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It’s the Celviano AP-7 from Casio. The world’s first digital piano 
- with a built-in CD player. Nothing performs quite like it. 
; Along with its impeccable grand piano touch and sound, the AP-7 
I lets you play along with any CD. You can even slow the CD’s tempo 
■ down. So you can practice at a pace that suits you best. 
* And that’s not all the AP-7 sports that’s revolutionizing the digital 

piano field. 
MPWS (Multiple Point Wave Sampling), an exclusive Casio 

technology, produces a wide range of the truest, richest acoustic 
instrument sounds. From a grand piano to a pipe organ. 

• / Then there are a variety of interactive CDs that provide com-
11 I píete backgrounds and leave room for your own piano solos. 
1I RAM cards that let you record and save your performances. And 
Ji ROM cards that offer hours of listening and learning pleasure as 

the Celviano performs by itself or along with you. 
For more information, write Celviano; Casio Canada Ltd., 

Professional Products Division, 2100 Ellesmere Road, Suite 240, 
Scarborough, Ontario M1H 3B7. Or call (416) 431-3747. 

Casio Celviano AP 7. If you’re looking for a 
piano that makes playing as easy as it is 
J fun, you’re on the right track. 

Introducing the playing field 
with its own practice track. 

CASIO 
Where miracles never cease 

Casio Canada Lid., Professional Products Division: 2100 Ellesmere Road. Suite240. Scarborough, Ontario M1H 3B7 
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Musician 
PRESENTS 

songwriting 
seminar r 
Serious songwriters should not miss this uni¬ 

que one-day seminar/workshop featuring 
tips on home recording, collaboration, 

publishing, performing rights and demos. Some of the 
industry’s top experts will participate in sessions 
designed to educate and entertain. Eight sessions 
operating in two rooms allows you to choose the 
topics relevant to your specific needs. 
Choose from the following subjects: 
• Songwriting Workshop (AM or PM sessions) 
• Home Recording Techniques 

(AM or PM sessions) 
• Writing for Film & Television 
• Publishing Agreements 
• Songwriter’s Demo Critique 
• Sources of Income — performing, mechanical 

and synchronization rights 

Bring your demo tapes and they will be forwarded 
to Warner/Chappell Publishing for review. 

Also included is a cocktail reception at the end of 
the day which allows you to network with panelists 
and fellow songwriters. 
SUNDAY. OCTOBER 27, 1991 9 AM — 5 I’M 
Convention Level, Royal York Hotel, Toronto, ON 

Registration fee is just $85.00 including GST. Early 
registration is advised since attendance is limited. 
To register, fill out the coupon below and mail or fax 
to Canadian Musician. 3284 Yonge St.. Toronto, ON 
M4N 3M7 (416) 485-8284, FAX (416) 485-8924. 
SPONSORED BY: 

TASCAM 
TEAC Professional Division 

Musician 
Please register me for the following 
sessions at the Canadian Musician 
Songwriting Seminar '91. 
9 AM □ Songwriting Workshop or 

□ Publishing Agreements 
11 AM □ Home Recording Techniques or 

□ Writing for Film & TV 
1PM □ Sources of Income or 

□ Songwriting Workshop 
3 PM □ Songwriter’s Demo Critique or 

□ Home Recording Techniques 

Enclosed is my cheque in the amount of 
for ticket(s). (includes GST) 

Name(s) 

Company 

Address 

City Prov 

Code 

Phone ( ) 

Charge to my JVISA □ MASTERCARD □AMEX 

Card No.: 

Expiry Date: 

Signature: 



lhe 
ULTIMATE 
INDUSTRY 
RESOURCE 
BOOK 

The Canadian music industry has flourished over the past 
decade and has produced world-class performers, 
songwriters, producers, studios and equipment manufac¬ 
turers. In only one place can you find all of what Canada 
has to offer in the music industry — MUSIC DIRECTORY 
CANADA. 

The fifth edition of MDC is available now and contains 
over 6,000 listings in almost 60 categories and almost 700 
pages — in short, the only resource you’ll need to find the 
who, what, where and when of the Canadian music scene. 

MUSIC DIRECTORY CANADA is available now. Use the coupon below or call 
(416) 485-1049 and use your credit card. 

646 
PAGES, 

Published by CM 
Books, a division of 

Norris-Whitney 
Communications Inc. 

Send me copies of Music Directory Canada (fifth edition), at $26.95 
plus $3.00 shipping and handling. Canadian residents add 7% GST to total. 
□ I am enclosing a cheque/money order for $_+ $ _GST = $ _ 
□ Charge to my: □ VISA □ Mastercard □ American Express 

Card No._Expiry Date 

Signature_ 

Name__ 

Address_City _ _ 

Prov/State_Code_Telephone Number ( ) 

COMPLETE AND RETURN TO: CM BOOKS, 3284 YONGE ST., TORONTO. ON 
M4N 3M7 OR FAX: (416) 485-8924 
TELEPHONE ORDERS ARE WELCOME. HAVE CREDIT CARD READY (416) 485-1049 
Also available at music stores, record stores and book stores across Canada! 



CONTE NTS 
CANADIAN MUSICIAN - AUGUST 1991 • VOLUME XIII NUMBER 4 

COVER STORY | THE SOUND OF SUE MEDLEY by Frank Schulte 
Sue Medley talks about her blossoming career, 
songwriting and sounds of the future _ _ __ 32 

FEATURES | RQCH VOISINE by Chris Gudgeon 
Roch Keeps Rolling 34 

I WILD T AND THE SPIRIT by Frank Schulte 
The Interview 40 

I GUITARS 
The Fine Art of Vintage Guitar Collecting by Ed McDonald 42 
Gear of the Greats: Canadian Guitar Player Fact Sheet by Frank Schulte 47 
New products for 1991 50 

DEPARTMENTS j in^e CM Summer Reading... 9 
Feedback Features Inform, Not Evaluate; Mrs. M. Smith Stirs Em Up; 
A Monthly Affair?; and more __ 10 
First Takes Songwriting Seminar '91.10th Annual Country Music Awards, 
AES Overview II, and more 12 
Product Reports SampleCell MIDI software. Oberheim Matrix 1000. 
Kawai Session Trainer, Play It By Ear 17 
Product News Crown. A R T. Sennheiser. DOD. E-V. Ross. 
Washburn, SoundTech, and more 66 
Classified 71 
Marketplace 73 
Showcase Bare Bones, Kevin Briggs, Greenhouse 74 

COLUMNS I Guitar jack De Keyzer 24 
Keyboards Peter Nunn 25 
Bass Terry Gowan 26 
Percussion Greg Critchley 27 
Brass Dr. Jack Train 28 
Woodwinds Colleen Allen 29 
Vocals Diana Yampolsky 57 
MIDI Chris Chahley_  58 
Writing Arranging Jonathan Wright 59 
Live Sound Frank Schulte 60 
Recording Tom Lavin & Perry Barrett 62 
Business Greg Simpson 65 

Canadian Musician — 5 — august • 1991 



Whoever owns this fragile ecosystem 
has the legal right to destroy it. 

In our culture, the rights of ownership outrank its responsibilities. 
And it’s a difficult task telling developers what they ought to be doing with 

their property. 
So The Nature Conservancy of Canada doesn't fight the system, we play it. 
Since 1963, we have been protecting ecologically important land by buying it. 

We've acquired almost 400 parcels of wilderness, preserving over 75,000 acres from 
development, forever. Our recent projects include: 

alberta foothills 2000 acres of natural prairie grassland and forest close to Calgary 

Alfred bog Ottawa region home Io many rare species of flora and fauna 

brier island Nono Scotia —a 1200 acre strip of land vital to migratory birds 

When The Nature Conservancy acquires land, first we legally protect it. Then, we 
ensure that it's w'el! cared for and, wherever possible, keep 
it open for the sensible public to enjoy. 

Please help us by becoming a member. You will 
receive a membership card, decal, annual report, regular 
newsletter and a tax receipt to cover your payment. 

rut 
NATURE 

CONSERVANCY 
( )f CANAI 

PRIMRVAIION THROUGH 
ACQUISITK >N 

□ S25 □ S35 OS_(Other) 

NAME_ 

ADDRESS 

POSTAI CODI 

□ CHEQUE* □ VISA □ MASTERCARD 

CREDIT 
CARD 4_ 

EXPIRY DATE_ 

SIGNATURE 

♦Payable to: The Nature Conservancy of Canada, 794A Broadview Ave., Toronto Ontario M4K 2P7 (416) 469-1701 
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TOY 
The golden age of wireless is here. You can 

take the music anywhere you want. 
That’s why Samson keeps coming up with 

more ways to go wireless. In fact, our affordable 
Stage Series offers total freedom of movement for 
all kinds of vocalists and musicians. 

Experience hands-free vocals with an AKG or 
Countryman wireless headset mic. Clip a wind 
instrument mic onto your horn and feel your 
playing come alive. Free up electric and acoustic 
guitars without sacrificing any sound quality. 
Go hand-held wireless with a variety of today’s 
most popular vocal mies. 

No matter which way you go, you’ve got the 
choice of either the Stage 22 True Diversity or 

i Stage II Non-Diversity receivers. Each has the 
clear, powerful sound Samson is known for. 
, And each is equipped with professional 

B*dbx Noise Reduction. 
So go wireless. But when you go, 

go Samson Stage. 

SAMSON 

9653 Cote de Liesse 
Dorval, Quebec H9P 1A3 
PHONE (514) 636-9971 
FAX (514) 636-5347 

WE ARE THE WIRELESS FUTURE* 
Distributed in Canada By: 

omnimedkiT■' ” 



"More power, more punch, 
more sound. Nothing 

outperforms SABIAN AÄ!" 

SABIAN 

Rod .Morgenstein ■ Winger 

Send today for your free copy of 
the exciting 1991 Newsbeat catalogue: 

SABIAN Ltd. 
Meductic, New Brunswick 

Canada E0H1L0 
Telephone (506) 272-2019 

Fax (506) 328-9697 

^Wobody has more 
■ ■ cymbal power than 
Rod Morgenstein, more punch 
than Richie Hayward, more 
sound than Larrie Londin. 

The cymbals they choose again 
and again for consistently great 
sounds and durability... 
SABIAN AA. 

DIFFERENCE. 



Frank Schulte 
Editor 

elcome 
to another 

(the summer!) issue 
of Canadian Musician. 

While I’m sure most of you will be busy checking out the full line-up of 
recording and performing acts passing through your area this summer, I hope 
you’ll have a chance to read some of these pages — perhaps take it with you 
to the beach, or the cottage... 

Chris Gudgeon contributes a piece on Roch Voisine, the man from New 
Brunswick who’s turning the recording industry in Quebec and France on its 
head with hundreds of thousands of albums sold. Accompanying the feature is 
a long-overdue special on the French-Canadian pop scene that I’m certain will 
surprise those of you not familiar with what goes on there. 

Wild T and the Spirit have been racing up the charts since its major label 
debut a couple of months ago. Singer/guitarist/songwriter Tony Springer talks 
about the long road he took to get where he’s at in an interesting and 
informative interview. 

Sue Medley is the focus of our cover story this time around. This lady is 
poised to put a big dent in the international marketplace — I’m happy to have 
talked to her before that happens! Sue’s got the talent, songs and the backing 
to go to the top: she’s won critical acclaim, busted her butt to establish a bona 
fide grass roots following, and is currently working on the follow-up to her 
successful self-titled album debut. 

Ed McDonald has written a great feature to kick off the guitar section — 
The Art of Vintage Guitar Collecting. Everything you ever wanted to know 
about collecting guitars, plus guitars used by some of the all-time rock ’n’ roll 
greats, from Chuck Berry to Slash. The fun continues with a special fact sheet 
on the gear used by Canadian guitar heroes. Meet the axes of Alex Lifeson, 
Colin James, Kini Mitchell, Jeff Healey, Randy Bachmàn and many more. 

And for yod guitar players, check out Jack De Keyzer’s special CM 
contribution on bottleneck and slide playing — we’re very pleased to have 
Jack on board for this one. Ditto for our other 
columnists, who’ve taken the time and energy 
to pass on some helpful information that will 
hopefully make your life as a Canadian 
musician a little easier. 

Reading them should also help keep you out 
of trouble for a couple of nights. Enjoy. 

BECOME A SOUND 
ENGINEER IN RECORD TIME! 
The Toronto Recording Workshop's 
certificate programme will teach you 
the skills necessary to enter the 
exciting music industry in as little as 14 
weeks! 

I Classroom & state-of-the-art 24-track 
recording studio on premises 

■ Comprehensive theory combined with 
over 160 hours of actual in-studio 
time 

■ Programme includes MIDI, sampling 
and computer-related technology 

■ Learn about Publishing, Copyrights & 
Contracts 

I Morning/afternoon/evening classes 
■ We have an Introduction to Recording 
Course available on weekends. 

CALL NOW FOR REGISTRATION DETAILS! 
Registered and Approved as a Private 
Vocational School under the Private 
Vocational Schools Act. Financial 
assistance may be available for those 
who qualify. 

-TH// 
374 Bering Ave. Toronto. ON M8Z 3A9 Canada 

Tel: (416) 237-0101 TELEX: 06-984570 

• Lifetime 
Guarantee 

• For Banjo 
and Guitar 

For further 
information or 
to receive our 
NEW catalogue 
call or write: 

^beacon banjo 
COMPANY. INC 

X TUNE 
IN 

TO KEITH 
BANJO TUNERS 

THE BRAND 
OF CHOICE 

3 Glasco Tpk./ RO. Box 597 
Woodstock, NY 12498 

(914) 679-8314 
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Features Inform, 
Not Evaluate 
I would like to address an issue concerning 
a letter that appeared in the June issue of CM 
titled "Insulting Alias". 

As a freelance writer for CM (and a work¬ 
ing guitar player furthering my music 
career). I have direct exposure to many 
musical situations. The word "situation" is 
significant in this context because it refers 
not only to Alias and its music, but an entire 
infrastructure that includes management, 
recording, business strategies and touring 
that helped raise the band to its present level 
of public approval. This approval reflects in 
unit sales, concert attendance, and 
radio/video play — all factors generally 
determined by the public. Writing about any 

Alias: public approval. 

band fulfils a demand that already exists, 
according to the above factors. 

According to Ralph Alfonso at Capitol 
Records, Alias placed #2 on Billboard (a 
very credible chart) for their More Than 
Words Can Say single. Sales: 100,000+ unit 
sales in Canada, almost 400.000 in the U.S. 
— that is a half million people who seem to 
like this band despite "critical opinion". I 
can recall a lot of bands from Motley to 
Loverboy to G ’N’ R to The Beatles to 
Madonna who were slammed by music 
critics until they unloaded a couple million 
units. It’s not my intention to defend the 
subjective quality of anyone’s music here, 
just the right to express music as one wishes. 

1. like everyone else, have certain musical 
preferences: if I don't like a band. I don't buy 
their CDs or concert tickets. But I find that 
my tastes are non sequitur when writing 
about the immense work involved to break 
a band — any band in any genre of music. 

There was no mention if the writers of the 
"anti-Alias letter" were musicians. If so. 
they should be particularly sympathetic to 

the monstrous challenges any muso takes 
upon him/herself to break internationally 
from the Canadian music industry, all 
propensities aside. They also have the great 
opportunity of expressing their musical tas¬ 
tes in their music and reaping any rewards 
that may lie ahead. 

Education is a valuable commodity, espe¬ 
cially in the brutally competitive music in¬ 
dustry. Readers can take advantage of artist 
features by treating them not as evaluations 
but as a chance to extrapolate useful first¬ 
hand information of career strategies that 
have yielded a level of industry success. 
Personal feelings about the band can then 
help to assimilate this know ledge and use it 
accordingly to temper one's own music 
career. 

Toronto. ON 

Minor Mistake 
I thought you should be aware of a minor 
mistake in your "Home Studios" article. 
Under the power section of Harold Hess' 
studio you listed a PW1600 as a power 
amplifier — the unit is, in fact, a D.C. ex¬ 
ternal power supply for the RM2408 con¬ 
sole. 

Otherwise I quite enjoyed all your ar¬ 
ticles. 

CatiteCU 
Tele-Tech Electronics 

London. ON 

A Monthly Affair? 
Currently at the studio we read Mix, Post. 
Electronic Musician. Keyboard. Broadcast 
Technology, and Home and Studio Record¬ 
ing, all of which are monthly subscriptions 
within a comparable price to CM. If at all 
possible could you look into making your 
magazine a monthly affair? 

Mel Qa/iquÁ-
President. Premier Recordings Ltd. 

Edmonton. AB 

Mrs. M. Smith 
Stirs ’Em Up 
In response to Mrs. M. Smith's letter (April, 
’91), I would like to know exactly what she 
found so offensive in this magazine. 
I've never read a more musically 

thorough and informative magazine and I 
feel that it justly deserves its name. CM is 
easy to understand for an amateur as well as 
a professional musician, and valuable 
product information is great to find in 
today's technically advanced music scene. I 
anticipate every issue. 

I don't know what Mrs. Smith's demands 
are: perhaps she feels that a certain group or 
category is being neglected. If that's the 
case. I feel that it's up to the readers and 
listeners to bring these groups to the writer's 
attention. If. on the other hand, she feels that 
the quality of Canadian music is unsatisfac¬ 
tory. I suggest that she move to a country of 
her choice that meets her standards. 

Cecil 
North York. ON 

Undecided 
I was thinking of renewing my subscription, 
but for the last two years I've tried to get my 
husband's tape (which is also on CD) in your 
Showcase section. 

Rik Emmett. Danny McCafferty (from 
Nazareth) play on it and it's produced by a 
native Torontonian. ex-David Bowie guitar 
player. Stacy Heydon. What does it take for 
even a mention? (Maybe the whole band 
living in Toronto!) 

I think the magazine is great, but is there 
any chance we could hear from any places 
other than Toronto and Vancouver? How 
about the indies from Windsor? Still un¬ 
decided about renewing — there hasn’t 
been any local news in the mag. 

Ma/uf, McAuley 
Windsor. ON 

Song Copywriting 
I’d like to compliment you for this great 
magazine. I've been buying CM regularly 
for the past few months and I'm always 
amazed by the quantity and quality of useful 
information contained in the magazine. 
Here's my subscription. 

I have one question for you: I'd like to 
know about a safe way to copyright songs. 1 
play guitar in a band (The Outsiders) and 
we re preparing to send demos to many 
people — but we have to get our songs 
copywritten first. We did once send a tape of 
our songs and the lyrics to ourselves, but I 
think the safety of this method is ques¬ 
tionable — besides, we only play one song 
off of that demo. 

I'm not aware if CM has written about this 
subject before, but please refer me to the 
back issues if you have. If not, would you 
consider writing about it in future issues? 

Keep up the good work. 

Brossard. PQ 

/1 seems our back issues on the subject are 
sold out. except for one from August 1979! 
l or more up-to-date information on how to 
protect your songs, contact the Songwriter ’s 
Association of Canada. 387 Bloor St. E.. 
Toronto. ON M4W 1H7 (416) 924-7664. 
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Get tips on MIDI gear for guitar, playing technique, customizing and repair. 

MIDI For Guitarists — MS011 by Marty Cut¬ 
ler and Bob Ward. A guide to the new devices 
that allow a guitarist to control MIDI equipment. 
128 pages with soundsheet, $18.95 
Guitar Gadgets — MS012 by Craig Ander¬ 
ton. The guitarist's guide to electronic gadgets. 
Includes demonstration record. 192 pages, 
$19.95 
Chords & Tunings for Fretted Instruments 
— MS015 by Larry Sandberg. An explanation 
into chords and tunings for guitar, banjo, man¬ 
dolin and other fretted instruments. Hundreds 
of chords and voicings in various tunings. 74 
pages, $12.95 
Customizing Your Electric Guitar — 
MS017 by Adrian Legg. Acomprehensive guide 
with diagrams and instructions showing all you 
need to know about turning your guitar into a 
unique and personal instrument. 64 pages, 
$12.95 

□ MSOll CP 

Do-It-Yourself Guitar Repair — MS022 by 
Peter J. Fillet. This handy guide, illustrated with 
diagrams and photographs, will show you how 
to make quick and easy repairs on your acoustic 
and electric guitars when you are away from a 
qualified repairman. 80 pages, $9.95 
Guitar Electronics for Musicians — MS024 
by Donald Brosnac. Learn more than you could 
have hoped to know about the design concepts 
and practical details of the hardware used and 
made by guitar manufacturers all over the 
world. 128 pages, $19.95 
Lead Guitar — MS035 by Harvey Vinson. 
The most comprehensive lead guitar guide, 
providing easy ways to learn chord progres¬ 
sions, breaks, riffs, scales, modulations and 
theory. 96 pages. $14.95 
Classical Riffs for Rock Guitar — MS040 
by Wolf Marshall. Learn the ins and outs of 
using classical/rock riffs. Practice what you've 
learned with the full rock band backup tracks. 
24 pages with audio cassette. $19.95 

□ MS015 □MSI) I 

The Riff Connection for Rock Guitar — 
MS041 by Nigel Coote. This easy new ap¬ 
proach shows you how to link individual riffs into 
authentic rock solos. Play along with the back¬ 
ing tracks. 76 pages with audio cassette, 
$19.95 
Blues Guitar Licks — AP005 by Jay Fried¬ 
man. This unique book teaches hammer-ons, 
pull-offs, slide and bending up and down in 
easy-to-read tablature. Standard notation is 
also included. 95 pages, $12.95 
Rock Guitar Licks — AP006 by Jay Fried¬ 
man. Think like a rock guitarist with lick patterns 
that provide guitarists with a clear under¬ 
standing of each chord, scale, arpeggio and 
rock pattern. 96 pages, $12.95 
Guitar Tricks — AP013 by Jay Friedman. 
This special chord book explains and illustrates 
the wide range of interesting chords that can be 
played on the guitar while using open strings. 
64 pages, $12.95 

7 □ MSO22 

□ MS024 □ MS035 □ MS040 □ MS041 □ AP005 □ AP006 □ APO 13 

Name 

Address 

City 

Prov/State _ _ Code/Zip 

Phone( ) 

Credit Card Holders Call: (416) 485-1049 to Order By Phone! 

Total Amount Payable $ 

Add 10% shipping/handling ($2.00 minimum) 

Add 7% GST 

Enclosed is my cheque for S 

Charge to my: □ VISA J Mastercard J American Express 

Card No. ___Expiry Date 

Signature 

Complete and mail to: CM Books, 32X4 Yonge St., Toronto, ON M4N 3M7 
Please allow 4-6 weeks for delivery. Please make cheques payable to CM Books. 



ATTENTION 
MUSICIANS!! 

964-2100 
P.S. Sell your 

instruments FAST with 
a FREE ad 

Looking to join a band? 
or 

Looking for a 
new member? 

We ll help you with a 
FREE ad 

In our "Musicians" 
section! 

Get in the groove... 

BUYSELL 

The quintessential jazz guitar. 

1961 Gibson protoype #28041 
New Heritage Custom with tap-tuned top, 

back and exotic woods. 
1963 Gibson production model #62881 

Color photos on request. 

Mandolin Brothers 
Free Catalog (718) 981 -3226 
629 Forest Avenue, Staten Island. NY 10310 

all cpoA 

Songwriting 
Seminar ’91 
Canadian Musician is presenting Songwrit¬ 
ing Seminar ‘91, Sunday. October 27, 1991 
from 9 am Io 5 pm at the Royal York Hotel. 
Toronto. 

