEST PRICE,
SELECTION & SERVICE.

9201 YONGE ST.
RICHMOND HiLL
ONTARIO, CANADA
L4C 622

(416) 889-6382
(Head Office)

19 GLEN WATFORD DR.
SCARBOROUGH
ONTARIO, CANADA
M1S 287

(416) 293-7739

OPEN TILL 9:00
LOTS OF FREE PARKING

WALL MOUNT KITS

« Creates additional Hioor space in your store home, or
studio by attaching keyboard flush to the wail

* Great for flexible & unique merchandising plans

* Makes displaying more economical than using stands
for fixed situations

* Attaches securely to wall studs

* Allows use of all STANDTASTIC tiers and accessories
creating infinite displaying possibtiities

* Kitincludes
2-VF-1 Vertical Frames,
1-10SWTR Econo-Tier Kit flat,
1-10FFTK Econo-Tier Kit 45 angle and mounting
hardware

* Indwvidual parts can be ordered for custom displays.

SR FRGTIE

IN CANADA: P.O. Box 279, Port Coquitlam, B.C.
wl V3C 3V7 PHONE: 604-464-1341 « FAX 604-464-9275
Toronto: PHONE 416-881-7555 « FAX 416-881-7569
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by David Henman

Welcome to Showcase, an opportunity for us to reveal a portion of the wealth of unsigned talent that exists
in untold quantity in our vast Canadian landscape.

S

WILFRED N AND THE GROWN MEN

* WILFREED N AND
THE GROWN MEN o

Style: Progressive synth-pop
Contact: Zonik Music Productions
Box 223, Sub 11, U of A,
Edmonton, AB T6G 2E0

(403) 432-0430

Wilfred Kozub likes to get together with
a few of his studio friends n his hase-
ment 8-track studio and transforin his
very interesting songs into even more
interesting recordings. Thunder On The
Tundra, the second independent release
from Wilfred et al, is remarkably sophis-
ticated stuff that combines airy produc-
tion, rich vocal harmonies, understated
playing and slightly off the wall but high-
lv accessible songwriting. Wilfred Kozub
plays svnthesizers and sings, with Jamie
Philp adding various stringed instru-
ments and vocals.

They've already attracted a fair
amount of attention and airplay, includ-
ing having a song, “Sailing On A Cruis-
er.” performed as part of the Edmonton
Svmphony Orchestra "Alberta Suite”
concert with Tom Cochrane and Red
Rider.

This tvpe of music is “out of fashion”
at the moment, but not to worry—
Wilfred and friends are nothing if not re-
sourceful, by the sounds of this. And be-
sides, good music will inevitably find an
audience.

® BING ARMSTRONG *

Style: Country

Contact: P.O. Box 1331

Aldergrove, B.C. VOX 1A0

(604) 856-1767

[ met Bing Armstrong recently, when |
attended Country Music Week in Otta-
wa (see Inside CM), and told him about
this department, whereupon he imnie-
diately handed me his promo kit. When [
got back to my office and plaved the cas-
sette that was included, [ was pleasantly
surprised. The reaction from the staff
here supported my initial response,
which was further confirmed by re-
peated listening.

This is unadorned country, fairly tra-
ditional, where the song and the perfor-
mance stand (or fall) on their own. Bing
Armstrong has a solid, self-assured
voice that he wraps around a song like a
comfortable, well-worn leather jacket.

It's not clear if Bing was involved m
writing any of the four tunes on this

[ —]

2

e THE HIGIHITOPS »

Stvle: Doo Wop
Contact: 111-2466 Gately Ave.,
Port Coquitlam, B.C. V3C 4W5
(604) 942-1938
A list of the artists that The Hightops
cover live is a virtual ‘who’s who' of '50s
vocal groups and singers. from The
Temptations, Drifters, Mills Brothers
and Diamonds to Clvde McPhatter, Sam
Cooke, Jackie Wilson and Ben E. King.
But, do their own compositions hold up
alongside these masterpieces? The an-
swer is an unqualified "ves!”
Comprised of Bruce Coughlan (writ-
er; arranger), Ted Harrison (drums, per-
cussion), Lou lannone (guitar) and Mike

BING ARMSTRONG

tape. In any case, they are strong compo-
sitions: 1'd be hard-pressed to pick a fa-
vourite.

With Canadian country music growing
the way it is, it's inevitable that a talent
as committed as this will rise with the
best this country has to offer.

DR

|
|
(.
THE HIGHTOPS
Kazapedes  (acoustic  bass), The

Hightops define Doo Wop as "a hybrid of
blues, jazz and soul, often tinged with
Latin or Caribbean influences and
crowned with rich, harmonious vocal ar-
rangements.”

On this tape, there is no attempt at
fancy production or complex arranging,
the songs—and the singers—are left to
shine on their own.

If record companies ever get wise to
how starved the record-buying public is
for good music and good songs, as op-
posed to high-tech production and
programming, artists of this quality will
stand a much better chance of being
heard.