Participation and education are the key 
elements of the seminar, with sessions con- । 
ducted by some of the industry's top experts 
who will talk about home recording, col¬ 
laboration. publishing, performing rights 
and demos. Eight sessions will be offered in 
two rooms, allowing participants to choose 
topics relevant to their specific needs. 

The fee for the seminar is $85.00 (includ- | 
ing GST) and includes a reception at the end 
of the day, where participants can meet the 
panelists and fellow songwriters, and estab¬ 
lish contacts. 

For more information and registration. | 
contact: Canadian Musician. 3284 Yonge 
St.. Toronto. ON M4N3M7 (416) 485-8284, 
FAX (416)485-8924. 

Country Music 
Week ’91 
The Canadian Country Music Association’s 
Country Music Week ’91 will take place in 
Hamilton. ON on September 10-15, 1991. 
The highlight of the week will be the presen¬ 
tation of the 10th Annual Country Music । 
Awards, which will be televised on the CTV I 
Network on Sunday. September 15. 

A full program of lunch and dinner gather¬ 
ings. and meetings and seminars for over 
600 delegates from across Canada is 
scheduled. In addition, plans for public j 
events are being wrapped up. which include: . 
a series of free lunchtime concerts, both the I 
semi-finalsand the finals of the Bud Country 
Talent Search, a major concert at Copps 
Coliseum, a CCMA Award Winners Con¬ 
cert in the Convention Centre, and a Sunday 
morning gospel concert featuring a variety 
of country music stars. 

For more information, contact: CCMA, j 
3100 Steeles Ave. W„ Stc. 507, Concord, 
ON L4K 3R1 (416) 739-5014, FAX (416) I 
699-3734. 

Audio 
Overview II 
"Building A Future of Sound" is the theme 
ofthe upcoming Audio Overview 11 that will 
take place at the Ryerson Theatre in Toronto 1 

on September 21. 
Presented by the Toronto chapter of the l 

Audio Engineering Society (AES), the ob- 1 

ject of the sessions is to provide industry 
background for newcomers to the audio 
field, and provide an opportunity for people I 

to catch up with the rapidly evolving state of 
the industry and look at future directions. 

The AES will present leading experts in 
the field to discuss such topics as digital 
control and audio technology, psychoacous¬ 
tics, miking, monitoring, and loudspeakers. 
Attendance fees include the first year’s 
membership for newcomers. 

For more information, contact: Neil 
Muncy at (416) 298-3835 or Ron Lynch at 
(416)266-2377. 

New 
Music Bookstore 
Catalogue 
The 1991 Music Bookstore Catalogue is 
now available from CM Books. 

The catalogue features over 100 titles 
covering such topics as songwriting, sound 
reinforcement, MIDI, and music business. 
Also offered are reference manuals and 
textbooks. 

To obtain a copy of the catalogue, contact: 
CM Books, 3284 Yonge St., Toronto, ON 
M4N 3M7 (416) 485-1049, FAX (416) 485-
8924. 

CIRPA Receives 
Grant 
The Canadian Independent Record Produc¬ 
tion Association will hire a financial analyst 
with the help of a $32,252 grant from the 
Ontario Ministry of Culture and Com¬ 
munications. 

The analyst, who will be hired for nine 
months, will be responsible for developing 
business and marketing plans which outline 
future direction and strategy possibilities for 
CIRPA. 

The association represents the Canadian-
owned sound recording industry and has 
over 140 members, including producers, 
record labels and studios. It acts as an ad¬ 
vocacy group around issues such as 
copyright legislation, and also provides re¬ 
search and educational services. 
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We made the biggest sound in bass 
more portable and affordable. 

Hartke Transporter Cabinets 
You’ve wanted Hartke. But the 

biggest sound in bass represented 
a bigger investment than you were 
prepared to make. 

We’ve solved that problem. Our 
new Transporter cabinets bring 
you the same clear, powerhouse 
sound used by top pros like Stuart 
Hamm, Will Lee, Darryl Jones, 

Tom Hamilton and others-at a 
much more affordable price. 

Every Transporter incorporates 
Hartke’s radical aluminum cone 
drivers to produce a big, clear 
dynamic sound on top with maxi¬ 
mum punch on the bottom. That 
sound is built into portable, road¬ 
proof cabinets that stand the test 
of time. 

But don’t take our word for it. 
Take your bass down to your 
nearest Hartke dealer and experi¬ 
ence Transporter for yourself. 

The Hartke Transporter. The 
distance between you and the big¬ 
gest sound in bass is a lot smaller 
than you think. 

Hartke Systems 
Transient Attack »» 

Distributed in Canada - - « 
exclusively by: OffiniïTlWKl 9653 Cote De Liesse Dorval/Quebec H9P 1 A3 TEL. (514) 636-9971 FAX (514) 636-5347 



Play It By Ear 
Y ou know the golden age of software development has arrived when: (a) 

version 1.0 of anything actually 
runs, (b) on-line help is sufficient to 

make the provided manual unnecessary, (c) 
efficient design can produce terrific graphics 
and loads of options in a small (140 Kb) 
program. Play It By Ear from Ibis Software 
is an inexpensive example of all of the 
above. 
This MS-DOS (IBM & clones) based 

package provides eight types of interactive 
ear training drills which may be customized 
to keep pace with one’s progress. 

The drills fall into two categories: iden¬ 
tification and composition. In the identifica¬ 
tion exercises, you answer multiple choice 
questions identifying intervals, scales or 
chords. The composition drills require that 
you mimic the note, melody, interval, chord 
or scale the program plays. Answers can be 
played back by clicking the mouse pointer 
on your choice of piano keyboard display or 
guitar fretboard. EAR will also accept 
answers from a MIDI-controlled instrument. 

You can increase difficulty by moving 
through six preset skill levels or using the 
option menus. In the melody drill, for ex¬ 
ample, you can increase the tempo, move 
tonal range to four octaves, or melody length 
up to 16 notes. The melodic line can 
originate from one of 12 resident scales or 
any scale of your own invention. 

The chord identification and composition 
drills allow you to select from triads to 13th 
chords with or without inversions. 

When you play back correctly, green 
quarter notes appear — a bad note is 
shown as crumpled and red, and appears 
above or below a line, hinting whether you 
were too high or low. EAR also replavs the 
musical question. An on-screen counter 
records the number of questions asked and 
mistakes made. If you’re stumped. EAR will 
show the correct answer. 

Interactive, self-paced ear training software for 
MS-DOS based computers. 

Increased complexity and response speed 
produce higher scores which are saved and 
then plotted on each user’s own progress 
chart. One quibble here — the program 
should indicate the highest possible score for 
the selected options in a given drill. This 
would give students a more realistic indica¬ 
tion of how well they performed each exer¬ 
cise, and when to move to the next level. 

Although a sound card is recommended. 

by John King 

the PC's internal speaker provides adequate 
quality and accurate pitch. The PC speaker 
can't play simultaneous pitches with any 
accuracy; therefore EAR automatically ar-
peggiates chords and intervals unless it 
detects a sound card. With a sound card 
installed, the user can choose either melodic 
or harmonic playback. 

EAR is clearly designed to operate well 
with almost all video adaptors, but is best in 
VGA colour. 

This program reflects superb design: the 
controls are self-evident, and there is enough 
flexibility to keep both novice and advanced 
students busy. The folks at Ibis have satisfied 
a big need for MS-DOS music software with 
EAR. and they plan to have a second teach¬ 
ing program. Rhythm Ace. ready for release 
soon. 

Music Teachers will see Play It By Ear as 
a good investment. It can track and save each 
student's options and progress individually, 
so while one student is taking drills, a 
teacher can be giving personal instruction to 
another. This software represents great value 
for students: it can be purchased for the 
equivalent of about five hours of private 
lessons. Perhaps the greatest dividend for 
both students and teachers is that Play It By 
Ear has the perfect patience of a machine. 

For more information, contact: Ibis 
Software, 90 New Montgomery St. #820, 
San Fransisco, CA 94105 (415) 546-1917. 

John King is a Toronto-based guitarist. 

Oberheim Matrix-1000 ^0^ 

he Matrix 1000 is a six-voice 
analogue sound module from Ober-
heim. It has been available for a few 
years, but Oberheim has re-released 

it. which is great because it definitely deser¬ 
ves more attention. 
The unit has 1,000 

presets. The first 200 can 
be rewritten with sounds 
loaded from another 
Matrix, from a Matrix 6, 
or you can load in your 
own sounds that you've 
created with a computer editing program. 
There are no editing controls on the unit, nor 
are there cartridge slots for external sounds; 
but with 1.000 sounds to choose from you 
should have no problem finding something 
that works. 

The sounds are all very good and there are 
hundreds of sounds in each category. All of 

the "famous" Oberheim sounds are in¬ 
cluded: fat brass, great strings, bass and all¬ 
purpose synth pads. There are also a lot of 
effects which won't be useful all the time, 
but if you have an idea for some weird sound 

for the intro to your new song, chances are 
it's in the Matrix 1000 somewhere. If six-
voice polyphony is not enough, you can link 
several units together to increase the number 
of voices. 

Unfortunately the unit only has a mono 
output, but it still sounds great, and you can 
add some external effects if you like. 

I’m impressed by the Matrix 1000. I’ve 
used it with songwriter/performer Jim Witter 
— who's had a Matrix for a few years — 
and it performed well. I'm sure you can find 
a sound that will inspire you. or one that will 

fill that certain space. 
I've always loved 
analogue synths, and this 
unit has pretty well all the 
sounds you could ever 
ask for. Plus, by using an 
external editor, you can 
create any sound you 

want. Definitely check it out! 
For more information, contact: Gibson 

Music Canada Ltd.. 83 Bernice Cres., 
Toronto. ON M6N IW7 (416) 769-2880, 
FAX (416) 769-4395. 

Roh Preuss is a Toronto-based keyboard 
player currently on tour with The Phantom 
of the Opera road show. 

T 
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Two ways to get 

Way 1 Way 2 
World Class Studio Sampling, 
Drum and Rhythm Sessions 

Professional studio time $210/hr.$56,000 
A great engineer and producer.$28,000 
Rental of hundreds of superb drums 
and percussion instruments.$21,000 
Rental of exotic audiophile mies.$7,000 
Rental of professional studio reverbs, 
use of live ambience' and chambers.$14,000 
16 Bit Stereo storage and playback hardware 
and sound manipulation software.$21,000 
MIDI rhythm programming hardware /software.$ 700 
A great drummer to play rhythms and fills 
with dynamics and feeling.$14,000 
Inspiration, creativity and years of 
sampling and studio experience.Priceless 

Easy and unlimited writing of your 
own rhythms and songs.N/A 
Write songs on the fly with a footswitch.N/A 
Up to 120 Sounds available through MIDI.N/A 
TOTALS $150,000 plus 

ALESIS SR 16 DRUM MACHINE 
16 Bit Stereo, with Dynamic Articulation, 
233 Sounds, Stereo Samples and Preset Patterns 
Included 
Incl. 

Inch 
Incl. 

Incl. 

Incl. 
Incl. 

Incl. 

Incl. 
Incl. 

Incl. 
Incl. 
Incl. 
$559 Suggested Retail 

Choose one. 
See your Alesis dealer 
after you've made your 
for more information call 1-800-343-0300 

CANADA: 14509 30th Avenue • White Rock, B.C. V4A9K6 USA: Alesis Corporation »3630 Holdrege Avenue • Los Angeles, CA 90016 





by Marc Fart ant 

Kawai’s GB-2 Session Trainer 
he GB-2 Session Trainer, manufac¬ 
tured by Kawai, is an interesting 
box of tricks for the budding 
musician, and a good tool for 

developing the art of improvisation. Bed 
tracks from popular songs are pre¬ 
programmed into the GB-2, ready to play at 
the push of a button. With so many en¬ 
cyclopedia-sized instruction books accom¬ 
panying new equipment these days, 1 found 
it quite refreshing to find most of the Session 
Trainer's features easy to access and use 
without even having to open the manual. All 
front panel buttons are clearly labelled as to 
their purpose and options. 

Although 1 found the programming fea¬ 
tures on the GB-2 rather limited, it does offer 
a wide variety of pattern choices to work 
with. 1 had a lot of fun playing through the 
preprogrammed patterns, but I found the 
generic patterns much more useful than the 
obvious ones; unfamiliar chord progressions 
offer more of a challenge in coming up with 
new licks than old standards. If you don't 
have a band to rehearse with, this is a great 
way to improve your lead chops and timing 
as it lets you improvise freely over familiar 
and not-so-familiar backing tracks. 

There are 47 programmed rhythm tracks 
available to choose from and the availability 
of ROM cards to expand the pattern library 
is a must for those who tire of riffs fairly 
quickly. Of note to players who never ven¬ 
ture into strange key signatures, the GB-2 
will allow you to insert random or fixed key 
changes in the patterns — a great tool for 
learning familiar scales and modes in un¬ 
familiar keys and expanding your working 
knowledge of the fingerboard. 

The guitar input channel is clean and 
sounds nice; push the overdrive button and 
you get a sustained distortion that is as good 
as most effects boxes on the market. 

1 found the lack of programmability for 
backing tracks my biggest disappointment 
with this device. The GB-2 will allow up to 
10 user-programmed songs and 1 was able to 
program several with relative ease. You can 
program fairly complex and imaginative 
chord progressions into the Session Trainer 
(45 chord types in 12 keys!), but only the 
preprogrammed drum patterns can be used 
in these songs. I ended up with strange 
sounding versions of familiar tunes rather 
than new songs in a lot of cases. There is no 
allowance for time signatures that are out-
of-the-ordinary or overly complex patterns. 
A section for building basic drum patterns 
would be a definite plus, as being able to 
play the drums manually on the keypad isn't 
of much use without a sequencer or a spare 
set of hands lying about. 

The MIDI implementation on this device 
is limited but extremely effective. If you 
have a sequencer and a controller at your 
disposal, the Session Trainer can be turned 

into a session rhythm section. The GB-2 is 
multi-timbral with up to 14-note polyphony 
and access to four independent voices as 
well as a wide variety of drum sounds. The 
sounds won't shake the foundations but they 
do the trick. The only way to hear all of the 
64 preprogrammed sounds in the GB-2 in¬ 
dependently of the pre-programmed rhythm 
patterns is to set it up as slave to a controller 
or sequencer; with the power of MIDI the 
unit can be a reasonable band-in-a-box. 

Overall. I found this unit a little price¬ 

heavy. However, the GB-2 isn't abad invest¬ 
ment for a musician looking to improve his 
playing, and will hold some pleasant 
surprises for anyone willing to tap the poten¬ 
tial of MIDI slavery. 

For more information, contact: Kawai 
Canada Music Ltd., 1-6400 Shawson Dr.. 
Mississauga. ON L5T I L8 (416) 670-2345. 
FAX (416) 670-3646. 

Marc Fan ant is a music teacher/ songwriter. 
He operates an in-house MIDI pre-production 
studio anti plays guitar on the circuit in Toronto. 

When it feels right 
Larry Coryell - the musician's 
musician. On a night when it 
all feels right - the audience, 
the club, the instrument, and 

Yorkville Sound Ltd., 
80 Midwest Road. 
Scarborough, Ontario 
M1P4R2 

When your sound counts 
Yorkville delivers 

IN U.S.A. 
Yorkville Sound Inc., 

4600 Witmer Industrial Estate, 
Unit #1, Niagara Falls, 

New York 14305 

the sound - inspiration kicks in, 
and the music is unforgettable. 

From subtle harmonic scales 
to monstrous chords, Larry 

knows his Yorkville equipment 
will faithfully capture every 
nuance in his music. Night 
after night, gig after gig. 

"When you know the sound is 
just right, it frees your head 
to explore new ground. I’ve 
been using Yorkville amps 

and P.A.’s for years, but lately 
I’m getting Yorkville equipment 

added to my contract rider 
'•Whenever I can’t bring my own" 

Yorkville 

xiuoiopao PULSE Klima STAGE élite BETA 
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by Robb Wright 

Digidesign SampleCell 
or those who have observed the 
development of music technology 
over the past decade, it's become 
something of a cliché to speak of a 

revolution. From the beat box to the tapeless 
studio, the tandem technologies of MIDI and 
digital audio have redefined the tools of the 
trade, especially in the studio. The recent 
appearance of (relatively) affordable 16-bit 
samplers and disk-based editing systems 
signals for the musician an unprecedented 
level of accessibility in CD-quality audio. 
Digidesign’s SampleCell is of a new breed 
of digital instruments which seeks to further 
integrate the domains of MIDI, samplersand 
digital recording. 

SampleCell is a sample playback card 
which occupies a nubus card slot in a Macin¬ 
tosh II computer. Using its own editing 
software and Apple’s MIDI Manager utility 
(both included), the user is able to load 
samples from any hard disk or CD ROM 
drive attached to the Mac. and trigger them 
through MIDI. SampleCell ships with a 630 
MB CD-ROM of ProSonus sounds looped 
and prepared in SampleCell format. Sounds 

can also be written to any Mac-formatted 
hard disk, through the Mac's own SCSI bus. 

The file format of SampleCell's sample 
files is the same as that of Digidesign's 
Sound Designer II software, the core of their 
Sound Tools digital editing system. So. 
while SampleCell itselfcannot record audio, 
users who also have Sound Tools (or 
Digidesign's Audiomedia card) can use that 
as a recording front end. For my evaluation 
I used a Macintosh llci with 8 MB of RAM 
and Apple's system software 6.0.7. one 
SampleCell with S MB of RAM. and Sound 
Tools with a digital interface. 

Pro Gear 
What is apparent from the start is that this is 
a professional instrument. Forget the digital 
noise that you were willing to forgive in your 
old 12-bit clunker. Forget the tiny RAM 
capacity and the inherent high-frequency 
limitations. Forget floppy disks (!) anil for¬ 
get straining your eyes over the too-small 
LCD window. SampleCell is a vast improve¬ 
ment in all of these areas. As befits the 
16-bit,44.1 kHz fraternity that it has joined. 

SampleCell sounds great. 
The ProSonus library is superb in its 

quality, depth and scope, though arguably 
somewhat wasteful of space — many of 
the samples have unnecessarily long tails. 
Up to four SampleCells can inhabit a single 
computer and be controlled by the same 
software, and each card has eight audio outs, 
a RAM capacity of 8 MB (use Mac RAM. 
it's cheap), and provides 16-voice 
polyphony. This suggests the possibility of 
a 32 MB sampler with 32 separate outputs 
and a w hopping 64-voices — a formidable 
digital powerhouse. For most of us. though, 
a single card is plenty big league. 

The SampleCell Editor software (I had 
version I. I ) is the means by which samples 
are grouped and assigned the various 
parameters needed in order to work with 
them musically. The software hierarchy 
works as follows: Samples together are as¬ 
signed to instruments, and groups of one or 
more instruments are called banks. When a 
bank is opened, the relevant instruments are 
called up with it. and with them, the neces¬ 
sary samples. 
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The allocation of SampleCell's memory 
is such that a sample never needs to be 
loaded into RAM more than once, regardless 
of how many instruments it appears in 
simultaneously. Since samples, instruments 
and banks are saved on disk independently, 
combinations can quickly and easily be 
created to fit the occasion, without the need 
to duplicate the samples — the only level 
which takes up substantial disk space. Banks 
and/or instruments, with or without their 
samples, can be saved at any time to another 
location (such as another disk). For those of 
us weaned on floppy disk sample-manage¬ 
ment, such a system makes us wonder how 
we ever got by w ithout it. 

Interface 
The software interface is set up to resemble 
a mixing console with each "rail" repre¬ 
senting an instrument. On the rail are faders 
for level and pan: buttons for mute, solo. 
MIDI channel. MIDI zoning and audio out¬ 
put assignment: a field for naming the instru¬ 
ment and writing comments (a nice touch); 
as well as four prominent page buttons to 
call up windows for more detailed editing. 
Those who are not interested in tweaking 

and building their own instruments need 
never go beyond this simple and rather 
elegant main page. But it's behind these four 
editing buttons that the power of 
SampleCell's design really becomes evi¬ 
dent. 

Clicking on the page button bearing a 
keyboard icon brings up the sample map¬ 
ping page, where samples are assigned key¬ 
board and velocity ranges. The mapping 
process is amazingly fast and easy. A button 
calls up the sample-select box. where the 
standard Mac file search dialogue is used to 
locate, audition and load samples. Once the 
desired samples are loaded, setting keyboard 
ranges is a matter of literally grabbing the 
relevant zone or its boundary and dragging 
it with the mouse to its new location. The 
same process applies to setting velocity ran¬ 
ges. 

SampleCell allows up to three velocity 
ranges in a given keygroup (bravo) and up 
to 20 keygroups in an instrument. Mapping 
is aided by an 88-note keyboard along the 
bottom of the page and a velocity scale along 
the left side, both of which respond visually 
when a note is played, and can themselves 
be used to trigger notes. A sample is high¬ 

lighted when its range on the map is clicked, 
and an icon corresponding to its MIDI root 
note ("original " or sampled pitch) appears 
just above the appropriate note on the key¬ 
board. 

Setting the root note involves clicking and 
dragging this icon to the desired location. 
Individual samples can be fine-tuned from 
within the mapping window by double¬ 
clicking in their ranges. Sample-specific 
faders for amplitude; start point, sustain and 
release loop fine tuning: and panning and 
playback direction can all be adjusted here, 
and their values are saved with the instru¬ 
ment. not the sample — thus instruments 
which call for such modification can still call 
their original form from the non-writable 
CD-ROM. rather than requiring large 
sample storage from a hard disk. All faders 
in any page of the software can be adjusted 
with a MIDI controller. To set the controller 
number, you just double-click on the fader, 
then move any controller on your keyboard 
or whatever, to lock the two together. I found 
that this made tweaking much easier and 
faster. For those with a distaste for mouse-
driven faders. it's a godsend. 

The matrix modulation page is where 

TASCAM 

FINALLY, IT WON'T TAKE LONG 
TO SAVE UP FOR A QUALITY 4-TRACK 

TEAC Canada Lid. 340 Brunel Road, Mississauga, ON L4Z 2C2 (416) 890-8008 
Dolby and Dolby B are trademarks of Dolby Laboratories Licensing Corporation. 

Someday, you're going to have your name 
in lights and royalties just rolling in For now, 
you're out there picking up lots of inspiration 
and spare change, and wondering how to get 
your hands on the multitrack that'll help make 
your dreams come true 

You know, aTascam.The one some said 
you couldn't afford, but 
you wouldn't buy any 
other because you knew B -» > 
only a Tascam could do it B -■>-> , ’ * ' 
for you. I -. i i f ■ I 

Well, now there's a ■ ... • j-'Wjc-1

Tascam multitrack you can afford. The new 
Porta-03 Ministudio. A 4-track 4<hannel cas¬ 
sette recorder with switchable Dolby B’ noise 
reduction, and a 2<hannel mixer with input 
trim control, record track select switch and lin¬ 
ear fader on each channel. Plus lots of other 
features and functions that'll get you into multi-

track and up to speed in 
no time 

■ The Porta-03 Dream 
■ Machine. Easy to use. Easy to 

— ■ live with. And easy to buy. Now, 
■ at your nearest Tascam dealer. 



Digidesign SampleCell 
control is assigned over the various 
parameters associated with a sound. Up to 
16 control "paths" can be defined, each 
specifying a modulator and a modulatee, as 
it were. Modulation sources can be any 
standard MIDI performance information 
(note number, velocity, pitchbend, after¬ 
touch, controllers) or any of the various con¬ 
structs the user can create or manipulate 
within the software (envelopes, LFOs, ramp 
generator, tracking generator or random 
generator). 

Modulation destinations can be sound 
qualities (pitch, pan, volume, sample start 
point) or elements of other controllers 
(speed or amplitude of any LFO, amplitude 
or any point on any envelope). This would 
be useful for, say, mapping aftertouch to 
LFO 2 depths and LFO 2 to pitch (press 
harder for vibrato), or controller 16 to en¬ 
velope 3 attack time and envelope 3 to 
volume (adjust keyboard fader for sharper 
attack). Other, more bizarre combinations 
are possible, especially when the various 
generators are involved. 

Each modulation path has an adjustment 
for the depth of modulation (plus or minus 
for negative mapping) and a gating button, 
which allows the effect to be active only 
while the note is held. With so much control 
available, SampleCell has enormous crea¬ 
tive potential, not only as a sampler, but also 
as a tool of synthesis. I was able to create 
some wildly original patches from rather 
banal samples with very little experimenta¬ 
tion. My only real complaint is the glaring 
lack of filters, which would have made the 
modulation possibilities that much richer. 
Aside from that, it’s a little annoying to have 
the envelope settings in a completely dif¬ 
ferent page (accessible from the third page 
button), though it’s entirely possible to have 
both pages active at once, screen space per¬ 
mitting. The manual specifies a minimum 
monitor size of 13", but SampleCell has so 
many interactive features that it would be 
very helpful to have one larger, say 16 or 19" 
— but beware of lengthy screen redraws if 
you have the window full size and you run 
the monitor at 8-bit resolution. 

The last page button calls up a number of 
miscellaneous parameter settings, some of 
which are standard fare for pro samplers: 
instrument-specific tuning (by octave, semi¬ 
tone and cent), velocity sensitivity, 
pitchbend sensitivity, crossfade settings. As 
well there are some unique and useful fea¬ 
tures such as a 10-point note priority scale, 
allowing the user to specify how important 
an instrument will be if the SampleCells 
polyphony limit is approached and notes 
start being cut off early (aren't we all 
familiar with that scenario?). You could, for 
example, designate a low priority for a string 

patch playing four or five-voice chords, 
where the odd dropped note would barely be 
noticed, and a high priority for a bass, where 
no notes are expendable. This is the hippest 
approach to voice allocation I have ever 
seen. Equally nifty is the Overlap Amount 
fader. This allows you to specify how the 
instrument will respond to a note being 
played while a note of the same pitch is still 
ringing. Depending on the setting (on a scale 
of 0 to 99), the release characteristics of the 
first note are altered when the second note is 
struck. When properly set, it greatly enhan¬ 
ces the realism of a sampled instrument. 

Another nice feature is the ability to dis¬ 
able an instrument’s response to MIDI 
volume (controller 7). In a split zone situa¬ 
tion where more than one instrument is 
mapped to a MIDI channel, MIDI volume 
control over one could still be maintained 
without unduly affecting the other. 

Perhaps the most powerful feature on the 
miscellaneous page is the AUX Sends. Of 
SampleCell ’s eight audio outputs, one or 
two may be designated as auxiliary sends, 
for routing, say, to an effects unit. Their 
outputs are adjusted here, and they may be 
pre-or post-fader (subject to the main instru¬ 
ment level control, or not). These sends may 
then be used in a modulation path, so that 
reverb level could be controlled by velocity, 
or flanging level controlled by aftertouch or 
footpedal. The mind boggles with the crea¬ 
tive applications available here. 

No Sampling 
While SampleCell offers unprecedented 
control and efficiency in the manipulation of 
sampled sound, it must be stressed that it is 
not. strictly speaking, a sampler since it has 
no recording capabilities. There are however 
many factors which make this less of a 
limitation than it appears. 

First is the very large and comprehensive 
library which ships with it. This requires 
another $1,000 investment in a CD-ROM 
drive, but there are a growing number of 
other CD-ROMs available for SampleCell 
(at last count seven or eight music-oriented 
disks and several of sound effects, including 
the entire Sound Ideas library), so there is 
considerable incentive. SampleCell also 
ships with a special version of Digidesign’s 
Sound Designer II software (Sound Desig¬ 
ner II SC), which enables the user to manipu¬ 
late sample files in the digital domain (EQ, 
compression, gating, repitching, time com¬ 
pression, looping, cut and paste) and save 
new mutations as needed. It will also import 
samples (loops and all) from any of the two 
dozen major samplers supported, as well as 
from any sampler which supports the 12- or 
16-bit sample dump standard. This gives 
SampleCell access to a boundless array of 

sample libraries, including any user-created 
sounds. 

For those with Digidesign’s Sound Tools 
system, the gravy’s even sweeter. The addi¬ 
tion of one or more SampleCells effectively 
makes Sound Tools a hybrid of disk-based 
and RAM-based digital audio systems. The 
shared file format means that any Sound 
Designer II file (or part thereof) can at any 
time — RAM permitting — be loaded 
directly into SampleCell to free up the hard 
disk output. Conversely, a complex MIDI 
arrangement using SampleCell can be 
directly recorded into Sound Tools to free up 
SampleCell RAM. The same possibilities 
are available to the Audiomedia owner, with 
one exception: since the Audiomedia 
software does not support sample editing, 
where necessary its files would have to have 
loops set up in Sound Designer II SC before 
loading into SampleCell. 

So? 
It's not easy to find something substantial to 
complain about with SampleCell. The most 
serious drawback is that it requires other 
gear. Obviously you can't run it without a 
Mac II. If you have anything less than a 13” 
monitor, the editing software is severely un¬ 
derscanned and all but useless (they warned 
us in the manual). And to get the most out of 
it you really should have access to a CD-
ROM drive. None of these are free, least of 
all the Mac. But this is a product aimed at 
the growing Mac II user base, many of 
whom are already using Digidesign's other 
products. 

For those who do have the computer, 
SampleCell offers tremendous power and, at 
a street price of under $2,000. terrific value. 
The manual is excellent, the software is well 
laid out and unusually stable (I wasn't able 
to make it crash) and the sound is as good as 
16-bit gets. Sure, I have a wish list: dynamic 
filters would be nice, so would a resampling 
function, so would a digital output. But 
SampleCell s unique approach gives it many 
features lacking in every other sampler, at 
any price — features that are conceivably 
more useful than those on my wish list. By 
any standard of measurement, Digidesign 
has a winner with SampleCell, and a wel¬ 
come addition to the digital marketplace. 
For more information contact: 

Digidesign. 1360 Willow Rd.. Ste. 101. 
Menlo Park. CA 94025. 

Robb Wright is an independent writer and 
recording consultant, and the digital audio 
specialist with Saved By Technology in 
Toronto. 
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Some day, they'll make a digital rack processor 
small enough to wear on your strap. 

They did. Those incredible 
engineers at Zoom have created an 
amazingly powerful, compact 
digital multi-effects processor and 
personal headphone studio that 
makes everything else obsolete. 
The tiny but powerful ZOOM 

9002 is crammed with an arsenal of 
guitar effects: Compression, 
Tube-Type Analog Distortion, EQ, 
Pitch Shift, Phaser, Flanger, Chorus, 
two Digital Delays and two 

Digital Reverbs. And each one has 
the 16 bit CD-quality sound you’d 
only expect from a digital rack 
processor at least three times bigger 
and more expensive. 

Unlike other Walkman-type 
devices, the 9002 is built with total 
mechanical integrity. Its oversized 
memory holds 20 preset programs 
and 24 customized user programs. 
You can play up to six effects at 
once. And the 9002 ’s guitar remote 

controller lets you step through 
programs on stage without 
stepping on anything. 

The 9002 easily fastens to belt, 
strap and other body parts. You can 
play along with a cassette or use it 
as a tuner/metronome. 

Yes, they really thought of 
everything. The only question 
is whether the rest of the world 
is ready to Zoom forward with the 
9002.’ , .c

Catch us if you can. 

Exclusively distributed by: S.E Marketing Inc., 3524 Griffith, St. Laurent, Quebec H4T 1A7 (514) 733-5344 FAX (514) 733-7140 



Even Our Smaller 
Systems Can Fill A 
Big Hall. 

Their legacy comes from 
Cabaret® Series, a prime 
player in small to medium 
club sound reinforcement 
since the seventies. Their 
influence is Concert 

Series;” the new standard in 
1 packaged JBL systems. With 

Cabaret as the starting point and 
Concert Series as our current direction, we 

listened to your comments and suggestions, 

SR4700 Series 
You've seen and heard our big systems, 
installed in major venues around the 
world and on tour with some of the 

biggest names in the 
music business. The 
SR47OO Series Loud¬ 
speaker Systems are 
equally at home on the 
road or in the hall. 

turning them into the sound system of the nineties 
and beyond. 

The SR4700 Series is pure pro audio. Pure JBL com¬ 
ponents, the same caliber as those in our larger systems, 
including the Vented Gap Cooling " low frequency 
drivers and the 2445J compression driver. Pure JBL en¬ 
closures, five times stronger than traditional designs, 
and protected by plastic-coated steel grills and super¬ 
durable fabric-laminated plywood cabinets. Pure JBL 
sensibility, interlocking enclosures with heavy-duty steel 
handles and recessed input connectors, so they travel 
tighter, set-up easier and last longer. 

SR4700 Series, pure JBL. Be the first in line to hear them 
today at your local JBL dealer. 

Distributed exclusively 
in Canada by: 

Gould 
6445 Cote de Liesse 
Montreal, Quebec 
H4T 1F5 
TEL: (514) 342-4441 
FAX: (514) 342-5597 
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Take a look inside the pages of Canadian Musician 
and catch Canada’s best in action. In addition to great 
artist features, Canadian Musician also gives you 
up-to-date information on the latest in equipment and 
technology, as well as regular columns on business 
management and playing technique. 

Get the inside track on the Canadian music industry by 
looking inside Canadian Musician. We're more than a 
face in the crowd! 
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BOTTLENECK 
and 

Jack De Keyser is a guitarist/singer/songwriter who recently 
released his debut solo album, Hard Working Man, on the 

Warner Music Canada label. 

fin this my first column for 
’ I Canadian Musician I'll focus 

on slide guitar. 1 first started 
playing slide in 1970, learning from 
two records called Robert Johnson 
King of the Delta Blues Singers, Vol. 
1&2. Robert Johnson was the un¬ 
disputed master and genius of the Mis¬ 
sissippi delta blues as is evident in the 
fact that his 1936 and 1937 Columbia 
recordings are on the Billboard Hot 
100 even today under the title The 
Complete Recordings'. 

It s rather ironic that I’m writing this 
column as I didn’t start using slide in 
my live shows until a year ago, and 
(unfortunately) have yet to feature 
slide or bottleneck work on my 
records. I’m writing this based more on 
my learning and stage experience. 
Hopefully it won’t take you 20 years 
before you start playing bottleneck on 
stage! 

Most large music stores carry slides. 
I prefer a heavy aluminum slide al¬ 
though they are available in glass. 
Some guitarists use a small socket 
wrench that they can fit on their baby 
finger. Crafty musicians cut their own 
wine bottle and use the neck as a slide, hence 
the word "bottleneck’’ — a good idea 
since you get some wine in the deal! In any 
event, whether you use glass or metal I think 
a heavy slide is essential for getting a good 
sound. 

Most slide players wear the slide on the 
baby finger so the other three fingers can be 
used for chording. High action and heavier 
strings are also recommended for a better 
tone, intonation control of the slide, and 
elimination of fret buzz. I prefer this set-up 
for regular guitar playing as well. 

Once you’ve got your slide, action and 
basic technique together, you’ll need to 
know about the various tunings used in bot¬ 
tleneck guitar. 

Slide greats Muddy Waters and Duane 
Allman both play slide in regular Spanish 
tuning (high to low: E-B-G-D-A-E). which 
is a great way to begin because you 
presumably already know the chord forma¬ 

tions in this tuning. Experiment with your 
own basic licks using the slide so that you 
can get your own sound and style together, 
while copying licks from Muddy and Duane 
records at the same time. Spanish tuning is 
good because you can chord in the Barre A 
formation using the slide. Practice sliding in 
and out of these chords up and down the 
neck until you set a good clear sound. 

Other tunings are called open tunings. 
One of the most popular being open E (E-B-
Afe-E-B-E) or the same configuration in D 
(D-A-F#-D-A-D). The latter was immortal¬ 
ized by the great blues master Elmore James, 
himself a Robert Johnson devotee. James 
took a Johnson original called “Dust My 
Broom" and turned it into his signature 
sound. This is a simple yet powerful tuning 
(Bo Diddley knows!) enabling you to play 
Barre chords all the way up the neck. Prac¬ 
tice sliding up to the 12th fret -— DA na 
na. DA na na. DA na na. DA na na. DA DA 

— for the classic Johnson riff. 
Johnson also plays a boogie rhythm 

with his thumb on the bass strings while 
his fingers simultaneously pick out the 
treble strings and slide up to the 12th 
fret. Rhythmically tricky at first, but 
ultimately primitive and very cool. 

Slightly more difficult are the A and 
G open tunings as you have to relearn 
some chord positions. Once again in the 
same configuration (in a different 
pitch) they read: A(E-C#-A-E-A-E); G 
(D-B-G-D-G-D). These were Robert 
Johnson's forte and the basis for his 
classic “Crossroads" and “Terraplane 
Blues”. Ry Cooder as well as Keith 
Richards favour these tunings. Keith 
uses them for standard chording (no 
slide) on a lot of Stones classics: 
“Brown Sugar”, “Gimme Shelter” 
and "Honky Tonk Woman”, to name a 
few. (Open AandG will require another 
column to explain as they are the most 
complex.) Johnson sometimes uses 
these tunings with a capo! So if the song 
is in üb or C you’ll have to figure it out 
by positioning the capo after tuning. 

Experiment in E, D, A and G tunings 
by chording with your left hand instead 

of sliding. These tunings can open up a 
whole new world in chord voicings and har¬ 
monics. Open strings can create harp-like 
drones while chording or single fingering up 
and down the neck, especially in E and D 
tunings. Jimmy Page uses open D for his 
showpiece "White Summer/Black Moun¬ 
tain Side”. 

As far as right hand technique goes you 
can use a pick and alternate between your 
slide leads and rhythm work, or you can 
fingerpick where you keep a bass rhythm 
going with your thumb while the index and 
middle finger pick out the counterpoint lead 
(the Johnson method and probably most 
common). 

I hope this has been helpful to all the 
budding slide players out there. Some excel¬ 
lent Canadian guitarists to check out for 
slide are Morgan Davis, David Wilcox, 
Colin James, Paul James and Pat Rush. 

Good luck and happy sliding. 
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BE SEEN 
HêãrD 

R
emember that old saying, 
"Children should be seen, but 
not heard?” Well, in many 
cases, soundmen end up feel¬ 

ing the same way about keyboard players. 
We’ve all been to shows where we've seen 
the keyboard player up there playing away, 
and either we can't hear him or her. or sud¬ 
denly. a part will jump out at us. painfully 
loud. 
As players we 

like to think that 
every sound we 
make, every part we 
play, is being heard 
loud and clear by 
our audience. After 
all. we didn’t invest 
thousands of dollars 
in our equipment 
because it looks 
good. No. we want 
to be heard! So why 
is it. that more often 
than not, keyboards 
end up "buried" in 
the mix? 
After working 

with a few different 
sound technicians, I 
discovered a few 
reasons for this all-
too-common sce¬ 
nario. 
A good live 

sound tech not only 
mixes, but produces 
as well. He makes his own judgements con¬ 
cerning whether or not a particular part is 
featured, background, or perhaps left out 
entirely. In much of today’s live music, it’s 
the keyboards that provide most of the. shall 
we say, optional or variable parts. 

Many players tend to overplay, and if a 
mix becomes cluttered, chances are good 
that the keys will be the first to go. Hence, if 
the arrangement doesn't really need a certain 

part, leave it out! No one will miss it. 
Although we musicians always have 

strong personal opinions about the arrange¬ 
ments we play — and this is something we 
should try to remember — it's ultimately 
up to the soundman to present them, and 
often to edit them as well. S/he has (or at 
least should have) the most objective ears in 
your organization. So. communication be¬ 
tween yourself and your soundman is the 

only way to create a 
situation where 
you'll know you're 
being heard and 
sounding good, too. 
Talk to your 

soundman. Talk 
about the parts 
you're playing. Are 
you using the right 
sounds? Does the 
part fit? If not. how 
can you make it bet¬ 
ter? Talk to him 
about levels. 

I suspect that 
there are some 
soundmen out there 
who simply hate 
keyboards because 
they can be seem¬ 
ingly so unpre¬ 
dictable. Discuss in¬ 
dividual patch 
levels, split key¬ 
board balance, lead 
vs. rhythm volumes, 

EQ, effects and dynamics. Then get 
programming. 

Try to develop a healthy, on-going rap¬ 
port. Help the soundman help you fine-tune 
your sound and what you play to the point 
where, once you're in the mix, he barely has 
to touch his keyboard faders. 

P.S. Maybe next time we'll find out some¬ 
thing about why keyboards are often heard 
but not seen in videos! 

Peter Nunn plays keyboards for The Jitters. 
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Getting a Better Sound 
\i>u \om 

bass sound? Have you ever 
wondered just how all those good players get 
that big. booming sound? Well, alter playing 
for a few years you start to realize that there 
is much more to it than just the kind of amp. 
pick-ups. EQ settings and bass the players 
are using. It's mainly created by that seem¬ 
ingly intangible quality, commonly referred 
to as "feel". This can be very discouraging, 
especially if you're just a little home boy 
from Scarborough (like myself), who wasn't 
exactly brought up playing the bass on his 
grandpappy s knee! 

Well, before packing up and moving 
down to New Orleans in search of this 
elusive "soul'', there are a few basic techni¬ 
ques that I've picked up from some players 
which you may have overlooked, or just 
never really delved into. These playing tech¬ 
niques are designed specifically to creating 
a much fuller, fatter sound, and they are 
applicable regardless of the type of music 
you're playing. 

The first technique Til review is referred 
to as "dampening". If you're not sure what 
this term means, don't be too embarrassed, 
as I’ve yet to find an electric bass instruc¬ 
tional book that covers the technique. Dam¬ 
pening is. quite simply, muting unwanted 
open string vibration that’s picked up by the 
pick-ups and causes a considerable amount 
of noise and dissonance. (I should point out 
that I’ll be dealing with a dampening techni¬ 
que for playing fingerstyle, as opposed to a 
pick. Pick technique is. of course, different 
and would merit an article of its own.) 

I f you need an example of the 
unwanted noise that could be 
interfering with your sound, just 
plug in your bass, turn it up to 
the level you play at. and play 
some straight quarter-notes on 
your open G-string. Listen for 
the muddy noise created by the 
open E- and A-strings. If you’ve 
never consciously been aware 
of this noise, don't be too dis¬ 
mayed. I had been playing for 
years until — mercifully — 
Mike Farqharson (my private 
teacher) pointed this noise out 
to me in a similar way. This is 
the same noise which, left unat¬ 
tended. will seep in and out of 
your playing and therefore 
weaken the overall "punch" of 

your notes. 
Getting back to the example. I’m not 

saying you shouldn't play your open G-
string! That's not it at all. True, you could 
play the same note elsewhere on the neck 

Figure I 

Figure 2 

with less open ringing — for example, you 
could play the note at the 10th fret on the 
A-string. This way your left hand is naturally 
covering the rest of the open strings. But that 
is really only a small part of the solution. The 
right hand (plucking hand) has to take care 
of dampening in situations where the left 
hand position is such that it can't cover the 

open strings. We'll start with trying to cover 
the open E-string. which, when left un¬ 
covered. will ring whenever you play on the 
D- and G-strings in the upper register. (You 
do want to play up there, don't you?) 

The E-string is basically quite simple to 
cover with the right hand and you may al¬ 
ready be doing so without being aware of it. 
Let's use a good ol' Fender Precision as an 
example and assume your right hand is play¬ 
ing in what I call "mid-position". Mid-posi¬ 
tion is where you're playing with your 
thumb anchored on top of the precision pick¬ 
ups at about the centre of the body (Figure 
1). Now simply lower your thumb on to the 
E-string (Figure2) and use it as your anchor. 

At first this small shift may seem a little 
difficult to execute while performing, so I 
would recommend isolating the movement 
and practicing it by ascending up each open 
string individually — E to A to D to G then 
descending (G-D-A-E). Start this exercise in 
your regular position (thumb mounted on 
top of pick-up) and just slide it down to rest 
on top of the E-string when you're playing 
strings D and G. Still sound complicated? 
Well it's not. really. Just remember to place 
your thumb on top of the E-string when 
playing on the D- and G-strings and back on 
top of the pick-up when playing the E-string. 
(Obviously you can't pluck the E-string very 
well if your thumb's resting on top of it.) 

You may find it very comfortable to leave 
your thumb anchored on top of the E-string 
when playing lines along the A-string as 
well. Your initial reaction to all this may be 
that it's just too much to have to think about 

while playing. However, after 
some practice you'll start to find 
this shift becoming automatic, 
requiring no conscious effort 
whatsoever. You'll also be im¬ 
pressed with how much of that 
unwanted noise this cuts down 
on, even though it doesn't 
remove all of it. 

As I pointed out earlier, the 
open A- and even D-strings will 
at times ring and interfere with 
your sound. Dampening the 
open A-string with the right 
hand is a little more difficult to 
adjust to than the E-string. so 1 
would recommend first getting 
comfortable with the open E. In 
the next article, we ll get into 
cox ering the remaining strings. 

Terry Gowan hat been louring and recording with Gowan over the past six 
years. He is currently caroled in a jazz programme at York University and 

continues to gig and record with various local blues bands. 
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Keep It Simple, Stupid 
PART ONE • It's What You Don't Play 

Let’s address a problem that I’m sure 
we’ve all witnessed in an all too 
familiar scenario. Picture yourself 

at a local nightclub, producing in the studio 
control room, or just relaxing at home during 
a Walkman listening session. 

The guitarist confidently breaks into the 
band’s opening number with a riff that is 
undeniably recognizable. Your feet begin to 
tap and your head nods in time as you 
anxiously await the drum groove to make its 
entrance. Like the countdown to a NASA 
liftoff, you yearn for the machinery, the 
anchor and the throb of the drums to work 
their magic. Here it comes and.. .where is the 
time? Where's one?! 

OK. so it’s a drum solo with the band 
comping. Surely the drummer knows where 
he is? But wait, the vocalist has begun sing¬ 
ing the verse. Maybe it’s a vocal/drum solo 
arrangement of the now vaguely familiar 
tune. But alas, somehow I don’t think that 
even The Who could envision something 
quite like this. Add to this the uneasy expres¬ 
sions on the faces ol the other band members 
and all arguments are put to rest. The drum¬ 
mer is overplaying. 

Now let’s drop in on a conversation be¬ 
tween two drummers at any drum shop on 
any given day: 

Drummer #1: "I went downtown to see 
'Sticks Stickson’ play last 
night. ” 
Drummer #2: ”Oh yeah? 

How did he sound?” 
#1: "I don't know. He’s sup¬ 

posed to be so great, and though 
he gets a lot of work he didn't do 
anything amazing." 

#2: "Did he do any soloing?” 
#1: "No, he just played two 

and four all night." 
#2: "What a drag. I don’t 

know how guys like that get so 
many gigs. Speaking of which, 
things have been really slow. 
Got any extra work for me?" 

#1 : "No, it’s been slow for me 
too. Oh well. I'm gonna go 
home and practise my technique 
for a few hours." 

#2: "Me too. I’ve been work¬ 

ing on the beat displacement thing where the 
right foot plays 10 while the snare plays 23 
against quarter notes on the hi-hat and..." 