If vou are unsigned and would like to be part of SHOWCASE, send us a complete bio, glossy black and white photograph (don’t forget to name the
people in the photo) and a cassette of your music. Also include an address and phone number where vou can be reached. All materials submitted
to SHOWCASE will be sent automatically to Rock Rookies, a synducated radio show featuring unsigned acts.

Send your complete package to: SHOWCASE, Canadian Musician, 3284 Yonge St., Toronto, ON M4N 3M7.
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FOR SALE

ATTENTION PIANO
TUNERS: Conn Strobo
Tuner, excellent condition.

$150 or best offer. Call Jim
(416) 833-5021.

LIVE AND PLAY HERE —
Recording Studio in 2 level
coach house plus 3 unit in-
come  property.  Toronto
Beach area. $397.000. Call
Michael Kavluk, Broker, Ox-
ford Real Estate Ltd. (416)
698-3333.

HELP WANTED

WANTED -~ FEMALE
ROCK GUITARIST 1o
form Toronto based trio.
(416) 458-1730 leave mes-
sage.

SALES REP(S) required
for Western Canada. Com-
pany sells a wide range of
musical instrument
accessories and has estab-
lished dealers in all 4 prov-
inces. Sound Music Distribu-
tors Lid.. 20 Melham Court,
Unit #9, Scarborough, ON
MIB 2T6, (416) 299-4799. or
1-800-668-9399, Fax (416)
299-1707.

PRODUCTS

ACCOUSTIC COILS make
it easier to play! Step up to
new technology—12 models
provide amazing results for
student horns right up to top
of the line! The perfect gift
for the musician on your

list!"" Only $35 retail. For
free info, write: AAIIRR Air
Accoustics, 1234 South
Quince Way, Denver, Colora-
do 80231, USA (303) 751
0673.

ROAD CASES — Faclory
Direct Prices, Free Delivery
— Kevboard Cases $89, Rack
Cases $83 (Canadian Funds).
Gig Bags, Soft Rack Bags,
Drum Bags, Studio Furniture
& Acoustic Foam. Major U.S.
supplier. Call or write for
free catalogue: Island Cases,
1121-2 Lincoln Ave.,
Holbrook, NY 11741, (516)
563-0633.

Write: Box 841, Nelson B.C.
VIL 6A5 Telephone (604)
359-7724.

information write: PO Box
55, Beachcomber, RR#1.
Nanoose Bayv, BC VOR 2R0.

MUSIC VIDEO — Get the
Big Picture. Broadcast Quali-
ty. See our demo reel or our
work on Much. Grants ac-
cepted. (416) 533-3855.

DEMO YOUR SONG
UNDER $200. Write for

info, or send for sample tape
($5.00 refundable on first or-
der). August Night Music, PO
Box 195, 250 St. Helens Ave.
Toronto ON M6H 4A4.

TEN CREATIVE GUITAR
SOLOS: New and Exciting
—a must for student and pro.
Free Info: Guitar in Motion
Co. Ltd.. 48 Brock St., Barrie,
ON L4N 217 (705) 722-3715.

ALWAYS WANTED TO
PLAY GUITAR? Well now
vou can — and in the comfort
of your own home! This
amazing instructional video
can teach vou what tradition-
al lessons would take over 2
years to cover. Over 1 hour
and fourty minutes long!
focuses on Folk/County style
playing. Makes a terrific
@it Reg. $69.95, Christmas
Special Only $49.95. VISA or
M/O only. Longswold Pro-
ductions, PO Box 1470, Sault
Ste. Marie, ON P6A 6N3,
(705) 942-1293.

SERVICES

DOUG THOMPSON
GUITARS: Custom build-
ing, restorations and repairs.

DAVE SNIDER MUSIC
CENTRE LTD. \Mlusic
Books and Sheet Music Spe-
cialists. WE HAVE 1T ALL!!
20,000 Publications. Come in
and browse or send $3.50
(Cheque or Money Order)
and receive our 150 page cat-
alogue (of Music Books and
Sheet Music) plus a $2.00
coupon deductible on anv
order. VISA and MasterCard
accepted by phone or mail.
3225 Yonge St., Toronto, ON
M4N 2L3 (416) 483-5825
5332.

PIANO TUNING PAYS.
Learn  with  home study
courses. Free  brochure.

American  School of Piano
Tuning, Dept. #6, Morgan
Hill, CA 17050.

EDUCATION

FORMER FENDER RE-
PAIRMAN now offering an
intensive, four week course
in guitar repairs. For more

PUBLICATIONS

CANADIAN MUSICIAN
BACK ISSUE PACK-
AGES: Recording—studio
setup,  construction,  tech-
niques, 6 issues $9.95; Do It
Yourself—practice amp,
fretless bass, PA mixer, per-
cussion, 6 issues $9.95; Tak-
ing Care of Business—jin-
gles, publicity, radio promo,
record deals, musician’s
money, overseas markets, 9
issues $15.95. PLUS Bryan
Adams (6/$9.95); RUSH (5/
$8.95); Honevmoon Suite
(4/$&.95). SINGLE
COPIES TOO! Most back
issues  available, $2.75 per
copy; discounts on large or-
ders,