To say that the drummer of the ’90s has a 
difficult task ahead of him or her is an under¬ 
statement. We are required to be microscopi¬ 
cally accurate while continuing to retain a good 
feel. We must often play with "bare to the 
bones ” simplicity yet still maintain a 
magician's array of tricks and chops to call 
upon if the style of music warrants it. Some¬ 
times a groove or beat in itself requires techni¬ 
cal prowess just to pull it off. What we as 
drummers need more of. however, is the 
knowledge of when, where and what to play, 
along with the ability to perform with heartfelt 
integrity whether we are flying around the kit. 
or playing a simple hi-hat part. 

In other words, don't be the enthusiastic 
show-off during your drum solos, yet roll 
your eyes to your drum buddies at every¬ 
thing else you play in between. Understand 
that it's the attempt to achieve this goal in 
attitude that’s important, and no good player 
should allude to having already done so. 
Unfortunately, wishing to become a better 
player directly translates into needing to be 
a few years older. Experience will always 
dictate what taste will execute. 

I would be lying if I said there aren’t days 
that I hate drums. As naturally rootsy, tribal 

and spiritual as they are. no other instrument 
(except perhaps an out-of-tune violin in the 
hands of a beginner) can be more obnoxious 
and stress inducing than a drum kit. Try to 
picture a romantic candle-lit dinner during 
which you and your sweetheart are 
serenaded by a drummer playing snare drum 
études (pronounced like "hey dudes", but 
with the lower jaw pulled back snobbishly). 
On the other hand, very few instruments are 
as capable of the subtleties of texture or the 
powers of passion when the creative mastery 
of a seasoned player is unleashed upon them. 

We are all great fans of the Wechls. Gadds. 
Porcaros. Pearts. Colaintas, Aldridges and 
Jones’ of the drumming world. What we 
often forget is the amount of dedication that 
these, and others of their calibre have given 
to perfecting the first priority of their craft: 
keeping time. When listening to these drum¬ 
mers, don't just perk up for their solos and 
fills. Hear how they groove and "rock" their 
butts off. regardless of the musical idiom. 
Check out the musical thinking behind the 
moments they actually “choose” to sit out. 
Be aware of their talents as supporters of the 
music wherever they lead it, or allow them¬ 
selves to be led. Hear how they listen and 
respond in kind to both the intensity and the 
breathless quiet around them. 

Too often it's the overplaying drummers 
who are the first to quote such 
prose as "less is more"and "it's 
what you don’t play that 
counts". Musicians like these 
often become bitter and cynical 
when their attempts at earning a 
living through drumming fail. 
They're missing the point. 
Somehow the wisdom escapes 
them. 

Please don't misunderstand 
me. Sometimes we're very 
quick to criticize in others the 
very things we dislike in oursel¬ 
ves and in our own playing. No 
one is immune to overplaying at 
times, least of all myself. In my 
own defense however. I'll leave 
you with another cliché: this is a 
case of "Do as I say. not do as 1 
do". 

Greg Critchley can he heard on recent recordings by Kim Mitchell (live). 
Regatta. Gowan. World On Edge and Harem Scarem. He can also he heard 
on upcoming appearances with Rik Emmen, Gowan. Zappacosta and the 
Partland Brothers. Greg endorses Pearl Drums and Sabían Cymbals. 
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LET'S FIX rr 
BEFORE rr BREAKS 

BY DR. JACK TRAIN 

ome years ago a news 
story appeared about a 
world-famous trumpet 
player whose career was 
ruined by a seemingly 

insoluble dental problem. This musician had 
received root canal therapy (endodontia) 
several years before on his two front teeth, 
and was advised to have the roots reinforced 
and the teeth crowned (capped). (This is 
almost always recommended as endodonti-
cally treated teeth have a higher chance of 
fracturing.) 

Our musician chose not to cap the teeth 
because of his concern over a possible career 
interruption caused by treatment. The fact 
that he had developed a very peculiar em¬ 
bouchure influenced his decision. His two 
front teeth were severely scissored over one 
another and he had mastered his horn by 
developing an unusual playing posture: he 
played his trumpet pointed at the floor. 

In any case, his two front teeth, having 
had root canal, became dried out, dessicated, 
very dark and...very brittle. 

Some 10 years after the "root canals", our 
friend bit down and shattered his two front 
two teeth off at the gum line. Like most 
musicians we have come to know, he had no 
current dentist to turn to. He believed that 
you need only see a doctor or dentist if you 
were ill or in pain, and since he was neither, 
had not seen a dentist for over 10 years. 

In a panic he went to an emergency clinic 
where the residing dentist fashioned two 
plastic crowns for him. Further, the dentist, 
not having any history of the patient since 
he only saw him as an emergency, placed the 
crowns over the fractured roots in an aligned 
position, rather than "scissored" as they had 
been originally. That is. they were now 
straight. Aesthetically they were pleasing, 
and the dentist told our friend that was the 
best he could do under emergency cir¬ 
cumstances. Our musician forgot to tell the 
dentist he was a trumpet player. 1 Ie assumed 
his playing would not be adversely affected. 

In any case, little imagination is needed to 
consider our friend's shock as he attempted 
to play his trumpet that day. No matter how 
he tried, he was unable to “buzz". The har¬ 
der he worked, the worse he played until, in 

frustration, he abandoned his horn. 
It was at this point that we were asked for 

an opinion. The musician was contacted and 
asked to attend our office with his trumpet 
along with any "close-up" pre-injury 
photographs he might have. 

When we examined him we saw a patient 
with a severe mal-occlusion (bad bite and 
mal-posed teeth). On his two front teeth 
were two plastic "caps", joined in the centre 
(to increase their strength, he was told). 

His “caps” were not unattractive, the 
colour match was good and their size ap¬ 
peared normal. During our discussion, he 
mentioned his two natural teeth were severe¬ 
ly overlapped (scissored), before they were 
broken and the dentist who made these 
"caps", made them straight believing the 
teeth would be strengthened if they were 
aligned. 

We had him get out his horn and attempt 
to play a long tone scale. It was impossible. 
He sounded like a 10-year-old playing the 
trumpet for the first time. 

Careful examination of the mouth-piece 
on his lips and teeth indicated the caps were 
too thick in the labial position (lip side). 
With an indelible marker and an abrasive 
diamond, the plastic caps were selectively 
shaved and recontoured. After concentrated 
trial and error, he was playing again, but not 
well. His air column was raspy, thin, and he 
couldn't sustain a note. Measurement of the 
length of caps suggested they might be too 
long, and after shaving approximately one 
quarter of a millimetre off their length, his 
sound was greatly improved. 

Furthermore, after stripping away the 
plastic joint between the two caps, his sound 
was almost completely restored. Tonguing 
presented the most serious problem for him. 
As every trumpet player knows, a crisp, light 
attack is ideal, with the tip of the tongue 
striking the bottom one third on the lingual 
(tongue side) of the upper anterior teeth. It 
is probably ideal if the tongue could strike at 
the gingival margins of the teeth (where the 
tooth enters the gum). 

As he attempted to tongue any note, one 
heard a thick, thudding “cacking” sound. 
When measured, the acrylic of the caps were 
approximately three quarters of a millimetre 

wider than they should have been. The extra 
thickness, it is supposed, was there to 
strengthen the crowns. Unfortunately they 
presented a monumental interference to his 
tongue. Considerable care was taken to 
reduce and re-shape the lingual contour, and 
he was soon able to single, double and triple 
tongue with extraordinary confidence. 

At this point we suggested he return to his 
trumpet and return to us for fine adjustments 
in 10 days. 

When he returned and played for us. you 
can imagine the feeling of gratification we 
experienced. He played beautifully. His em¬ 
bouchure was restored and his self-con¬ 
fidence recaptured. 

Study casts were taken of his upper and 
lower teeth, and he was given them with 
instructions to place them in his safety 
deposit box. This way, he would always 
have an accurate imprint of his teeth should 
another problem ever arise. 

Our patient left our office with his smile 
restored and his career re-discovered. 

One can only conclude from the above 
that musicians must seek out and use a den¬ 
tist who fully understands and uses his clini¬ 
cal and technical skills so as not to interfere 
with that musician's career. 

When having work done in the front of the 
mouth, bring the mouthpiece to the dental 
office. Never permit any work done, espe¬ 
cially in the front of the mouth, without 
informing the dentist that you are a 
musician. 

Have the dentist take study casts of your 
teeth and take possession of them so that if 
an injury occurs to the front teeth, the dentist 
will have an accurate pre-injury impression. 

Finally, when treatment is recommended, 
make a truly informed decision about it. 
rather than decliningcare simply because "it 
doesn’t hurt" or "it isn't broken". 

"Don't fix it if it isn’t broken” and “Let’s 
fix it before it breaks" are the husband and 
wife of proper dental care. Separating one 
from the other courts disaster. 

Dr. Jack Train is a dental consultant to 
brass and woodwind musicians in Canada, 
the U.S. and Europe. Dr. Train also plays the 
trumpet. 
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n a perfect world, monitors should 
be the mirror image of your sound. 
When you've spent hours practis-
ing long tones, days searching for 

that perfect reed, you would hope that your 
monitor would reflect your hard work. 

Well, let’s be realistic. On a small stage 
with one or two monitor mixes, the lead and 
background vocals take priority over the sax 
unless, of course, you are incredibly per¬ 
suasive or you are working with an inex¬ 
perienced singer. The general rule of thumb 
is: “Try to get yourself as loud in the monitor 
as the singers can stand!" 

Before you start working specifically on 
your monitor, there are a couple of things 
you can do that may give you a head start: 

• Position yourself on stage closest to the 
instrument you need to hear most. For ex¬ 
ample, if you have lines and shots with the 
keyboard player, stand next to her/him. 

Oh ya!...stand as far away as possible 
from the drums! 

(Just a little aside here: I prefer to be close 
to the bass because that is what I listen to for 
tuning. Keyboard sounds tend to be 
processed or detuned, and change from song 
to song thus making tuning difficult and 
inconsistent.) 

• Make sure the guitar or keyboard amp 
isn’t facing towards you, unless you like this 
kind of abuse. 

• When checking the monitor, stand back 
about 6’’ from the mic. This will give you a 
good ensemble level, then "eat" the mic for 
solos. 

• What you play is important. There is not 
much point practising your altissimo 
register or incredible Be-Bop technique 
when most of what you will be playing are. 
low, funky R&B lines. (Unless you’re trying 
to impress someone, in which case make 
sure it sounds good!). 

• You may want to consider buying your 
own microphone because you never know 
what shape the club’s mies will be in. I like 
the sound 1 get from the Sennheiser 421 and 
the AKG 414. The Shure SM57 also gives a 
good sound. 

Now it’s time for some fine tuning. In 
terms of EQ, I generally roll off some of the 
mid-range frequencies, as these tend to ex¬ 
aggerate the "honky’’ sound of the sax. I also 

Large Stages 
When you play a large stage with separate 
mixes, being as loud as you can without 
offending the rest of the band doesn’t neces¬ 
sarily work. In fact, it can be quite scary 
being too loud. 

I'll never forget the first time I played on 
a large stage with Lorraine Segato. It was 
incredible to hear a great sax sound coming 
from the monitors. After playing so many 
clubs where it was difficult to hear. I 
couldn't believe how clear and true the 
sound was. Needless to say, 1 asked for as 
much sax level as I could get (with a blend 
of vocals), and I was in monitor heaven until 
we played the first song and I realized that 
all I could hear was myself! As soon as I 
started to play I couldn’t hear the keyboards, 
let alone the drums or bass; and every tiny 
flaw in my (since perfected. Ha!) technique 
was painfully obvious. 

Continued... 

try to add some top-end to brighten up my 
sound in order to cut through the rest of the 
band. Unfortunately, you may not have too 
much room to adjust the EQ because 
whatever changes you make will affect 
everyone else ’s monitors. 

Separate Mixes 
When you get the chance to have a separate 
monitor mix, your position on stage is even 
more crucial because the monitors will be 
more effective for you the less information 
you put through them. If you stand close to 
the keyboards or guitar, you won’t need 
them in your monitor. 

With a separate mix you'll be able to take 
more time working on the sax sound. If 
you're playing more than one horn, pick the 
one that you play the most to sound check 
with, because the EO changes from sax to 
sax. 

If you're playing in a horn section, you'll 
probably be sharing one or two monitors. If 
this is the case, check your mies individually 
then play, a capel la, a group section 
from one of your songs. The question 
here is not: “How can I get more level 
for myself?" You should ask. “Is the 
sound between the horns balanced?” 
The same principle of standing back 
from the mic for ensemble sections and 
eating it for solos applies here. 

///SAX IN THE 
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^f)NITORS Continued 

Having learned that lesson. I now try to 
capture the sound of a small stage — in 
other words, being able to hear everything. 
It's really important to hear the kick and 
snare drums for time; the bass for groove and 
intonation; and the keyboard and guitar for 
ensemble lines. On top of all this I try to get 
a blend of all vocals, and a reasonable sax 
level. 

The ultimate luxury is working with the 
same equipment and monitor person 
regularly. This way you can have a great 
blend with the band and have someone raise 
your level for solos. 

Playing Wireless 
Playing wireless has opened up all kinds of 
possibilities for me, particularly with 
regards to monitors. Because I have the 
freedom to move around the stage I only ask 
for a few things in my monitor wedge: kick 
and snare drums, bass, a fairly 'hot' sax level 
and. if I'm singing a lot, a blend of all vocals, 
with myself the loudest! (of course). When 
I have to play a line with the keys or guitar 
I just wander over to their side of the stage. 
Playing with Rik Emmett has been great 

because he doesn't mind having lots of "Sax 
in the Monitors", which enables me to hear 
myself anywhere on stage. I find I am much 
more selective about what, or how much I 
play when I can hear myself. 

... the monitor 
set-up you have 
on stage will affect 
your performance... 

There are. however, a couple of draw¬ 
backs to playing wireless. Because you are 
working with a condenser microphone 
(which is smaller than a regular one), the 
sound lends to be compressed. I was very 
unhappy with the sound of my soprano sax 
wireless, so I've been using a stationary mic 
(a Sennheiser 421) on soprano and the con¬ 
denser mic on alto and tenor. 

All in all, what the wireless lacks in sound 
quality, it definitely makes up for in freedom 

and mobility. My wireless set-up consists of 
an AKG C 409 mic; AKG B9 battery power 
supply; and a Samson Broadcast Series 
transmitter and receiver. 

The monitor set-up you have on stage will 
affect your performance during the gig, 
hopefully for the better. You may want to 
consider buying your own self-powered 
monitor. Yamaha and Boss both make 
reasonably-priced, good-quality monitors. 

Before you go that route, take some time 
to talk to your sound or monitor technician. 
Most of them are (were) players and are 
sympathetic to your needs. As much as sax 
players like to talk about mouthpieces and 
reeds, these guys/gals like to talk about their 
equipment. The more knowledgeable you 
become, the better you'll be able to com¬ 
municate with them. 

Try to keep an open mind because you 
will come across some, how shall 1 say, 
"challenging'' monitor situations. If this is 
the case, make the best of a bad situation by 
really focusing on the sound inside your 
head instead of the mediocre sound coming 
from your monitor. Above all else remember 
that playing music is a privilege.Enjoy it! 

A CLASS OF 
YOUR OWN 
THE ULTIMATE “HANDS-ON” 
LEARNING ENVIRONMENT IS 
YOU, ONE ON ONE WITH THE 
EQUIPMENT 

IGA Programs feature more 
equipment access and 
instructional hours. Up to 50% 
more than other schools. As a 
result our grads are in demand. 

■ POST GRADUATE STUDIO ACCESS 
■ PERSONAL WORKSTATIONS 
■ PLACEMENT ASSISTANCE 
■ STUDENT FINANCING 
■ ADVANCED DIGITAI. TRAINING 

YOU BEGIN WORK 
IN A PROFESSIONAL 

STUDIO . . . IMMEDIATELY 

(604) 430-4092 

K ^INSTITUTE of COMMUNICATION ARTS 
REGISTERED TRADE SCHOOL - MINISTRY OF ADVANCED EDUCATION SINCE 1979 

5787 Marine Drive, Burnaby B.C. V5J 3H1 

Read 2,000 
Publications 
Each Week 

Without Turning 
A Page 

If that sounds like an impossible feat, 
then you should know about 

Canadian Press Clipping Services - Canada s News Specialists 

We can monitor more than 2.000 Canadian newspapers 
and magazines, looking for news of interest to you 

Or we can monitor one publication, looking for the information 
you need Just tell us what subjects, regions and 
publications you want us to cover and we will 

do all the reading You can sit back and get the facts 
without ever turning a page 

Canadian Press Clipping Services also offers 
TV and radio monitoring in major markets, and a convenient 

media report service to help you track your 
press release coverage 

Call us today for more information 

Canadian Press 
Clipping Services 
720 King Sheet West. Suite 515 

Toronto. Ontario M5V 2T3 

(416) 362-0140 
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No borders 
No boundaries. 

RIK EMMETT 
imaha Canada Music Ltd.. Combo Division. 135 Milner Avenue,.^ io MIS 3R 

“Music is supposed to be for the 
heart and soul. And imagination. It 
shouldn’t have arbitrary limits. It 
should speak to your infinite potential. 

“That’s what I like about the RGX. 
It’s versatile enough that it can en¬ 
compass a lot of the kinds of feelings 
I have when I play. 

“When the RGX came along, it 
was great, because then I could play 
something that was a stock production 
line guitar. No custom alterations, no 
nothin’. I just use it exactly the way 
it comes.” 

your authorized Yamaha guitarjealer. Yamaha Music Corporation. USA. DGA Division. P.O Box 6600, Buena Park. CA 40622. 



MCDUEY 
I must admit that I didn't 
get very excited about the 

prospect of seeing Sue 
Medley perform for the first 
time. Sure, I was impressed 

when I'd heard she'd 
impressed Bob Dylan 

enough for him to invite her 
to open for him on his North 
American tour last year. Yes, 
I'd heard "That's Life" and 
"Dangerous Times"on the 

radio (a lot). And yes, I 
thought her a cappella 
performance on the Juno 
Awards one of the strongest 
of the evening. 
Still. On that particular 
night I wasn't in the mood 
for the acoustic, countrified 
evening I expected Medley to 
serve. Good thing, too. If I 
had been, I'd have been sorely 
disappointed. 

BY FRANK SCHULTE 



ith a crack five-piece band behind her and an 
excellent sound technician in front, Medley 
came on with the intensity of a flashpot, 

taking complete control of her audience and slamming out 
her songs with a self-assuredness and power that is nowhere 
to be found on her debut album. Her voice soared with the 
grace of a bird in flight and growled with the grit of the long 
road behind her as she led her players through a riveting set 
of original songs. 

If I'd come in with a ho-hum attitude that evening, I left 
in a decidedly different state of mind. This lady really cooks. 

I caught up with Medley six weeks later, walking into her 
afternoon soundcheck at the downtown Toronto HMV store 
— it was the gala store opening and Sue, in the company of 
such illustrious peers as Rik Emmett and the Colin James 
Band, was scheduled to perform a solo set that evening. 
Looking tired but relaxed — and as though she did stem 
from Courtenay, British Columbia, which she does — Sue 
dutifully played a chorus over and over until the monitors 
were right and the front-of-house sound was tweaked into 
submission. Later, sipping mineral water in a Yonge Street 
restaurant, and denying herself a cigarette, Sue Medley 
spoke of her adventure. 

"Getting a recording deal seems like a lifetime ago," the 
28-year-old says wistfully, "and it was. I'm in the middle of 
this business every day — it's a lot harder than I expected 
and hasn't gotten any easier. But," she adds, "I'm not goin' 
away tomorrow!" 

Medley is referring to the breakneck touring she's been 
doing since the release of her album last year — that and 
the fact that she's done enough interviews to fill well over 
the 200 pages which comprise her press kit. 

The hard work seems to be paying off. Her self-titled 
debut, released in April last year, hit Gold status in Canada 
last July and has garnered critical acclaim on both sides of 
the border (the album was released in the U.S. in April of this 
year and the rest of the world in June). The effort also 
brought her a Juno award for Most Promising Female 
Vocalist. Despite this, Medley knows she can do better. 

"I didn't realize it at the time," she says, "but I was holding 
back on that record. Recording was a new thing for me and 
I was a bit green. That's why I'm looking forward to the next 
album — it's a lot easier for me to step into the studio now 
and forget about everything else." 

Her first album was recorded predominantly at Belmont 
Mall Studios in Bloomington, Indiana, the house studio of 
John Cougar Mellencamp. Most of Mellencamp's band 
members also play on it. Medley used a Takamine six-string 
acoustic with a pickup and EQ for the acoustic tracks. "I'd 
like to get a J200 Gibson large body," she says with a smile. 
"Just to get that big, warm, rich sound. Some 12-string guitar 
would also be good for some songs." A Stephan Paul-
modified AKG C12 served as her vocal mic. 

Judging from the difference between her album and stage 
show, extensive touring seems to have done wonders for 
Medley's voice, which was strong and distinctive to begin 
with. As she is, in fact, a 12-year overnight success story, 
Medley talked a bit about her musical background. 

"I did a little vocal training about 10 years ago," she says, 
"but nothing extensive. I took lessons and had a very tradi¬ 
tional teacher who'd get me singing songs from The Sound of 
Musicl 

"Then I took some jazz lessons at Malaspina College in 
Nanaimo (BC), which helped me gain more control over my 
voice. Jazz taught me to sing the melody as it's written — 
then the teacher would say, 'Okay, now take it somewhere 
else.'" 

Going somewhere else is what Medley hopes will happen 
to her with the release of her second album, to be recorded 
this summer in either Vancouver (Little Mountain or Crea¬ 
tion Sound) or Belmont Mall. Her producer of choice is once 
again Mike Wanchic, the man behind the controls the first 
time 'round. 

As an experiment, Medley's record company, Polygram, 
set her up in June to co-write with hit-maker Jim Vallance, 
the man who was for many moons Bryan Adams' partner in 
crime. She also did some writing with Greg Sutton, the 
former bass player of Lone Justice, in Los Angeles. 

"We'll see what comes out of it," Medley says off-handed¬ 
ly. "My singing and songwriting have matured and I have 
so many new songs that I feel strongly about. This will give 
me more experience whether we use the songs or not." 
Medley's songwriting influences include, not surprisingly, 
Neil Young, Joni Mitchell, the Allman Brothers and the 
Eagles. 

" I like old Eagles stuff because Don Henley and Glenn 
Frey are such a cool crossover between rock and pop," she 
states. 

When it came time to write the songs for the all-important 
second album, Medley says she preferred to isolate herself 
in her Vancouver apartment: "I've been wood-shedding it 
very intensely and drinking a lot of coffee," she laughs. 
"When I have enough material I get together with Robbie 
(Steininger) and fix up the arrangements. Then we demo 
them on a 12-track (tape machine)." 

Medley's band has undergone some changes since last 
year, when drummer Vince Ditrich and bassist Blair DePape 
were in the line-up. The changes were made at Medley's 
request, and her band now consists of guitarist Sonny 
Landreth from John Hiatt's The Goners, former Loverboy 
drummer Matt Frenette, keyboardist Richard Sera, Norm 
Fisher on bass, and Robbie Steininger on guitars. 

"The choice is up to me," Medley says, "even though 
people make suggestions and give their comments. Changes 
were made because musically we're going in different direc¬ 
tions. Well-known or not, the bottom line is that I get players 
who are right for my music." 
With the exception of Landreth, who hails from the 

southern U.S., all the members of Medley's band live in 
Vancouver. Why then is she thinking of moving — and to, 
of all places, Austin, Texas? 

"I've been there, I love it there!" she says emphatically. 
"It's time to take in as much of the world as I can, 'cause I 
think I need more things to influence me. But whatever 
happens, wherever I go, I'm gonna be here doin' my thing." 



French Canadian pop sensation 
Roch Voisine shoots for success in 
English Canada. But will he score? 
If nothing else, French Canadian pop 

star Roch Voisine is a model Canadian W 
citizen. A few years back, he starred in He w 
Shoots, He Scores. Filmed in both French ■ 
and English, this hockey soap opera was a ’ 
grand experiment in bilingual television. And 
TV junkies might remember him as co-host of 
last year’s Canada Day Celebration. 
Now Voisine brings his bilingual road show 

to the record industry with the release of 
Double. It ’s a two-album set: one half French, 
the other English. But French-based artists 
have a hard time cracking into English 
Canadian radio. Like Spicer’s Royal 
Commission, Double is a nice idea, 
but will it sell? 

ROCH 
KEEPS 
ROLL 
-ING 
BY CHRIS GUDGEON 



Got The Goods 
Voisine certainly has a remarkable track record in French markets. In Quebec, his debut 
album Helene sold close to 250,000 copies, and Voisine picked up a handful of Felix 
awards, French Canada’s Junos. But the real story is France, where Voisine is a teen 
idol, sort of a “New Kid A La Roch”, playing to sold-out halls packed with adolescent 
girls. His 1990 single Helene was number one in France for a jillion weeks, and sold one 
million copies. Double, released in January, is passing the 700,000 sales mark in Europe. 
In English Canada, Voisine’s record company is marketing only the English-half of 
Double, simply titled Rock Voisine. 

All this from a man who once set his sights on a pro hockey career. Originally from 
New Brunswick — growing up in a mixed French English culture — Voisine dreamed 
of playing for the Montreal Canadians. At 18, a knee injury forced a change of plans. 
Voisine wound up at the University of Ottawa, where he completed a physiotherapy 
degree. 

While at university, Voisine co-wrote Helene with his best friend Stephane Lessard. 
Lessard also pestered his uncle Paul Vincent to listen to Voisine. Vincent, an influential 
figure in Quebec radio, was finally cornered at a family get-together. He listened to 
Voisine’s music, and agreed to become his manager. Continued... 

VIVE LE QUEBEC MUSIC LIBRARY 
A lot of great music comes out of 
French Canada. The problem is that 
most of us on the wrong side of Hull 
never get to hear any of it. English 
speaking artists from Quebec (like 
Corey Hart, Men Without Hats, Celine 
Dion) break through, but there is a 
wealth of French talent that Anglo 
ears never hear. The following is a brief 
look at some of the folks making noise 
in Quebec’s music industry. 

Jim Corcoran 
How does an Irish anglophone (who 
only learned to speak French in his 
20s) and former monk become one of 
the most respected Francophone ar¬ 
tists in Quebec? Well, over the last 20 
years, he’s immersed himself in 
French Canadian culture, and in the 
process, earned the respect of a lot of 
people. He is considered an exceptional 
songwriter, who doesn’t sell as many 
records as more pop-oriented signers. 
Corcoran, who is familiar to CBC’s 
English listeners as host of A Propos, 
is releasing an album in his native 
language soon. It’s available on Les 
Disques Audiogram. (Did we mention 
that his mother played trombone with 
Tommy Dorsey?) 

Hart-Rouge 
Hart-Rouge is the non de boogie of the 
Campagne family: Annette, Michelle, 
Paul and Suzanne. Originally from 
Willow Bunch, a French village in 
southern Saskatchewan, Hart-Rouge 
now lives in Quebec. The band em¬ 
phasizes vocals, but don’t expect Mc-
Garrigal-type folksiness — Hart-
Rouge rocks it out. The title track from 
their latest album, Inconditionnel, is 
currently on Quebec’s Top 10. The 
album is available in English Canada 
on MCA. 

Jean LeLoup 
Quebec’s “mauvais garçon” may be the 
closest thing to a rock ’n’ roll star that 
province has produced. With his band 
la Salle Affaire (The Dirty Deed), Le¬ 
Loup pumps out a brand of guitar 
driven music that rivals anything in 
North America. LeLoup’s latest offer¬ 
ing. the four-track CD 1990, is avail¬ 
able through Audiogram. 

Les BB 
Nominated for “Album Of The Year” 
(for Les ßß) at this year’s Juno’s, many 
believe Les BB will be the first French 
Canadian pop band to break into 
English radio rotation. Criticized by 
some as being Quebec’s answer to Milli 
Vanilli, they’ve reached numbers that 
are hard to argue with — Les BB is 
already platinum in Canada. Their 
second album is reportedly on the way. 
Look for Les BB on ISBA records. 

Luc De Larouchelliere 
Laroucheliiere was the youngest ever 
to win in the Singer/Songwriter 
category at Quebec’s Felix Awards. Son 
of an opera singer, Larouchelliere isn’t 
about to hear the fat lady sing. His 
latest album, Sauvez mon ami, is cur¬ 
rently number three on the Quebec 
charts, with sales in excess of 75,000. 
This makes him a rarity in Quebec 
music: both a critical and a popular 
success. Fans of guitar-based rock (a la 
REM) should check this guy out. He’s 
on Traffic records, distributed in 
English Canada by MCA. 

Daniel Lavoie 
Not to be confused with Hamilton’s 
bilingual Danny Lanois. Daniel Lavoie 
is one of the hottest acts in Quebec 
today. Originally from Manitoba, his 
current album Long-Courrier is ap¬ 

proaching the 70,000 sales mark. 
Lavoie plays a kind of funk-rock, and 
he plans to heat it up a notch on his 
soon-to-be-released English language 
album on Traffic and MCA. 

Vilain Pengouin 
In the old days, the rap against the 
Quebec rock artist was that they 
tended towards the softer side of the 
street. A new generation of hard-
edged, grittier bands is emerging, led 
by the likes of Vilain Pengouin. This 
five-piece band lists The Clash, John 
Cougar Mellencamp, Led Zeppelin, 
Roxy Music and David Bowie among 
its influences. This is one francophone 
band that definitely wants to take a 
run at the Anglophone market. They 
record for Audiogram. 

Mitsou 
Quebec’s Madonna wannabe...or 
more? Mitsou (her name is Japanese 
for “honey”) gained notoriety for her 
non-appearance on MuchMusic. Her 
video for Dis Moi, which featured 
bare-naked breasts and bums in a 
bath house, was banned on Canada's 
music station. Her latest album of 
dance-oriented music is available on 
ISBA records. 

Patrick Norman 
The other bright light in Star’s constel¬ 
lation, Norman had a huge seller 
(250,00 units) with Quand On Est En 
Amour not so long ago. He’s more MOR 
than the others on this list, and might 
appeal to those who like to take listen¬ 
ing easy. He’s recently finished an 
English album, recorded in New Or¬ 
leans with Neville Brothers’ sidemen, 
that should be coming to a record store 
near you soon. 
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ROCH KEEPS ROLLING 
From aspiring hockey player, to 

physiotherapy student, to actor, to pop 
star: it seems a strange career path. To 
make it even more remarkable, 
Voisine’s style seems more ap¬ 
propriate for 1970 than 1990: a singer¬ 
songwriter, who sounds like a cross 
between Jim Croce and James Taylor, 
and who lists Taylor, Elton John, Gor¬ 
don Lightfoot and Neil Diamond as his 
musical influences. But he continues 
to sell records at a rate which led 
Billboard to predict Voisine would be 

“The Next Big Thing” to emerge from 
this country. 

Voisine’s record label is Montreal’s 
Les Disques Star/Star Records. As an 
independent label. Star is a success 
story of its own. Founded 10 years ago 
by Andre Di Cesare, Star has released 
over 30 records. Until Voisine came 
along, Star stuck pretty much to 
Quebec. Now. they’ve opened an office 
in Toronto, and hope to move into the 
English market despite the lack of a 
major label tie. 

iLkklario 

^Dllddario 
E.Farmingdale, NY 11735 USA 

Vernon uses;J 
XL 115s live and 
on Living Colour’s 
latest album, 
‘Time's Up”. 

Photo: Paul Natkin 

A Star's Trek 
By moving a French-based act into 
English Canada, Star hopes boldly go 
where few have gone before. Voisine’s 
English record does give him a fight¬ 
ing chance beyond French markets. 
Dave Watt, Director of Press and 
Publicity for MCA Canada, says that 
it’s tough for a French language act to 
move onto the conservative airways of 
English Canada. 

“If you look at the amount of product 
that we handle on a weekly basis, and I 
suppose a relatively small percentage of 
that product that we have success with, 
our efforts do have to be directed 
towards really priority projects. Take 
Toronto for example. From a radio point 
of view, we have to concentrate on the 
big stations — that’s where you make 
your money, that’s where you get the 
massive exposure. That’s what we have 
to go and get. 

“If I were a music director of a station 
and someone presented me with a 
record that I couldn’t understand and 
probably 95 percent of the listeners 
couldn’t understand, I wouldn’t play it. 
It's taking too much of a risk. And con¬ 
sidering that these guys are getting 30 
to 50 new tracks a week, I would put 
that at the bottom of the pile.” 

Pierre Dumont agrees that there 
are almost insurmountable problems 
for a French artist in English Canada. 
Dumont is with Trafic Records, 
another major Quebec label with such 
artists as Luc De Larouchelliere, 
Heart Rouge and Daniel Lavoie. 
Dumont believes a major problem is 
that there isn’t a system in place to 
promote French acts. 

“There is no infrastructure to 
promote these artists in English 
Canada on a regular basis. There’s 
quite obviously a problem with the 
language; the Anglophone market is 
known to be more conservative. If we 
look at the French Quebec market it’s 
a very special market in that most of 
the people here are used to hearing 
songs that are not in their language. 
They’re open to a lot of different 
sounds. That’s why bands like Gentle 
Giant, Supertramp and The Gypsy 
Kings broke in Quebec before break¬ 
ing anywhere else.” 

Despite the difficulties, some 
French acts do manage to break 
through. Mitsou, for one, has made a 
big splash. Guylen Fortin, promotion 
assistant at Mitsou’s record company 
ISBA, says that they look at English 
record sales as gravy. 

“When we get a big hit with our 
artists in French, and the English 
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PROGRESSIVES“ 
Roundwound Electric Guitar 

& Bass Strings 
y WH AT THE PROS ARE SAYING ABOUT NEW GHS PROGRESSIVES 

Nuno Bettencourt 
Expressive new guitarist with EXTREME 

"Whether I am aggressively attacking 
with anger or deeply bending to cry, 
the Progressives™ reek of these emo¬ 
tions." (Just say Nuno loves them!) 

Gary Willis 
Master bass instructor at Musicians' Institute in 
Hollywood 

"With plenty of low end, great bal¬ 
ance, and a happening low 'B' string, 
Progressives™ make my bass sound 
like it was meant to sound." 

Exclusive Canadian Distributor: 
Coast Music 
378 Isabey, St. Laurent 
PQ H4T 1W1 
(514) 738-3000 . 

Adrian Davison 
A showcase of two-handed-tapping virtuosity 

"Harmonic brilliance, consistent tone, 
combined with rapid-fire playability." 

Brent Mason 
Nashville Super Session Player 

"Progressives™—a great feel and a 
great sound" 

Pat Thrall 
Lead guitarist with ASIA 

"To the last note of the encore or a 
session, Progressives™ don't lose their 
bite." 

Lee Sklar 
World-renouned bassist, currently with Phil 
Collins 

"All the brilliance and bite of a 
stainless steel string, but with a 
smoother feel." (MSs trings 

The String Specialists 

Manufactured by G.H.S. Corporation 
2813 Wilber Avenue, Battle Creek, Ml 49015, U.S.A. 
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Tube Works 
csa 

Feel the MosValve ¿hven 
full-size spring reverb through the 
Tube Works 12” speaker with British 

% 

If you're hungry for the "Glass Groove*" 
- that true, powerful sound you only 
get from a tufe amplifier — you’ve got to 
taste the sound of the MosValve Combo 
Amp. It combines a Twin Tufe Dual 
Channel Pre-amp with a 100 watt 
MosValve Power Section. 

Sure, it'll give you pure, warm 

A Division of Keynote Industries, Inc. 

8201E Pacific Place. *606. Denver, CO 80231 f 

Available in 1x12, 2x12 & Head versions. I 

Made in the USA [ 

1-800-326-0269 

4© 
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hone dry to soaking wet. 
When you pack a Real Tube Pre-Amp and a 

MosValve Power Section in the same case, you've got 
gerous combination. 
: As Described by Billy Gibbons of ZZ Top. 

is too short for bod tone. 

' Cone. We’re talking awesome footswitchable 
power with ultimate control — you get separate drive 

and stack controls on the overdrive channel, an adjustable send 
and receive effects loop, and an effects mix control that takes you from 
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ROCH KEEPS ROLLING 
people like it, it’s good. If they don’t, 
it’s the same for us. We sell quite well 
to French markets, so if it’s good for 
the English people too, even better. 
But we don’t think we have to do the 
album in English. If they like it, that's 
great.” 

Fortin thinks that part of Mitsou’s 
success is due to the style of her music, 
dance, and a de-emphasis on the 
lyrics. Also, Mitsou’s Madonnaesque 
notoriety — her racy video Dis Moi, 
Dis Moi is banned from MuchMusic 
— adds fuel to the fire. 

“If she were just a simple singer, it 
would be harder. To English 
Canadians, she would have to have 
something very big; a big, big song. 
Otherwise, I don’t think the English 
would want to listen to it. But I don't 
understand why Roch Voisine has to 
do something in English. His songs are 
so well done in French, and he’s so 
popular, I don’t understand why 
English people don’t go into the record 
stores and buy a French record.” 

Why would any French act record in 
English? Well, for Pierre Dumont, 
whose Trafic label will be releasing 
English albums by Daniel Lavoie and 
Heart Rouge, the reason is simple. 

“It’s financial. The bigger market. 
Here, you get to a certain point and 
that’s it. In Quebec, if you’re not in the 
top three, you just don’t exist. Look at 
me, I manage Luc De Laroucheliiere 
who’s in the number two position in 
the Top 20 sales, and that’s been for 
the last two or three months. He’s the 
hottest ticket in Quebec right now, and 
we’re closing in on 75,000 albums sold. 
It’s a very small market. You can do an 
album in the States or in English 
Canada; it's a flop and you sell 50,000 
or 75,000 copies. In terms of promo¬ 
tion, you have to work just as hard in 
Quebec, the returns are just a hell of a 
lot smaller.” 

Solid Steps 
Voisine’s greatest virtue is that he and 
his record label are prepared to be 
patient. "We’re going one solid step at 
a time,” says Linda Dawe, head of 
Star’s National Division. “We want to 
build on the past success.” 

Based on his record sales in Europe, 
patience is a virtue Voisine can afford. 
His other great virtue, particularly in 
the eyes of his record company, is his 
teen idol looks. Dawe says that the 
strategy that worked in France -
get Roch’s face as much TV airplay as 
possible — is the same strategy they 
will try in English Canada. 

“The success in France was based 

on good repertoire, the man’s music, 
and a whole lot of TV shows. And we’re 
going to do the same thing in Canada: 
were going to do lots of TV, and lots of 
good representation, and lots of good 
radio and lots of good promo. Videos 
and TV are vital these days.” 

Pierre Dumont cautions that the 
French market is a poor gauge for 
North American tastes. 

“If you go to France they think that 
in Canada we live in igloos. It’s a total¬ 
ly different market in France, I can’t 

understand it. We released a single 
there last October, and it’sjust getting 
into the Top 30 charts now. You can 
work on a single there for a year, and 
re-release it eight times, change the 
cover; new photos. You try to under¬ 
stand it and you can’t.” 
Whether Voisine can cross the 

bridge between France and English 
Canada remains to be seen. Regard¬ 
less, he remains an important voice in 
Canada; one man bridging the gap be¬ 
tween two cultures. it» 

The Same Old Line! 
Cerwin-Vegas owner and chief design engineer, 

Gene Czerwinski, began building expanded response, 
high-power handling, high-efficiency portable speaker 
systems in theearly 1960's. Other manufacturers offered 
only commercial sound, theater or studio equipment. 
Working closely with musicians and their sound 
engineers, Czerwinski created products that offered 
uncompromising performance and exceptional value. 

We were the first to utilize road proof grey carpet 
and black impregnated fiberglass finishes. We also 
popularized the 18" woofer with our portable 
"Earthquake" bass horns and full range systems. In 
fact, Cerwin-Vega introduced the first truly portable 
professional sound equipment. 

Today, our engineering team applies this 
experience to create products that now, as then, are 
designed to meet the needs of the musician. Our 
commitment to accurate music reproduction is 
evident in every product we build. We don't attempt 
to reinvent the wheel. Instead, we continue to refine 
and improve the concepts that have established us as 
a leader in professional sound. 

At Cerwin-Vega, we don't 'introduce' ferro-fluid 
fads or polypropylene philosophies...we offer our 
most recent refinements to the same old line! 

Cerwin-Vega! 
MUSICAL PRODUCTS 

For more information on Cenem-Ve^u! Musical Products, CVX Series and Gerwin-Vega! Professional Products; write: 

Cerwin-Vega! 2360 Midland Ave.. -21. Scarborough OX MIS 4A9 • (416) 292-6645 EAX (416) 292-4330 
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Canadian Musician: You played the 
circuit in the early '80s fronting a Jimi 
Hendrix clone-band called Fire. Tell 
me about that. 
Tony Springer: I was with Fire for five 
years. In the beginning it was constant 
touring and working. At the end I 
started fizzling out on it 'cause it really 
started weakening me — I was too 
Jimi-ed, man. 

CM: Do you feel at all intimidated by 
people's comparisons between you 
and Hendrix? 
TS: I was at one point, but now it’s 
great. It’s beautiful to be compared to 
this guitar god. man. I feel very 
privileged, but I know deep in my soul 
that I ain’t tryin' to emulate this guy, 
as far as me and my playing and my 
style or my soul — it never came 
from the Jimi thing to begin with. 
Being a guitar player I see a 

saxophone player or other things in¬ 
fluence me — it’s not just a guitar 
thing. I just wanna play my guitar like 
a nice person. 
CM: How did you get from Fire to Wild 
T & the Spirit? 
TS: While Fire was phasing out I 
played with Carole Pope and Rough 
Trade, and I met a couple of guys there 
and they said, "Tony, write, Just keep 
writing". It was like somebody talking 
to my soul. 

I bought a Portastudio and tapped 
into my soul, man. I would write for 
two to three days. I got into these 
boundaries of life that blew my mind. 
My subconscious, which is Just total 
energy, would keep me up — no 
drugs or nothin’, just total creative. 
Thank god I have a tan because sum¬ 
mer came and summer went and I 
never went outside. I just decided to 
put all my energy into this thing. This 
is for the last 3 years. 

CM: How did your relationship with 
Arnold Lanni get started? 
TS: I met Arn when I just got started 
doin’ the Fire thing (this is about 8 
years ago). He came out and saw me 
play one night, and he came backstage 
and says, "Tony, one of these days I’m 
gonna do something with you, man. I 
love that blues natural raw thing 
you're doing. Stick to the blues.” 
CM: How did you start putting the 
material together for Love Crazy? 
TS: I get into the process of sittin' 
down and sayin', "I'm writin' the blues. 
man." I got together with Rob (Arnold's 
brother) and we thought, "Let’s go a 
little raw", so I wrote more blues stuff, 
and that put me in a neat direction and 

I started thinking more along those 
lines. 
They were all my songs and I took 

'em to Arn and he added a little bit of 
embellishment here and there in pre-
production. A few of the songs still had 
the soul, and Arnie tapped into my 
soul in a beautiful way. 

On one song called "Betsy Lou" we 
went into pre-production thinking it’s 
missing something the second time 
around. So I start thinking like a child 
again — I’m thinking, “OK Betsy... B 
.... bass... Maybe the second time I 
should put some bass!" 

So the next day I go to pre-produc¬ 
tion. Before I said anything. Arnie 
said, "Tony, you know the second time 
around? It’s missing something, 
maybe we get the bass player to do 
something..." That’s just one instance 
and that makes me smile deep inside, 
man. 
CM: Sounds like you enjoyed working 
with Arnold Lanni. 
TS: Arn taught me so much, helped 
me grow so much. I was writin’ songs 
and thought "Wow!" and Arn listens 
and says, "OK. but this part sucks." 

He’s got a real knack for writing hit 
songs. There are so many neat things 
you can do to lift things. You should 
have heard "Love Crazy” when I first 
wrote it. We coordinated on the 
chorus, lifted it instead of staying on 
the E, built it — subtle things like 
that, but they make a big difference. 
CM: What's Love Crazy to you? 
TS: It's kind of light-hearted and deep 
— that's the way I am. I don't take 
myself too serious; I don't take life too 
serious, 'cause lots of times it presents 
itself as a thing that can destroy you. 
You gotta really lighten it. It sounds 
alright. 
CM: It's you. 
TS: Yea... 
CM: What did you use to demo your 
material? 
TS: It's the basics, man — a 246 Tas¬ 
cam 4-track, Yamaha RX11 drums. 
Midiverb. Squire Jazz bass. Korg 800 
polysynth — I don't want too much, 
like pads and stuff. 

To record I do the basic drum thing, 
put the bass down, record a rhythm 
guitar, then bounce them all to one 
track with maybe some drum fills. 
Then I’ve got the other three tracks to 
just goof around with leads. 
CM: How'd you think of “Wild T and 
the Spirit" as a name for your band? 
TS: A year ago I remember thinking 
“Tony Springer Band". I got these 
guys, you know, a band — Tony 
Springer and the whatever. I started 
thinking letters again. T.S. are my in¬ 
itials: The Storm, The Spirit. The this, 
I wrote all these “T" things. About 10 
months ago were in the office and 

Arnie says. “How about the Spirit, 
man? You guys like that?" It's a beauti¬ 
ful thing. 

I’m always one to say, to hell with 
the name, man, it really doesn’t matter 
to me. But it matters, because this is 
a good representation of me, man, and 
I can live up to Wild, and the spiritual 
side is really cool. 

CM: Tell me about the band. You 
replaced the bass player on the album. 
Brian Dickie, with Kojo. 
TS: Kojo sings like a mother, man. We 
had back-up vocals on the album and 
we wanted to do them live, so it was 
either get a sampler or a bass player 
that sings. For this raw form — The 
Spirit — we don’t want no sampling 
or too much of this digital shit. 
The band — Danny Bilan playing 

drums, and Kojo — these guys are 
the Spirit, man. seriously. The thing 
that excites me about this is gigging, 
gigging, working, working, getting 
tight — getting this unit so developed 
that people can’t turn away from it. I 
really want to do that. 

CM: Why did you choose a three-piece 
format? 
TS: I find a three-piece so basic and 
raw and real — it’s the nucleus of the 
whole thing. After that you can build 
horns and strings over it. This is the 
raw. raw form. 
Back home in Trinidad I grew up 

with the three-piece thing, man. Me 
and my buddies had this house and at 
10 o'clock in the morning we would 
steal some eggs from the neighbours, 
climb a mango tree, eat breakfast, and 
then play music all day. And it wasn't 
like “let s learn this song". All we would 
do is get up and start jamming some¬ 
thing — whoever wanted to start 
something would just go, and trip out 
into all these different time things, 
until 12 o'clock at night. We'd be play¬ 
ing. man. all day and all night. It was 
neat. 
I remember watching Don Cherry's 

Grapevine and he had Bobby Orr on 
and asked him how he did it. Bobby 
said. "All I did as a kid in Parry Sound 
was play hockey all day with my bud¬ 
dies." 