For free, complete list of
back issues, contact: Cana-
dian Musician, 3284 Yonge
St.. Toronto, ON M4N 3M7
(416) 485-8284. VISA,
MasterCard & American Ex-
press accepted,

IF YOU'RE LOOKING FOR
AN INEXPENSIVE WAY
TO ADVERTISE YOUR
SMALL BUSINESS TO A
LUCRATIVE MUSIC MAR-
KET, LOOK TO OUR
CLASSIFIED SECTION OF
CANADIAN MUSICAN
MAGAZINE. Rates: $.90 per
word. Minimum $15.00. Fre-
quency discount: 3 ads- 4%. 6
ads-8%, 12 ads-12%. Pay-
ment  In  Advance. Visa,
MasterCard & American Ex-
press accepted. Contact Lori
Laviolette, Canadian Musi-
cian, 3284 Yonge St. Toronto,
ON M4N 3M7 (416) 485-8284
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IMMARKETPLACE

Photography

High quality, low cost
photographs — Fast.

Any quantity

Available in glossy or matte
Colour or black & white.

Ask for your free customized

kit today.

GALBRAITH REPRDDUCTIONS

201 DUFFERIN STREET
TORONTO, ONTARIO
MBK 1Y9
(416) 531-6913

Music Stores

Consultants

CANADAS ONLY RETAIL
MUSIC WAREHOUSE
—OPEN TILL 9:00—

WATCH FOR OUR

GIGANTIC

EXPANSION
9201 YONGE ST
RICHMOND HILL. ON SCARBOROUGH. ON

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

19 GLEN WATFORD DR

PUBLICITY PHOTOS
100 prints 8" x 10°
$99.00 Black & White
$155.00 Colour
from supplied negative

samples upon request +
12% FST & Ontario residents
8% PST. Mail orders accepted

with payment ond $11.00 for
shipping.

Plum Laboratories
209-259 Dutterin St., Toronto
ON Mé6K 175 (416) 535 5227
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mona Coxson

Music Career Consultant

ENPERT GUIDANCE ON AL
MUSIC-RELATED CAREERS

perlorpming ® <ongwriti
Ju-rn reees in the musi
business

BY APPOINTHENT 0N
AR v, Nute
Vslirgetin, Ontana MY 1Y)
Phaone (116) 2331700

Record Manufacturers

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

WHEN ONLY THE BEST
WILL DO . . .

m H
2 cinram
2255 Markham Road. Scarborough. Ont
M1B 2wW3 > {416) 298-8190

Creative Services

WEITHEY
GRAPRICS

We’ve got Designs

on You

Contact:
Art Director-Christopher Offen
or Katherine Whitney
(416) 485-8284

MARKETPLACE

FOR MORE
INFORMATION ON
PLACING ANAD IN

MARKETPLACE...

CONTACT:
LORI LAVIOLETTE

(416) 485-8284.

CONTRCY

SERIOUS ABOUT AUDIO
SERIOUS ABOUT CANADA

i :Wi‘ﬂimﬁm- =

60 Venture Drive. Unit #6. Scarborough. ON M1B 354 (416) 287-1144 FAX (416) 287-1204
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One of the biggest headaches you endure as
a performer is setting up and tearing down your
sound system. Is there enough space for it on
stage? Orin the truck? Is it easy to transport?

The S-200 eliminates the numerous size and
weight problems you’ve encountered with other
systems. That’s because it's the smallest, most
powerful speaker in its class.

Size doesn’t limit the S-200’s versatility,
however.

Whether you use it for vocal mains, floor
monitors, keyboard monitors or sidefills, this
speaker literally fits the bill.

Best of all, it sounds BIG.

The S-200 is rated at 300 watts long
term . . . with 1200-watt peaks.

Its constant-directivity horn, driven by a
Super-Dome™ high-frequency driver, makes
efficient use of acoustic power, resultingin crisp,
clean highs.

uggage

The room-filling low end is delivered by a
300-watt Pro Line woofer. Additional low-
frequency output down to 40 Hz can be achieved
in conjunction with the S-200 active EQ.

Plus, it’s a snap to mount either vertically
or horizontally utilizing the optional 100BK
speaker stand.

The S-200’s components are housed in a
virtually indestructible Roto Mold cabinet that
weighs only 36 pounds. And they’re backed by a
five-year warranty.

See your local EV dealer for a hands-on
demonstration. Or write us for a competitive
breakdown.

Why handle more baggage than you have to?

Blecholbice’

a MARK IV company

600 Cecil Street, Buchanan, M1 49107, 616-695-6831. In Canada: PO Box;520, Gananoque, Ontario K7G2V1
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PORTA ONE

PORTA TWO

THE (PATIVE sorunon

At TASCAM, we know good things come in small packages. That’s why our
engineers invented the portable studio.

After years of pioneering portable multitrack technology, TASCAM continues
to mystify the competition with incr dllbug_mrformance and reliability, at
very affordable prices. -

Visit your local TASCAM dealer today an& discover there is nothing like owning
a TASCAM.

DEPENDABLE ¢ AFFORDABLE * POWERFUL

AT
340 Brunel Road, Mlsslssauga, Ontario L4Z 2C2
N {(416) 890-8008
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