Play. He knows this shit man — he 
didn't just go and take lessons or go to 
classes. He's a natural. He Just played 
and played. The same thing with me. I 
Just play and get totally involved in it. 

CM: How does the future look for Tony-
Springer? 
TS: I’m here, man — I have arrived. 
They're stuck with me! I ain't no one-
shot overnight nothing. This is just the 
beginning. This is my life... the stuff 
that gets me excited. I can get to play 
more and in front of more people and 
grow. I think of myself like a tree — 
all I have to do in this life is grow. I'm 
really excited about that. ■ 



he most difficult thing about writing an article on vintage guitar collecting is deciding 
what topic to focus in on. The subject is truly endless. 

Tastes of guitar collectors vary tremendously — Fender, Gibson, Martin, Gretsch, 
Rickenbacker, National, Danelectro, Guild, acoustics, electrics, you name it (excuse me 
if I've left anyone out!). As different models of guitars are incredibly diverse, so are 
their values. The majority of readers have heard about the escalating cost of buying an 
original vintage Stratocaster, for example. 

A long time ago, in 1954, the original Strat was about $250 new; the same '57 
model in the ’60s was maybe $650, in the '70s $1,500 refinished, and up to $4,000 
original. Now it could be worth $3,000 to $20,000 in Canada and the U.S., and 
$10,000 and up in Japan (Mind you, this is for an instrument that is in excellent 
condition, which is rare to find). 

Don't be discouraged if you're setting out to buy your 
next (or first) vintage guitar. Just be prepared. Due to the 
increasing prices you have to develop the right attitude 
before you make up your mind on the perfect instrument. 

Most have heard it is best to go for the mint original 
guitar. Always true. However, it will be the most expensive, 
so be prepared for a shock when you look at the price tag. 
There is increasingly high competition from people outside 
Canada to buy our domestic treasures. Therefore our 
attitudes have to be very aggressive, and we may have to 
forget about waiting for granny to dig up that old 
Stratocaster from under her bed and offer a reasonable 
price when we see a guitar that we like — before they 
become completely unavailable. 

You'll have to put the onus on yourself to do the research 
before you buy, in order to get the best value for your 
dollar. It doesn't hurt to call every ad, visit every store and 
read every book written on the subject to familiarize 
yourself with your instrument of interest. 

Refinished or Original? 
Attitudes have changed drastically regarding refinished 
vintage guitars. They were once considered a bad 
investment, but in reality they probably account for the 
majority of instruments available. 

The same people that condemned refinished guitars are 
now glad to see one for half to three-quarters the price of an 
original — and in some cases less. 

A tip for the first-time vintage buyer: if you can't afford 
the original price tag, seriously consider a refinished model. 

Some prices: 
•'65 Stratocaster, Sunburst, all original parts, $3,000-4,000 
- as above, but needs frets and finish, $2,000 
- as above, but with one new pick-up, $2,750 

•'65 Stratocaster, original logo, professionally refinished, 
$2,500 
- as above, with replacement bridge, $2,000 
- as above, with original case, $2,650 
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Remember to always take the guitar apart and examine its 
original or replacement parts before you buy it so you have a 
clear understanding of what you’re getting for your investment. 

As a number of guitars find their way into markets outside 
North America and into the hands of rock 'n' roll stars and 
megabuck collectors, the refinished vintage guitar makes an 
excellent tradeable and playable investment for all of us. 

Supply and Demand 
Obviously, the fewer guitars that are available drives up the 
price of the ones that are left — refinished or original. 
Deciding on what to pay for a vintage guitar is a little like being 
a racing car driver: you need the nerve and skill to know when 
to hit the brake or accelerate. 

In 1969, there were maybe 20 people in Canada interested in 
vintage guitars. The interest really began when Jimmy Page, 
Eric Clapton, Jeff Beck and Jimi Hendrix started releasing 
albums with amazing guitar sounds. Aside from being great 
guitarists, these guys got their sound by choosing the right 
amp/guitar combination. 

Guitar players digging to excel at their craft sought out their 
hero's choice of instruments, and discovered vintage guitars. It's 
impossible to estimate just how many people are vintage guitar 
enthusiasts today, these people know, that with the right guitar, 
they'll be inspired to play better and with more enjoyment. 

Vintage Guitars of Distinction 
The Gibson Firebird I has a very distinct sound due to its 
all-mahogany construction and neck-through body. Its 

resonance is quite mid-rangey — an excellent sound for 
chords — but it's still really clean for rock leads. For example, 
you can use it without changing your tone or with an overdrive 
setting on your amp. 

The elusive '59 Gibson Les Paul Sunburst has a 3/8" maple 
top (or cap, as it is sometimes called). This is the ' book 
matched" maple top people refer to where an apparent line 
runs through the middle of the top, and the woodgrain on 
either side of it reflects a "mirror image" of itself. The "curl" of 
the top refers to the flame design: when the maple grain is very 
close together, it's called a tight curl; a wild tiger flame curl 
speaks for itself. The more the flame, the wilder it is, and the 
more valuable the guitar is deemed. The price also increases as 
the Sunburst finish gets darker. 

This much-talked-about Sunburst maple top is valuable for 
another reason — maple is a very dense wood which accents 
the higher frequencies (top end). The top in conjunction with 
the mahogany body helps get that magic Sunburst tone — the 
one you hear on your favourite records. (Many collectors 
believe it was Mike Bloomfield who started the Sunburst craze 
with his great sound.) The harmonics of a Sunburst are very 
pleasing to the ear as well — when played through a tube 
amplifier they sound a lot better than most fuzz boxes or other 
distortion units that were built to imitate it! 

Believe me, once you’ve played a Les Paul Standard you 
won't be fooled by replicas or imitations. However, if you're at a 
crossroads and are about to buy one, it's a good idea to read a 
vintage guitar identification book to be confident. (See 
bibliography.) Continual 

24 25 

Fender Strat 31. 69 Everley Bros (natural) 32. 39 
Gibson L5 33. 66 Fender Paisley Tele 34. 64 Firebird 
VII (cherry) 35. 65 Fender 12 Electric (Olympic white) 
36. 66 Fender Tele 37. 59 Fender Strat (maple) 38. 
59 Gibson Les Paul (Special TV model) 39. 65 
Fender Swinger 40. 57 Fender Strat 41. 63 Fender 
Strat (Olympic white) 42. 56 Gibson Les Paul Special 
TV (single cutaway) 43. 60 Fender Strat (candy apple 
red. gold parts) 44. 65 Fender Strat 45. 84 Gibson 

owned by Duane Allman) 17. 58 Fender Strat (Dakota 
red) 18. 61 Fender Strat (blue) 19. 64 Firebird VII 
(white) 20. 61 Fender Strat (left-handed) 21. 60 
Gibson ES-345 22. 64 Firebird III 23. 58 Fender Strat 
(Sherwood grain) 24. 63 Fender Strat (Olympicwhite) 
25. 64 Fender Tele Custom 26. 60 Fender Strat 
(candy apple red. gold hardware) 27. 67 Fender Strat 
(maple fretboard) 28. 65 Fender Strat (Dauphine 
blue) 29. 65 Fender Strat (Olympic white) 30. 55 

Custom Explorer Heinz 57 46. 59 Fender 
Strat (black) 47. 62 Fender Strat (black) 48. 
59 Gibson ES-355 49. 57 Les Paul Custom 
(prototype: three knobs) 50. 63 Fender 
Strat 51. 69 Gibson Les Paul Custom 52. 
84 Fender Strat (experimental pickup) 53. 
29 Gibson Rhinestone model 54. 63 
Fender Tele 55. 65 Fender Strat (Olympic 
white) 56. 63 Fender Strat 57. 63 Fender 
Strat (natural) 58. 57 Fender Strat 
(Dauphine blue) 59. 63 SG Custom 60. 52 
Gibson ES-295 

1. 52 Gibson Les Paul Standard 2. 54 
Fender Strat 3. 61 SG Les Paul Standard 
4. 66 Firebird 1 5. 54 Fender Strat 6. 61 SG 
Les Paul Custom 7. 56 Fender Strat 
(Sunburst) 8. 56 Gibson Les Paul Custom 
9. 58 Gibson Flying V 10. 58 Gibson 
Explorer 11. 56 Fender Strat (blond, gold 
hardware) 12. 59 Gibson Les Paul 
Standard 13. 63 Fender Strat (Sunburst, 
left-handed) 14. 65 Fender Strat (candy 
apple red) 15. 65 Fender Strat (shoreline 
gold) 16. 50 Fender Broadcaster (formerly 
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I once drove 200 miles to see a refinished '58 Gibson Les 
Paul. When 1 got there, I found the guitar to be a newer 
model. Not only that, the body binding covered the edge at 
the bottom curve of the guitar, the neck was replaced, and 
the headstock was cut down to the '50s head size. And, the 
finish was purposely painted a darker shade under the 
pickguard to falsely indicate that fading had occurred on 
the top! 

It's scarv when people go this far to deceive; but they do, 
so beware and consult the experts. Don’t forget that parts 
can be removed or replaced. Make sure you know if they 
have been, and also make sure that it's reflected in the price. 
Again, insist on taking the guitar apart before you buy it. If 
that's a problem, walk away and keep looking. 

If you find that you do need an original part, don't worry, 
it can be replaced — eventually. But make sure you come 
to an agreement with the owner as to the part's value and 
take it into account when you negotiate price. 

Vintage Amps of Distinction 
For all practical purposes, the following are amplifiers most 
sought after for tone and rarity: 
Marshall 
•'62 Model 2x12” Blues Breaker Combo 

(Eric Clapton used this with a '59 Sunburst Les Paul on 
the Blues Breakers Beano album. This great amp has a very 
tight, compressed sound when turned up all the way to 10.) 
•Model 1960 Cabinets — 4x12” Celestion G12M speakers 
(25W each handling), Tweed-type grill 

•'66-'74 100W & 50W Marshall amplifier heads 
Fender 
All tweed amps are popular with collectors. For players: 
• '58 Fender Tweed Twin with presence and mid-controls, 
2x12" cabinet, I00W 

•'50s Fender Tweed Bassman, 4x10" cab 
•Fender White Bassman, with a 2x12" cab 
•Fender White Bandmaster, with a 2x12" cab 
•Fender Bassman Black Face 
•Bandmaster Black Face 
•Deluxe (with reverb) Black Face 
•Twin Reverb Black Face 
•Vibrolux Black Face 
•Tremelux Black Face 
•Super Reverb Black Face 
There are many other amps that are great to combine 

with your favourite guitars, but you'll have to experiment 
so you can make an educated decision. Who knows? Maybe 
you'll end up driving a Telecaster through a Sears amp to 
get the tone you want. If it works, use it! 

_ uu itar collections 
Most vintage guitar collectors are players, but a small number of them aren’t. What follows is a list of players you might be familiar with, 

and the guitars they’ve played: 

Jeff Beck — ’57 Les Paul Standard, ’50s Strats & 
Telecasters 

Chuck Berry — ES-345, ES-355 
Mike Bloomfield — ’59 Les Paul Standard 
Roy Buchanan — Pre-’55 Teles 
Manny Charleton — '60s SG Les Paul Standard 
Eric Clapton — '58 Gibson Explorer, ’61 SG Les 

Paul Standard, ’63 ES-335, '63 Firebird I 
Rick Derringer — ’58 Gibson Explorer V Headstock 
Rory Gallager — Pre-CBS Strats 
Billy Gibbons — ’58 Flying V, ’58 Gibson Les Paul 
Em melou Harris — ’50s J200 Acoustic 
George Harrison — ’55 Gretsch-Rock Jet, ’69 

Rosewood Tele 
Jimi Hendrix — ’57-70 Strats 
Eric Johnson — ’50s Strats 
Albert King — '58 Gibson Flying V 
BB King — '50s Gold Top Les Paul (in the ’50s), 

ES-355 
Freddie King — Late ’50s/early ’60s ES-345 
Alvin Lee — '59 ES-335 dot board 
Howard Leese — '58 Gibson Flying V. '58 Les 

Paul (in studio) 
Lonnie Mack — '58 Flying V 
Dave Mason — '63 Firebird VII 
Paul McCartney — '57 & '59 Les Paul Standards 

(both left-handed), '62 Hofner bass 
Rick Nielsen — '59 Les Paul Standard, '50s Strats 
Ted Nugent — ES-350 Byrdland 
Jimmy Page — '59 Sunburst Les Paul 
Joe Perry — Gretsch Duo Jet Silver Sparkler 
Stevie Ray Vaughan — '59 Strat, '60 ES-335 

Keith Richards — ’50s TV Specials/Strats/Tele's, 
’69 Martin D21 (this guitar was recently broken in 
England in rehearsals and he's looking for 
another one!) 

Slash — '59 Les Paul Standard 
Stephen Stills — '63 Firebird V & VII and '58 

Flying V 
Mick Taylor — ’59 Les Paul Standard 
Robin Trower — Pre-CBS late '60s Strats 
Muddy Waters — 50s Tele 
Leslie West — early ’50s single cutaway Les Paul 

Junior 
Johnny Winter — ’63 Firebird V, '58 Flying V 
Ron Wood — ’50s Strats 
Angus Young — '56 Les Paul Standard and SG 

Standard 

Heart 
Howard Leese of Heart has a beautiful collection of 
really mint guitars. Live he uses a number of 3/4 
size guitars, Paul Reed Smith guitars, and a '60s 
left-handed Strat. But on the last album, Brigade, he 
told me he used his '58 Gibson Flying V and his '58 
Gibson Les Paul Sunburst for rhythm and lead. 

Cheap Trick 
Rick Nielsen of Cheap Trick once sold a Sunburst 
Les Paul to Jeff Beck, his guitar hero. He also got a 
left-handed Sunburst for Paul McCartney — you 
saw it if you saw Paul’s last tour. 

Rick is a major guitar collector with some of the 
main guitars I’ve admired. He has a wild Sunburst 
'59 his wife bought for him out of a local newspaper 

for $700. What a fluke. And a '58 left-handed Fiesta 
Red Strat with gold hardware. Wow! 

Cheap Trick drummer Bun E. Carlos has a 
left-handed Broadcaster. He's asked me: “What do 
you think something like that is worth?” My answer? 
"There’s nothing I know to compare it to.” 

Hendrix 
Tony Frank, Hendrix’s technician (and the guy who 
stabilized his English Marshall amps for use in the 
U.S.) told me Hendrix used a Gibson Firebird, 
Hagstrom 8-string bass and even a Les Paul 
Custom in the studio. 

Clapton 
Eric Clapton still has his Gibson ’63 Cherry ES-335 
with ‘Cream’’ stencilled on the outside of its case. 
Listen to Goodbye Cream, the band's finale -
what a magic sound. You can understand what 
drives vintage enthusiasts to look for a '63 ES-335. 
maybe an old Marshall amp (circa '68) with a 100W 
top and two 4x12 cabinets, and Celestion E12M 
speakers (with 25W handling)! 

The above list is a very limited snapshot of 
guitarists and their instruments. I could go on about 
all their guitars and add a lot more names to the list, 
but maybe you can do that. However, rock 'n' roll 
and blues guitarists aren't the only people 
enamoured with vintage guitars — there are also 
country, jazz, bluegrass and any other style players 
you can imagine who are really into it. 
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Vintage Guitar Shows 
l he late Charley Wirtz, owner of 
Charley's Guitar Shop in Dallas, 
Texas, started the trend of hosting 
vintage guitar shows in 1977. Interest 
grew quickly — the shows have 
gone from annual to quarterly events 
over the last 14 years — now they 
attract dealers, collectors, players and 
celebrities from across North America, 
Europe, Japan and Australia. There are 
now shows in New York City, 
Orlando, Fort Lauderdale, Miami, 
Tulsa, Phoenix, Los Angeles, Buffalo, 
Detroit, Chicago, Kansas City, 
Pittsburgh, Atlanta, Nashville and San 
Francisco. 

Canadian Shows 
I he first Canadian show took place 
early last year at Musicplex in 
Brampton, ON. The next one was in 
Montreal at Musicmania, a music store 
owned by Richard Bois. He'll host 
another show during the Montreal 
Jazz Festival this summer. 

A vintage guitar show will be 
hosted in Toronto this Fall. The 
location is yet to be determined, but 
reaction is great, so there should be a 
lot of good Canadian vintage 
collections to be seen. Organizers are 
hoping to get participants from right 
across this great land of ours. For 
details, booths and show itinerary, 
contact: Tundra Music, Box 135, 
Pickering, ON LIV 2R2, FAX (416) 
420-9582. See you there! 
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MOST EXPERTS AGREE: 
IF YOU HAVE ONLY ONE SOUND 

PROCESSOR IN YOUR RACK 

DISTRIBUTED IN CANADA EXCLUSIVELY BY: 

S.F. MARKETING INC. TEL (514) 733-5344. fax: (514) 733-7140 

muiiCECHOiC 
Educational Services Inc. 

1259 Berri, suite 909 

Montreal Qc. 

H2L4C7 

514.844.2141 

Limited enrollment - Hands-on training 
Métro Berri 

...and walk away with 
“AEC" Attestation of 
Collegial Studies 
French or English 
Possibility of student 

grants & loans from 
Government and 

Extension of 
unemploxmenl 
benefits 

Complete in-house 
workstations for 
theory and practical 
courses. 

The one exclusive Quebec 
College authorized by the 
Ministry of Higher 
Education and Sciences 
to offer: 

COMPUTER 
ASSISTED 
SOUND 
DESIGN 
program #901.24 

Topics covered are: 
MIDI Language 
Computers in the 

Music Industry 
MIDI Studio 
Sequencer 
.Analog, Subtractive and 

FM Synthesis 
Sampling, Additive & 

L/A Synthesis 
Audio Engineering 
Digital Audio... 
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TIRED of TUBELESS? 

zHIKH 

Programmable! i x >i 

...Then you’re probably looking to hear the vintage 
tube tone of the Duncan 84-50. No more combing 
the classifieds and pawnshops for beat up old 
amps that might still have THAT SOUND, Duncan’s 
got it!...and came by it honestly too! The 84-50 
gives you those sublime imperfections and non¬ 
linearities exclusive to warm glowing vacuum 
tubes because they’re in there! 

THIS IS ONE UNIQUE AMP. 

THERE IS NO COMPARISON. 



Here they are. 
The guitars and 
gear that 15 of 
Canada's hottest 
players lean on to 
get their sound. 
The equipment 
couldn't be more 
varied — from 
the simplest 
guitar/amp setups 
to guitar 
synthesizers and 
major sound 
processing; brand 
new off-the-rack 
guitars to the 
choicest classics. 
Gear is one thing, 
but it's the soul of 
the player that 
really makes the 
sound (and the 
song)happen. 
Included here is a 
brief look at the 
performers who 
continue to inspire 
Canada's best. 

compiled by 
Frank Schulte 

RANDY BACHMAN 
Guitar(s): live: two Signature Strats 
with Evans pickups; studio: Alvarez 
classical & steel string; Signature Strats; 
any other vintage Fender, Gibson and 
Gretsch that get "that" sound. 
Effects: Digitech reverb; Digitech 
multi-delay; Tubeworks overdrive 
pedal 
Amps: Wizard standard 50W 2x12 
bottom (80W Celestions); Tubeworks 
2-channel pre-amp; Tubeworks 
Mosvalve amp 
Strings: La Bella light .009, .011, .016, 
.026, .036, .046 
Influences: Chet Atkins, Lenny Breau, 
Hank Marvin, Eddie Van Halen 

BOBBY BAKER 
(THE TRAGICALLY HIP 

Guitar(s): Main axe is a '74 Strat with 
EMG pickups; '87 Strat; '86 Tele; studio: 
'69 SG; Danelectros; Supro 
Effects: 7-band EQ; Cry Baby 
Wah-Wah; either a RAT or an Ibanez 
Tube Screamer distortion; occasionally 
a Tremolo (though it's better on old 

Fender amps); ABI switch 
Amps: two Mesa Boogie Mark Ills 
which 1 use either singly, or with an AB 
box. (studio) I used a Fender Bassman 
and a prehistoric Fender. 
Strings: Dean Markley regular on my 
Strats; Dean Markley Jazz on my Tele 
Influences: Keith Richards, Mick 
Taylor, Clapton, Beck, Page, Santana, 
Harvey Mandel, Paul Kossof 

ED BICKERT 
Guitar(s): mid '60s Fender Telecaster 
Effects: none 
Amp: Roland Cube 60 
Strings: No particular brand. Put 
together individual strings (no sets) 
.012, .014, .018, .026, .038, .050 
Influences: Early days: Barney Kessell, 
Jim Hall; now listen to a lot of piano 
players; Bill Evans 

LIONA BOYD 
Guitar(s): Classical: José Ramirez Class 
1 A; two Yamaha Custom Concert 
Grands; K. Yairi Custom; Daryl 
Williams/Liona Boyd-designed 

Randy Bachman Bobby Baker Ed Bickert Liona Boyd 
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Sliw DeMiirchi 

Rik Enunctt 

Perri/ Grehnn 

Custom Lute 
Electric Classical: K. Yairi; Yamaha; 
Linda Manzer (Toronto luthier) 
Custom design 
Effects: Yamaha SPX 90 
Amp(s): None as a classical artist. 
Microphones: Sony ECM 50; 
Neumann KM84; Countryman 
Strings: High Tension Savarez 
Alliance 
Influences: Julian Bream, Eli 
Kassner, Alexandre Lagoya 

PAUL DEAN 
Guitar(s): Robin and Kramer 
Baretta both with Floyd Rose 
Whammy bars and DiMarzio 
Super distortion pickups; black 
Les Paul Custom 
Effects: Digitech GSP PRO 21; 
Alesis Quadraverb; custom 
rackmount Wah-Wah with remote 
pedal; custom EQ boost 
rackmount "Loft" flanger 
Amps: ADA MIDI pre-amp; Mesa 
Boogie strategy 400 tube power 
amp 
Strings: Fender .012, .013, .016, 
.030, .038, .048 
Influences: Hendrix, Beck, Page, 
Van Halen, Tom Sholz, Ric Ocasek, 
Brian May, Luther Perkins, Duane 
Eddy, Nokie Edwards, Duane 
Allman, Rv Cooder 

STEVE DEMARCHI (ALIAS) 
Guitar(s): Ibanez Custom 
(electric); Ovation (acoustic) 
Effects: Eventide H3000; Yamaha 
SPX 92; Ibanez Tube Screamer 
Amps: Bryston 4B; Marshall 
customized pre-amp 
Strings: Dean Markley 
Influences: Jimi Hendrix, Jimmy 
Page, Eric Clapton, Steve Howe 

RIK EMMETT 
Guitar(s): live: Yamaha Pacifica 
1412; Yamaha Weddington 
Custom; Steinberger Doubleneck; 
Gibson Chet Atkins; Les Paul 
Custom; Yamaha APX-10 steel 

string acoustic 
Effects: Roland GP-16 
Amps: Mesa Boogie MK IV 
Strings: .009 to .042. No brand 
preference. 
Influences: The Seven Virtues and 
The Seven Deadly Sins, and those 
that get 'em into their music. 

GREG FRASER 
(BRIGHTON ROCK 

Guitar(s): Lado (electric), Ovation 
& Fender (acoustic) 
Effects: none 
Amps: Marshall (modified), Mesa 
Boogie "SOB" 
Strings: Dean Markley 
Influences: Liona Boyd, Michael 
Shenker, Jimmy Page, Ritchie 
Blackmore 

DERRY GREHAN 
(HONEYMOON SUITE 

Guitar(s): Kramer; Fender; 
Steinberger 
Effects: Bradshaw Board and 
effects rack; SPX 90; Roland DDL; 
Hush 2C; Ibanez chorus & 
distortion; DDL Cry Baby Wah 
Amps: three Marshall 50W heads; 
Marshall cabinets 
Strings: D'Addario XL 120s 
Influences: Ritchie Blackmore, 
Eddie Van Halen, Santana, Stevie 
Ray Vaughan 

JEFF HEALEY 
Guitar(s): Fender Squire neck on 
custom Strat (body by Larry 
Brooks at Fender Custom Shop); 
standard 3-pickup wiring, Nady 
wireless transmitter implanted in 
body 
Effects; Evans pickups; DOD 
chorus/flanger, delay, EQ, 
Hardrock Distortion overdrive, 
wah-wah; Boss PS-2 pitch shifter 
Amps: Marshall JCM 800 with 
groove tubes; 4x12 Marshall 
cabinets with EV speakers 
Strings: Dr. Strings, .010, .014, 
.018, .032, .044, .056 
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Influences: Louis Armstrong, B.B. 
King 

COLIN JAMES 
Guitar(s): three '62 Vintage 
re-issue Fender Strats (custom 
made with rosewood fretboards); 
two Silvertone Slide; one Supro 
acoustic; three Nady Systems 650 
Series Guitar Wireless 
Effects: two Yamaha FX-500; 
Dunlop wah-wah pedal; Boss 
DS-1 distortion pedal; Boss DD-3 
delay pedal 
Amps: 100W Marshall JCM 900 
Model 4100, driving 70W 
Celestion Speakers; 100W 
Marshall Jubilee Series; 150W 
Howard Dumble Steel String 
Singer, driving 200W EV speakers 
in 2 split 4x12 cabinets 
Strings: Dean Markley .010, .013, 
.016, .028, .038, .052 
Influences: Albert Collins, Buddy 
Guy, Jimi Hendrix, Stevie Ray 
Vaughan, Jimmie Lee Vaughan, 
Albert King, Otis Rush, Robert 
Johnson, Freddie King 

ALEX LIFESON 
Guitar(s): P.R.S. (Custom) 
Effects: T.C. Electronics 1210, 2290; 
Roland DEP-5, GR 50, GP-16, 
Digitech 33B 
Amps: Gallien-Krueger CPL 2000, 
100 MPL 
Strings: Dean Markley .009, .011, 
.014, .026, .038, .048 

KIM MITCHELL 
Guitar(s): Parts of stuff from 
drawers and walls. Gibson 
electronics, Fender Strat and 
Gibson ES-347 
Effects: Foot pedal distortion and 
foot pedal chorus, no rack yet. 
Amps: Marshall 100W driving 
two 4x12 cabinets 
Strings: .09 to .046. Any brand. 
Influences: A good bottle of wine 
and anything that grooves. 

BRYAN POTVIN 
(THE NORTHERN PIKES' 

Guitar(s): '89 Squire Strat with 
EMG pickups, brass nut; '79 
Fender Strat with Seymour 
Duncan vintage pickups, bone 
nut; stock Paul Reed Smith 
something or other 
Effects: ADA preamp; Alesis 
Quadraverb; Roland SDE-1000; 
Morley wah/volume pedal; MIDI; 
Samson wireless (The signal 
sounds brighter and more present 
to me with the wireless system for 
some reason.) 
Amps: two Fender Twins in stereo 
(I'd love to get into a 4x12 
situation someday for the extra 
'woof'.) 
Strings: D'Addario regular gauge 
(I think) 
Influences: Andy Summers, Steve 
Jones, Andy Partridge, Pete 
Townsend, Ken Greer, myself -
I am a firm believer in letting 
yourself tell you what to play. 
Copying licks is okay to a point; it 
then becomes redundant and your 
playing will subsequently sound 
that way. If technique is what you 
want, copy licks. If style is what 
you're striving for, listen to 
yourself. 

KEITH SCOTT 
(BRYAN ADAMS 

Guitar(s): Fender Strats & Teles; 
Gibson Les Pauls & SGs; Gretsch 
G120; Martin D28 (all from the 
'50s & '60s) 
Effects: Yamaha SPX; Ibanez lube 
Screamer; Fuzz Face; ADA delay 
Pete Booster; Lexicon reverb; 
Hush Ils 
Amps: Stevens (Custom) 
Marshall; Vox; Hiwatt; Fender 
Strings: Gibson 
Influences: Jeff Beck, Dave 
Gilmour, Jim Vaughan, Mark 
Knopfler, Steve Morse, Pat 
Martino, Dave Vidal, Beethoven 

Colin lames 

Kim Mitchell 

Keith Scott 
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SPÉtaTS 
Flying V & Explorer Collector's Editions 
Gibson has issued 100 Collector's 
Edition Explorer and Flying V guitars. 
Measured and reproduced from 

original examples of the 1958 Flying V 
and Explorer, the guitars are carved 
from Korina, found only in Zaire. For 
the first time since 1958, all original 
lamination and machining plans have 
been followed exactly, resulting in 
historically correct replicas, according 
to Gibson. 

All hardware was made from the 
original moulds and dies whenever 
possible. Gibson also recreated the 
original tooling for the pickups, and 

two '57 Classic Humbucker pickups 
installed on each guitar are visually 
and tonally true to the units installed 
as original equipment. 

Each instrument carries a special 
serial number and is shipped in a 
fitted hardshell case, which is also 
copied exactly from an original. 

Features include: gold hardware; 
24.75" scale; ABR-1 Tune-o-matic 
bridge; Brazilian rosewood 
fingerboard; original "V" tailpiece 
(Flying V); stop bar (Explorer); natural 
colour. 

40th Anniversary Les Paul Standard 
Gibson has released the Les Paul 40th 
Anniversary model guitar. 
The traditional maple/mahogany 

body and mahogany neck are 
combined with a matched pair of 
Gibson's new P-100 stacked 
Humbucking pickups, a bound ebony 
fingerboard, specially aged trapezoid 
inlays with "40th Anniversary” 
engraved at the 12th fret, as well as 
chemically aged plastic parts. 

This limited edition model will only 
be produced in 1991 with 300 
scheduled to be made. 

Features include: gold hardware; 
24.75" scale; body & neck binding; 
ebony colour. 

For more information, contact: 
Yorkville Sound, 80 Midwest Rd., 
Scarborough, ON (416) 751-8481, FAX 
(416) 751-8746. 

Washburn Nuno Bettencourt Model 
Washburn International has added a 
second Nuno Bettencourt model to its 
electric guitar lineup. 

The N2 is a production version of 
the already introduced handmade N4. 
It features a solid alder body with a 
bolt-on, 22-fret maple neck. The 

headstock design is used only on 
Nuno models. The lead position 
pickup is a Bill Lawrence L500. The 
vibrato system is Washburn's 600S 
Flovd Rose. The guitar is available in 
natural wood or black finishes. 

Washburn Re-enters High End Classic Market 
Washburn International has 
introduced 2 classic guitars in the 
upper price scale to the world market. 
The guitars are among Washburn's 

Enrique Tapicas range of classics that 
start with novice models and include 
these hand-crafted models. The 
Valencia (C100SW) and the Sevilla 
(C200SW) both feature solid cedar 
tops and rosewood back and sides. 
Marquetry is ornate and fingerboards 
are of Madagascar ebony. 

The two models are made with the 
accomplished player in mind. They 
offer the true tonality that is to be 
expected from instruments of this 
price class. Also available in 
Washburn's Enrique Tapicas range of 
classics are the Cadiz (C40), the 
Zaragoza (C60) and the Madrid (C80S). 

For more information, contact: 
Boosey & Hawkes (Canada), 279 
Yorkland Blvd., Willowdale, ON M2J 
1S7 (416) 491-1900, FAX (416) 491-8377. 
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Heartfield Elan Guitars 
Fender Musical Instruments Corp, has 
introduced 3 high-end Heartfield model 
guitars — the Elan I, II and III. 

Features include: a slim "U"-shaped 
Honduras mahogany neck with an ebony 
fretboard; 22 jumbo frets (Elan III has super 
jumbo); shell dot fretmarkers; double 
cutaways; and a special neck joint designed 
for easy access to the highest frets. 

Elan I features: a non-tremolo American 
standard bridge; "super slip" plastic nut for 
greater tuning stability; mother-of-pearl 
tuning buttons; and goldplated hardware. 

Elan II features: a deluxe American 
standard bridge; "super slip" plastic nut; 
elongated headstock for improved "return to 
pitch" tremolo action; locking keys with 

mother-of-pearl tuning buttons; and 
chromeplated hardware. 

Elan III features: a Floyd Rose 
double-locking tremolo system; 
mother-of-pearl tuning buttons, and black 
chromeplated hardware. 

All 3 models feature 2 Humbucking 
pickups controlled by a 5-position selector 
switch that offers 3 Humbucking-style and 2 
single coil-style pickup configurations. Other 
controls include master volume and master 
TBX, which are outfitted with the firm's 
"Saturn" knobs (a rubber ring that provides 
more traction while adjusting the controls). 

Colours available: amber, sapphire blue 
transparent, antique burst, and crimson 
transparent. 

Heartfield RR-58, RR-59 Guitars 
Fender has also introduced 2 new set-neck 
Heartfield guitars: the RR-58 and RR-59. 

Features include: a slim "U"-shaped neck 
with a Brazilian rosewood fretboard; 22 jumbo 
frets; fretmarkers; double cutaways; a special 
neck joint design; and a "super slip" plastic 
nut for greater tuning stability. 

The RR-58 has a 24.75" scale neck, and a 
non-tremolo American standard bridge. The 
RR-59 has the standard Fender-style 25.5" 
neck scale, and a deluxe American standard 
tremolo system with locking keys, as well as a 
special elongated headstock design which 
provides straight string pull for improved 

"return to pitch" tremolo action. 
Both models feature 2 Humbucking 

pickups controlled by a special 5-position 
selector switch that offers 3 Humbucking-style 
and 2 single coil-style pickup configurations. 
Other controls include master volume and 
master TBX, which are outfitted with 
"Saturn" knobs. 

Colours available: blond, emerald green 
transparent, and crimson transparent. 

For more information, contact: Fender 
Musical Instruments Corp., 1130 Columbia St., 
Brea, CA 92621 (714) 990-0909, FAX (714) 
990-3986. 

NEIL PEART 

send mo oo P "' T^e World’s Class Drumsticks 
NOMAD 108 Duncan St., Welland, ON L3B2E2 

Ask for His 
Autograph. 
Neil Peart is one of 
contemporary music's 
most influential per¬ 
formers. His tasteful and 
distinctive drumming 
has earned him interna¬ 
tional acclaim. Neil could 
choose anyone to make 
his drumsticks. He put his 
signature on Pro-Mark’s 
Oak 74 7 Wood Tip 
model. The Neil Peart 
747 Autograph Series 
drumsticks. Sold in the 
best music stores 
worldwide. 

16 McKinstry st., Hamilton, on lsl 6C1 
(416) 522-1582 FAX (416) 528-5667 
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patons 
10th Anniversary Limited Edition Tony Rice D Model 

The guitars feature vertical-grained 
Brazilian rosewood back and sides; 
master-grade AAA German spruce 
top; and the herringbone-pattern 
rosette around the soundhole. Rice's 
signature will be 18-karat gold inlaid 
into the ebony fingerboard at the 15th 
fret. 

The woods used are finished in 

traditional nitrocellulose lacquer. A 
tinted finish on the top adds an aged, 
vintage appearance. Other details 
include an ivoroid-bound Brazilian 
rosewood headstock overlay, 
gold-plated tuning machines, 
mother-of-pearl company logo inlay at 
the 12th fret, herringbone rosette with 
ivoroid inlay, and a pickguard of 
'40s-vintage tortoiseshell celluloid. 

The top is hand-tuned for a 
balanced tone, and the combination of 
size, shape, and construction 
techniques further refines the sound. 

The Tony Rice Model features the 
large bass presence of a pre-War 
instrument combined with a more 
substantial midrange and treble 
response necessary for modern lead 
work and recording. Each has choice 

The Santa Cruz Guitar Co. has 
announced its 10th Anniversary 
Limited Edition Tony Rice D Model 
Dreadnought. 

Only 10 guitars will be built, and all 
will be numbered and signed by Tony 
Rice and luthier Richard Hoover. The 
guitar was jointly designed by the 
guitarist and Santa Cruz. 
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rosewood sides and back, a select 
Sitka spruce top with scalloped braces, 
herringbone trim around the 
soundhole and top, a vintage-style 
headstock with figured ebony overlay, 
ivoroid binding, and wood purfling. 

For more information, contact: Santa 
Cruz Co., 328 Ingalls St., Santa Cruz, 
CA 95060 (408) 425-0999. 

Vigier Passion III 
Series Custom 
French firm Vigier has introduced the 
Passion III Series custom guitar. 

The guitar features a 10/90 neck 
system, where the neck is made of 90 
percent wood and only 10 percent 

Continued... 

THE ULTIMATE 
SINGER’S COMPANION 
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she menu 
Improve your vocal skills and expand your repertoire 

by singing along with professionally recorded 
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SINGING 
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background tracks of the world’s most popular songs. 
More than 2400 titles available. Cassette and Cl) 

j . Singing Machine models start at under $200. 
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SIME Tur
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SINGING 
MNGHINf 

THE SINGING MACHINE 
3447 Kennedy Rd.. Unit 9. 
Scarborough. ON MIV 3S1 
(416) 754-SING 
FAX: (416) 297-1824 
OUR BRAMPTON ADDRESS IS: 
30 Rambler Drive. 
Brampton. ON L6W 1E2 
(416) 451-1451 
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To order, send $19.95 plus $2.00 postage and handling, plus 7% 
GST to CM Books, 3284 Yonge St., Toronto, ON M4N 3M7 or call 
(416) 485-1049 and charge to your VISA, Mastercard or American 
Express. 

Some Straight Talk 
from Mona Coxson 
The music business has become 
big business and talent alone 
won't guarantee you a career as 
a professional musician. Anyone 
considering a career in music can 
get the inside track with this 
easy-to-read, uncomplicated and 
often humorous guide to the music 
business in Canada. Now in its fourth 
printing, Some Straight Talk About The 
Music Business offers the most 
up-to-date information available, covering 
all the bases for the up and coming 
musician. 

STRAIGHT 
TO THE POINT 

BJOEBEB 

Also available at music stores and book stores across Canada 

HI I If ■ MEN WITHOUT HATS 
I LUJ ■ KASH TIN ... AND MORE 
ON SALE SEPTEMBER 10 

DON’T MISS IT! 

ITtiHHdS 

Vigier Passion III 
Series Custom Continued 
carbon fibre. The carbon fibre fills in 
for the traditional metal truss rod. 

Features include custom designed 
Humbuckers and Vigier's Tune Lock 
tremolo and bridge tailpiece 
combination. Active electronics are 
push/pull master volume for 
conversion to single coil mode, 3-way 
pickup and 6-way ROM memory 
selectors, a 22-fret phenolic resin 
fingerboard. It is offered in 10 
translucent colours. 

Specs are: 2-position master volume 
control (pulled up, it functions as an 
internal preamp; pushed down, it 
functions to engage the middle 
pickup); 3-position pickup selector 
switch; 2 Vigier single-coil pickups 
and 1 Vigier Humbucker; 6-position 
frequency rotary switch; lightweight 
body made of 5-year-old flamed 
maple; 24 frets; and an ergonomic 
output socket. It is powered by 2 9V 
alkaline batteries for about 600 
playing hours. 

For more information, contact: 
Erikson Music Reg'd., 378 Rue Isabey, 
St. Laurent, PQ H4T 1W1 (514) 
738-3000, FAX (514) 737-5069. 

Furlanetto 
Semi-Solid Guitar 
Hamilton, ON's Furlanetto Guitars 
has introduced its semi-solid model 
electric guitar. 

In an effort to capture the sought 
after sounds of the guitar's "glory 
age", the firm says it has designed a 
guitar with a sound reminiscent of the 
early Strat or Les Paul with P-90 
single-coil pickups. 

Features include: mahogany/maple 
neck with neck through construction; 
mahogany body and carved flame 
maple top; Brazilian rosewood 
fingerboard; 22 wide oval frets; Gotoh 
bridge and tuning machines; and 
custom wound, single-coil pickups 
manufactured in-house. 

For more information, contact: 
F Guitars, 16 McKinstry St., Hamilton, 
ON L8L 6C1 (416) 522-1582, FAX (416) 
528-5667. ■ 
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THE AUDIO ENGINEERING SOCIETY 
TORONTO, ONTARIO SECTION 

Audio Overview II 

Topics will include: 

- Advanced Loudspeakers 
- Analog & Digital Audio Technology 
- Digital Workstations 
- Psychoacoustics 
- Recording & Monitoring Techniques 
- Room Acoustics 

Attendance Fees 
AES Members: 
- Student Members: $15.00 
- Members & Associate Members: $25.00 

Newcomers: 
- New Student Members: $45.00 
- New Members & Associate Members: $75.00 
■ Attendance fee includes first year AES Membership. 

► September 21,1991 
8:30 am - 5:30 pm 

Toronto, Canada 
Ryerson Theatre, 43 Gerrard St. E. 

For Additional Information 
T and Advance Registration, 

call (416) 922-8122 

All attendance fees include coffee breaks & lunch. 



REai VERB 

While the competition's been spending time creating clever names for their reverb products, 

we've been developing real sounding reverbs. And we've put them in our new DSP 256XL* and DSP 16. 

THE COMPETITION GIVES YOU MICRO, AD, MULTI, MIDI, 
QUADRA, AND UNI; DIGITECH GIVES YOU REAL REVERB 
Using our proprietary real-time development system, we created algorithms which simulate the 

halls, cathedrals, rooms, chambers and other ambient environments found in the real world. Then we 

took these environments and used them to develop the finest selection of real reverb effects available. 

Each with a rich, smooth, warm sound and texture that gives life to every note you create. 

Go ahead. Visit your DigiTech dealer today. Try our new DSP 256XL and DSP 16 effects 

processors and experience what real reverb sounds like. And some other great effects too! 

DSP 256XL ($439.95 sugg. retail) 
□ 24 different effects, up to 4 at a time 
□ 256 programs (128 user-definable. 128 presets) 
□ 20-bit VLSI processor 
□ 20 Hz to 20 kHz bandwidth, 90 dB S/N ratio 
□ MIDI controllable 
□ Stereo/mono input and output 

Effects: Stereo, Ping-pong. Multi-tap, Doubling and 
Slap-back Digital Delays; Infinite Repeat; Comb 
Filter; Digital Sub and Output Mixers; Chorus; Flange; 
Large/medium/small Room and Hall, Gated. Reverse. 
Ultimate, and Room Simulator Reverbs; 9-band 
Graphic & 3-band Parametric EQs; Low Pass Filter 

DSP 16 ($299.95 sugg. retail) 
□ 16 different effects 
□ 128 presets 
□ Stereo input/output 
□ MIDI changeable programs 
□ 16-bit processor 
□ 20 Hz to 16 kHz bandwidth, 90 dB S/N ratio 

Effects: Large, Medium, Small Room, Gated, Reverse. 
Hall, Special FX and Ultimate Reverbs; up to 1.5 
seconds Stereo Digital Delay, Ping Pong, Multi-tap, 
Slap Back, Doubling, Tempo, Sound-on-sound 
Layering, Echo 

:;!DiqHêch 
_. ., , . „ . . The Sound of the'90s 
Distributed in Canada by: 
Erikson 
378 Isabey, 
Ville St. Laurent. PO 
H4T1W1 (514)738-3000 
H A Harman International Company 

* Current DSP 256 owners can 
purchase our DSP 256XL upgrade 
chip. See your DigiTech dealer. 



Secrets of a ffl 
Performance 01 

I he mental aspects of singing act in 
B many ways as a bridge for the physi-

.A. cal and emotional processes so that a 
singing performance which meets profes¬ 
sional standards can be achieved. 

One analogy illustrates exactly what this 
mental process is in the context of singing: 
a computer operator and the hardware and 
software of the computer. The operator 
would compare to the emotional aspect of 
singing, since whether you're a singer or a 
computer-user your heart is still in the same 
place. 

Computer hardware comprises the physi¬ 
cal devices like the monitor, printer, key¬ 
board and CPU. Your physical components 
are your stomach, muscles, diaphragm, 
voice box and facial muscles. The 
computer's software resides as tiny bits of 
information stored on either floppy disks, 
which you insert into the 
computer, or on a hard disk 
inside the computer. The 
software can be compared 
to the mental component of 
singing because of the way 
the brain stores and uses 
information. 

One way we learn a skill 
is by successfully repeating 
it until we can not only 
store a representation of 
how we did it in our 
memory banks, but retrieve 
it successfully as well. The 
brain can scan images into 
it at amazing speeds, but if 
it can't accurately “access 
the data" it's of no use. 

This is w hy, w hen begin¬ 
ning students ask me how 
much they should practice, 
I tell them, “Not at all ”. 
Practicing at the outset, or 
any other time they don't know what they're 
doing, is merely trying to perfect an imper¬ 
fect approach to singing. I can access all the 
data in my students externally and coach 
them until their internal resources are 
developed enough (a matter of hours) to 
know what their mental "software " is all 
about as well as what it is not. 

Although we use auditory sensations as 
well, singing deals primarily with the 
storage of images in the form of pictures and 
kinaesthetic or feeling sensations. This 
software “map "of that skill will determine 

^J^iana. QjamhoLs 

the level of proficiency based on how ac¬ 
curately the map retlects what is accepted as 
professional standards of singing. 

So, if you're travelling to Vancouver from 
Halifax and your "map" represents it 60 
miles north of where it really is. you will 
never get there, although from Halifax, 
thousands of miles away, one would have to 
say you were "close". 

This is why singing instruction varies so 
much. It's due to a lack of fundamental 
knowledge of what the exact forms and 
shapes of these visualizations must be. to 
produce the proper outcome vocally for 
anyone, no matter what their desired style is. 

So besides developing your voice, 
physiology and emotions; the correct mental 
visualizations using the right images and 
sensation will pull out your best in terms of 
your singing potential. 

In concrete terms, you 
have to understand that 
when your mental 
"software” is controlling 
the sound of your voice, 
it's manipulating some¬ 
thing physically tangible. 
This physical body 
(sound) is projected out¬ 
ward from you on a very 
specific trajectory — just 
like throwing a ball. Where 
it goes depends on your 
mental "aim" and the 
amount of thrust you have 
built up using your upper 
and lower diaphragm. 
Using your air as the 
"fuel" for this thrust, you 
lift and project that sound 
so that it resonates in the 
facial area (cavities around 
the area of you facial 
muscles) where it gathers 

inertia and continues on its "flight path" to 
its intended destination — presumably 
your audience. This entire process must hap¬ 
pen very fluidly and can only be achieved 
when the bodily sensations (regulating the 
air by the diaphragm), and visualizations 
(the mental picture of where and how you're 
projecting the sound) are accurately ac¬ 
cessed and used. 

So once you get your singing emotionally 
and physically fit. get your "software” 
together and "think" your sound properly. 
You'll definitely sound like you're thinking. 

Diana Yampolsky, director of the 
Royans School for the Musical 

Performing Arts, has developed a 
vocal technique which has enabled 

many singers to reach a 
semi-professional or professional 

level. 

ATTENTION 

WRITERS 
MS047 The Craft and Business of 
Songwriting (John Braheny) Insider's 
secrets to help songw riters create and 
market successful songs, plus tips from 
international stars. 340 pages. $24.95. 

MS042 The Craft of Lyric Writing 
(Sheila Davis) Learn through successful 
techniques to write lyrics with timeless 
appeal. Based on an acclaimed series of 
seminars and workshops. 380 pages. 
$24.95 
MSI>04 The Songwriter's and 
Musician's Guide to Making Great 
Demos (Harvey Rachlin) A comprehensive 
guide to making and marketing demos, 
from choosing the right songs to submitting 
them for best results. 96 pages. $16.95 

Please send me the following titles: 
□ MSO47 □ MS042 ” J MS004 

NAME:_ 
ADDRESS:_ 

_ CITY:_ 

PROV/STATE:_ CODE:_ 
PHONE:_ 

[□Cheque Enclosed ( _ + 10% 
Shipping + 7% GST = $ _ ) 

Charge to my □ VISA □ Mastercard 
□ American Express 

Card No.:_ 
Expiry Date:_ 

Signature:_ 

Complete and mail to CM Books. 3284 
Yonge St.. Toronto. ON M4N 3M7 

For a complete catalogne of all titles 
available circle #337 on Reader Service 
Card 
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HARD DISK 
RECORD! NG 

- áí’di GfiaMey-

The first time I heard the term "hard 
disk recording”, several questions 

came to mind. How does it work? How 
much does it cost? Does it sound good? 
What advantages does it offer? It took a 
while to convince myself that 1 had to have 
a "direct-to-disk” system, but soon I was up 
to my eyeballs in manuals and new equip¬ 
ment. This fascinating application of com¬ 
puter technology to music recording far ex¬ 
ceeded my expectations and I have become 
a firm believer in the merits of hard disk 
recording. 

The focus of this column is to examine the 
gamut of hard disk recording systems avail¬ 
able to contemporary musicians, discuss the 
advantages and disadvantages of these tech¬ 
nologies. and try to provide a reference for 
you to decide which systems might best fit 
your budget and needs. 

Popular descriptions of these recording 
systems include "hard disk recording”, 
"direct to disk” and "random access 
audio”. All more or less describe the 
process. An audio signal (microphone or 
line) gets translated from analogue to digital 
by an A/D (analogue-digital) converter (in¬ 
side a computer or in an external box), and 
a computer stores the digital information on 
disk. To play the sound back, the computer 
reads the information from the hard disk, and 
the D/A (digital-analogue) converter trans¬ 
lates the digital information back into audio 
signals. Sounds simple enough — so 
what’s the big deal? 

The word "digital" is the key to this and 
every other wondrous task the computer 
does for us. Once the computer stores digital 
audio on disk, you can copy. cut. paste, 
merge and edit sections of the audio to your 
heart's content — with all the ease of using 
your favourite word processor. And there 
will be absolutely no degradation of audio 
quality! Since the sound is now represented 
by a bunch of Is and Os on disk, it doesn't 
matter how many times you bounce tracks 1 

and 2 to track 3. Each track will retain its 
original quality, even after multiple edits or 
bounces. No tape hiss, no machine transport 
noise, just crystal clear 90+ dB signal-to-
noise ratio audio. And don't forget the in¬ 
stant rew ind. access and punch time. So why 
doesn't everyone have one of these things? 

An underlying factor in most people's 
purchase decisions is cost. If you've read 
this far. I don't want to scare you. Let's look 
at the budget-conscious end of the scale. 
How does S995 sound? For that price you 
can purchase a 16-bit A/D-D/A converter 
card, stereo in/out, microphone input with 
real time digital signal processing (DSP), 
and audio monitoring for up to four tracks 
of simultaneous audio. The AudioMedia 
card from DigiDesign provides great perfor¬ 
mance at ¡i breakthrough price. The card 
works with any Macintosh II family com¬ 
puter and simply plugs into a free internal 
NuBus slot. The down side is that you'll 
have to add the cost of a new compact card 
to buy everything else necessary to complete 
the system! 

Chris Chuldey, Presidem of Musicware Distributors, 
is involved in die distribution and development of 

music software and retail sales of various computer 
products. 

When comparing system prices, you must 
assume a few constants. First of all, 16-bit 
fidelity will be required to please the ears of 
professional musicians. Secondly, the sys¬ 
tem should include a hard drive that will 
store at least 20 minutes of digital audio. At 
10 MB per minute of stereo audio, that's 
about a 200 MB drive. For a set-up such as 
this, you can count on spending a minimum 
of $6.000 including the cost of an Atari or 
PC computer. And the price goes up from 
there to about SI5.000 for a fully equipped 
Macintosh II recording system with digital 
I/O DAT backup. 

One of the first considerations in planning 
to purchase a system is deciding which com¬ 
puter you want to use. Virtually all popular 
computer platforms are supported by several 
manufacturers of high quality products for 
Macintosh. PC and Atari systems (and I'm 
sure someone has a killer A/D card for the 
Amiga). Just how well each system per¬ 
forms is determined in part by the processing 
capabilities of the "host" computer, but 
more importantly by the quality of the A/D-
D A converter and software that controls the 
card. Since all of the professional systems 
require a fast CPU (central processing unit) 
and a major league hard drive, it rqay be wise 
to evaluate a prospective system from the 
standpoint of the software support, user in¬ 
terface. editing capabilities, digital signal 
processing and digital input/output features. 

One day soon, everyone that records 
music will use some sort of digital recording 
system. And that day is coming fast. 
Remember how quickly CQs became 
popular? Digital audio js here to stay. In 
columns to come, we will look in detail at 
various hard disk systems for the Macintosh. 
Atari and PC. And please don't let the price 
discourage you. Chances are that learning to 
master CDs in your bedroom will be more 
fun than buying a new car anyway! 
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Uninspired? 
Learn to FORCE Creativity 

Writing a song is easy. Writing a 
really good song is not. You 

have to attune yourself to human nature in 
order to strike the right chord in people’s 
hearts. I’ve been writing songs for about 12 
years and am only now beginning to realize 
there's a definite method to artistic expres¬ 
sion, and if you put that method to your own 
personal use, it can pay important dividends. 

My musical heroes have always been the 
singers who write their own material, and 1 
have chosen, for better or worse, to try and 
follow in their footsteps. I’m now attempt¬ 
ing to share whatever "secrets” I've found 
to be of value to me in writing the kind of 
songs that consistently live up to my own 
expectations. 

I'm going to assume you already know 
the basic structure of the pop song. I use the 
term "pop song" because I think that you. 
like me, dream about becoming a commer¬ 
cially successful songwriter. 

In aiming for commercial success, I think 
it best to write pop songs in the country¬ 
western and/or rock 'n' roll genres. This mix 
gives you the biggest audience to aim at and 
the greatest amount of leeway and creative 
elbow room. 

There’s a rough format I follow much of 
the time which includes a basic structure of 
verse-bridge-chorus. Most of the biggest 
hits use this format. Of course, as in all fields 
of creativity, there are always exceptions. 
Here’s one of my key rules: keep it simple, 
and choose your melodies and lyrics very 
carefully. 

I like to make sure that my music and 
lyrics complement each other to evoke a 
complete mood. For example, I would not 
usually set an intimate love song to a very 
angry sounding guitar riff and a pounding 
beat. I’m sure you wouldn’t either. 

Your lyric, of course, is vitally important. 
I try to be as concise as possible in as few 
words as possible. I try to avoid using tired 
old cliches like: 

Oh babe. I’ve waited so long. 
Feels so right 
It can’t be wrong. 
I try rather to write something that reflects 

my own uniquely personal way of seeing the 
world. 

I don’t believe in taking completed poetry 
and putting music to it. For me this leaves 
too little room for flexibility and can result 
in an awkward sound graft of music and 

lyric. I like to take the bare idea of a melody, 
plus the idea for a lyric, and develop both 
together so they can evolve in proper unity, 
like body and soul. 

There's no question in my mind that in¬ 
spiration is essential in writing a good song. 
But how about when you don't feel inspired? 
How do you keep yourself creative? 

I believe that inspiration — those bril¬ 
liant flashes in the dark — come from your 
subconscious mind, the part of your brain 
that works out your problems while you 
relax or sleep. 

I think the subconscious has an unlimited 
power to create, and its fuel is the raw 
material the conscious mind comes up with 
when you rack your brain for hours trying to 
evolve the perfect lyric for your song idea. 

At those times when you give up and go 
for a walk, or a work out. or whatever else 
you like to do when you’re not songwriting, 
you are literally unleashing your subcon¬ 
scious and allowing it to work on the prob¬ 
lem you have temporarily shelved. And 
when you least expect it. the magic happens. 

Jonathan Wright is a singer songwriter w hose song. 
' 'Backroad Dream ’ recently won Toronto radio 

station CKFM's Great Canadian 
Songwriting Contest. 

Suddenly, the solution is right before your 
eyes, plain as day. 

However, you cannot totally depend on 
inspiration for daily creative work. You have 
to learn to force your creativity if you are to 
become good at your craft. And creativity 
can be forced. 

To me the key is not hanging around until 
the mood strikes you or that flash of inspira¬ 
tion hits you. You’ve got to schedule the 
times you're going to sit down and work on 
your songs and make the juices flow. The 
juices are in there, but sometimes you've got 
to prime the pump to get them circulating. 

But equally important. I also believe in 
scheduling time for leisure. Leisure is criti¬ 
cal to the creative process. Leisure allows 
you to tap into your subconscious and let it 
work its magic. 

So don't feel guilty about the time you 
take to smell the roses. It is one of the best 
things you can do for your career. And 
remember to write down those flashes of 
insight that come to you so you don't forget 
them. 

To me, another important thing is overall 
lifestyle. It's pretty hard to create anything 
worthwhile when you’re overworked, un¬ 
derslept. out of shape or just generally 
burned out. Don’t make a tough business 
even harder on yourself by living an un¬ 
balanced. undisciplined lifestyle. 

Over the past three-and-a-half years I’ve 
been making most of my income performing 
in clubs throughout southern Ontario. I’ve 
been featured in Canadian Musician's 
"Showcase" section, and just recently 1 won 
CKFM’s "Great Canadian Songwriting 
Contest". 

I'm delighted with the recognition I am 
beginning to get. and I hope you may find 
something of value to your own career in 
what I've said here. If there is one major 
thought I want to leave you with it's this: 
never be afraid to do a heavy-duty edit on 
any song you have written. You absolutely 
must learn to be your own sternest critic. You 
must be as objective about your work as if 
you were looking at it through someone 
else’s eyes. 

When you can honestly admit to yourself 
that something you have written is not as 
good as you want it to be. you are then free 
to go on. correct your mistakes and create 
something better. 

Good luck and good songwriting. 
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So You Want to 
Be a Sound Technician 
Ian Murray has been in the sound reinforcement 

business since 1970. He notes that the music 
industry has drastically changed since then, be¬ 

coming as a whole far more profes-
This column is based on a sional and business-oriented than it 

conversation with Ian Murray, 
senior account manager at 

Westbury National Show 
Systems Ltd., a Scarborough, 

ON-based company that 
specializes in sound 

reinforcement, lighting, 
staging and set design. 

work their 

once was. As such he expects that the 
young soundperson looking to make 
his or her start in the industry also 
show the same level of profes¬ 
sionalism. In fact, it’s a very good 
habit to get into, right from the start. 

"The younger people we hire come 
in without much of an opinion." Mur¬ 
ray says. "They work torus for awhile 
and start to form their own opinions 
about the sound business and then take 
it from there — if they leave to do 
their own thing, we often find that they 

ray back here after they've gained a bit 
more experience.” 

As a ma jor employer of sound technicians. Murray 
says Westbury considers people who not only know 
their way around the equipment, but can demonstrate 
an ability to work well in a variety of musical situa¬ 
tions and troubleshoot problems as they arise. 

"We like to hire people who can think logically.” 
Murray says. "It takes a certain aptitude, for example, 
to chase down a ground loop in a system — kind of 
like being able to think in 3-D. 

"Ill find that some people are very conscientious 
and look at working in sound as a career — these are 
the ones who think creatively and will go out of their 
way, like getting their A or D class truck driver's 
licence to ensure that they're as employable as pos¬ 
sible." 

Murray says that many of the sound technicians and 
bench technicians (who do repairs on sound process¬ 
ing gear) have a musical background — working for 
Westbury is their day job. so to speak. However, this 
sometimes causes problems. 

"Some people come in with a musical attitude," 
Murray says. "Maybe they don't want to mix for a 
certain band because they don't like their music. Well, 
that's death for a soundman, and they'll usually 

change their ways or be on their way. Even though 
some bands we do sound for don’t have a lot of money, 
they still want good value for what they can pay.” 

Westbury participates in some joint educational 
programs like "Futures", where they help to train a 
prospective sound technician from the ground up, 
starting in the warehouse assembling gear for the 
many diverse shows the firm handles. From there the 
candidates who show interest and promise move up 
the scale to jobs with progressively more respon¬ 
sibility until they are deemed fit to handle a show on 
their own. 

"We’ve had some great successes with these 
programs." Murray says. 

* * * 

A good soundperson has to be really opinionated, 
according to Murray, as good sound doesn't come 
from someone who is constantly wondering if what 
they're doing is right or not. "You can't mix by 
committee," is how Murray phrases it. But right 
alongside in importance is a person's ability to main¬ 
tain consistency and develop a sense of taste and 
appreciation of sound production. 

"Anyone who's got consistency will develop their 
production abilities," Murray says. “A good sound 
technician has to learn what’s musically correct and 
has to develop the ability to think quickly and crea¬ 
tively and to anticipate what’s coming up. 

"Dynamics are very important, and here is where 
a musical background is helpful. A sound technician 
who cranks the P.A. all night is going to kill the music 
— the same goes for overmixing. One always has to 
maintain a sense of control and balance." 

Naturally, a thorough familiarity with all the gear 
is a must. Murray says that he's often seen a sound 
technician losing track of a mix because the person is 
too busy fiddling around with some piece of outboard 
gear. 

"A good sound technician will have a checklist of 
things to do and what to watch out for in any given 
situation." Murray adds. "That’s how a person slowly 
starts to build a reputation for consistently delivering 
the best possible sound.” 
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NOW OVER 4000 SONGS! 

PROFESSIONAL BACKGROUND TRACKS 
to just about every great song of today, the ’60s, 70s 
& '80s, Country, Pops, Standards. Over 2000 songs 
from Tiffany to Randy Travis. Recorded on BASF 
chrome cassettes with removable vocals plus lyrics 
and Stereo background tracks. 
Write for your free catalogue and name of nearest dealer. 

Mayfair Music Publications Inc., Unit 220, 
2600 John St., Markham ON L3R 3W3 

SKBATA Rack Mounts at 
an Affordable Price 

Meets ATA doss 300, Cat.l Spec, available in 2U-12U 
EI^D sizes and is half the weight of conventional wooden 

in uS racks. Call your local dealer for a demo or write to: 
B&J Music, 469 King St. W., Toronto, ON M5V 1K4 



The Shure Beta 58 
975 Dillingham Road • Pickering, Ontario, L1W3B2 

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

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

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

Absolutely minimal handling noise. 
Singular immunity to hum. 

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



Laying Down the 
Country 

Tom Lavin and Perry Barrett are a 
producer/engineer team working 
out of Blue Wave Studios in Van¬ 

couver. They are currently involved with 
three projects: Long John Baldry, Powder 
Blues and country singer/songwriter P.J. 
Jackson. Here they relate the recording of 
Jackson 's album. 

Tom: I field a lot of demo tapes and some¬ 
times it takes me weeks to get around to 
listening to them. This guy P.J. kept leaving 
phone messages so I finally listened to his 
tape. I was impressed enough to meet with 
him immediately and come to any agree¬ 
ment on making an album with him. I 
figured Sam Phillips felt like this when he 
first heard Elvis. 

I brought him into the studio with an 
acoustic guitar and got him to record every 
tune he had written, about 30 in all. I listened 
to them for a while and then, with Perry’s 
input, picked out a dozen to work on. These 
were arranged, tempos and keys were 
chosen, and instrumentation and approach 
were discussed. 

Perry’s familiarity with the modern 
country genre paid off for me because he was 
able to supply me with a great cross section 
of beautifully produced country CDs. Some 
of my favourites included George Strait. 
Rodney Crowell. Dwight Yoakum. Ricky 
Van Shelton, Alan Jackson and Clint Black. 
We used these as guideposts to our produc¬ 
tion goals. 

Cutting the Basics 
Perry: We started with drums, bass, acoustic 
piano and acoustic guitar. The drums were 
in the large 150 booth. I used an EV RE20 
on the kick, a Beyer 201 NC on the snare, 
Neumann KM84s on the toms, a pair of 
AKG 452s for overheads, and a Shure SM81 
on the hat. I ran the overheads into a 
Symétries 525A compressor and then 
through an Aphex C to get that country 
■’zing" high end. I used a direct on the bass. 

My favourite is the Simons system. 
We have a Yamaha C-series grand piano 

which I think sounds great when I mic it with 
a pair of AKG 452s at the front near the ham¬ 
mers and a U87 over the bass strings near the 
rear and angled 45° off vertical axis. I use the 
87 as mid-fill on the stereo pair. On acoustic 
guitar I'll normally use two mies: an SM81 
near where the neck meets the body, pointed 
down and tow ards the players neck hand, and 
a KM84 pointed towards the bridge, that picks 

up some of the pick hitting the string. 
Tom: Later we worked with some drum 

programs and built up the tracks from there 
using a Wendel Jr. sample player and some 
high-quality Eprom samplestoreplace some 
of the sounds to fit the tracks. We added bass, 
piano, acoustic guitar and some lead 
Telecaster lines. Then came time for vocals. 

Perry: These took some doing. P.J. has a 

very distinctive voice tone and vocal ap¬ 
proach. His dynamic range is wide and sub¬ 
ject to abrupt changes. We tried a number of 
mies including Fostex Printed Ribbons. 
Neumann U47 Fets. U47 Tubes. M269s, 
U87s, RE20s and Sennheisers before finally 
settling on an AKG 414 EB. It’s got great 
presence and seems transparent without 
sacrificing low-end warmth. 

I compressed going to tape using either a 
dbx 166, dbx 160 or SSL compressor, 
depending on what seemed right at the time. 
P.J. ’s vocal performance seemed to be great¬ 
ly affected by his headphone mix. After 
trying a number of different types he chose 
a pair of AKG 241s. 

Tom: Since we hadn’t done many over¬ 
dubs there were a great number of open 
tracks available. P.J. came in over a period 
of time and sang many different takes of 
each song. Perry always documented the 
mic, compression and EQ so we could match 
sounds later. We then went through the songs 
a line at a time, picking the best phrasing and 
pitch to create a composite lead vocal. Then 
we did back-up vocals. 

Perry: With the composites done, we 
could wipe the work vocal tracks. This gave 
us room for the harmony parts. Tom hired 
Billy Cowsill who had done back-ups for 
Colin James, and Billy brought in Patricia 
Conroy, a country star in her own right. We 
put the harmony parts on separate tracks so 
we could get just the right blend, then com¬ 
ped them to a stereo pair to make room for 
other overdubs. 

Tom: The "other overdubs" is where I hit 
a snag that Perry pulled me out of. I couldn’t 
find just the right pedal steel, fiddle or har¬ 
monica that I knew the project needed. 
Luckily, the time Perry had spent engineer¬ 
ing in Nashville had put him on a first-name 
basis with the best players in the business. 

Perry: When Tom told me he was taking 
the masters to Nashville I knew he wouldn't 

Continued... 
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be disappointed. I called up Hal Rugg, one 
of Nashville’s finest steel players who’s 
been on dozens of hits and told him about 
the project. 1 booked some studio time for 
Tom at Trey Smith’s 24-track studio, Sound 
Barrier, and asked Hal to bring along a fiddle 
and harmonica — players he’d like to 
work with. Luckily for us these turned out 
to be Rob Hajacos on fiddle and Mike 
Douchette on harmonica. Between them 
they had played on recent records by Alan 
Jackson, Loretta Lynn. Ricky Van Shelton, 
Clint Black, Dolly Parton. Ronnie Milsap. 
Garth Brooks. Hank Williams Jr.. Alabama, 
Ray Price. Mel l ilis and Tammy Wynette, to 
name a few. The overdubs turned out great. 
They were just what the doctor ordered to 
give that Nashville flavour to the tracks we’d 
done in Vancouver. 

Fine Tuning 
Tom: We listened to all the tracks, decided 
what worked, what didn't and what was still 
needed. This boiled down to some tam¬ 
bourine and some final guitar lines. I’d pick¬ 
ed up a Telecaster (Fender 1962 re-issue) in 
Chicago and let Perry set me up with his 
super-deluxe guitar sounds. 

Perry: We mostly did direct input things, 
sometimes using a summit type tube pre¬ 
amp and/or a tube-tech EQ. I took the output 
of the DI or the pre-amp. brought it up on a 
strip and sent it to a Cooper time-cube, a relic 
from the pre-digital era. I then sent the signal 
to a PCM41 for slapback and a REV 5 using 
one of the multi-effect programs which has 
pitch change and reverb. 1 shortened the 
reverb time to get a smaller room sound, then 
used pitch change and the Cooper to get a 
stereo spread. I put the BBE BO2 and 
Symetrix 511 - A noise reduction on the 
whole stereo mix. Tom really seemed to get 
off on the sound. 

Mix Routine 
Tom: Perry went in for at least two or three 
hours on his own to set things up the way we 
like to work. He then got the mix in the 
bail-park and I walked in with relatively 
fresh ears. 

Perry: I start by patching in all the out¬ 
board gear. For P.J.'s mix this would often 
include a REV 5. AMS RMX 16 reverb, two 
pairs of Drawmer gates, eight channels of 
optical gates, a tube-tech EQ, a variety of 
compressors, an Eventide H3000, Lexicon 
Prime-Time II, a BBE BO2 and an SSL 
compressor. For delays I have two pairs of 
Roland SDE 3000s and a pair of PCM4ls. I 
label the board, and build a rough mix start¬ 
ing with the rhythm section, adding over¬ 

dubs. and bringing in the lead vocal last. 
Tom: Perry and I have done enough 

projects together that often there is very little 
to change. I check the tone on the kick and 
bass and make sure they complement each 
other. I listen for lead vocal tone, level and 
effects, back-up vocal blend and mix moves 
that feature solos and licks. I like to move 
between monitoring on big. mid-size and 
small speakers, and test mono on occasion 
to see how it translates. 

For big speakers I use 604Es with sub¬ 
woofers and Mastering Lab cross-overs. In 
mono I use an Aurotone S-C cube, and for 
near-fieki I use the new Peavey 308 reference 
monitors. 1 used to use Yamaha NS-IOs. but 
Perry suggested the Peaveys. I wasn't sold 
right away, but now you couldn't pry me loose 
from them with an oyster sucker! 

Perry: It seems mighty funny to come 
3.000 miles to Vancouver to hear a pair of 
speakers that are manufactured just down 
from my hometown of Booneville. Missis¬ 
sippi. 

Tom: Another recent change has been 
tape. We mastered this album to 1/4" 30 ips 
analogue and up ‘til now have always used 
Ampex 456. But Scotch has come up with 
this new tape which they claimed could print 
at +9 with 3dB greater signal-to-noise. It 
looked good on paper, but I was sceptical. In 
listening tests, however, it performed even 
better than Scotch said. 

Perry: It’s not quite as quiet as digital but 
it sure has a nicer sound to me. We plan to 
do our next project using 996 2 “ too. It 
should make a world of difference. 

Tom Lavin is lead singer, guitarist and 
songwriter for the Powder Blues Band, 
whose current release. First Decade/ 
Greatest Hits, is on WEA Canada. Tom owns 
and operates Blue IVave Studios (founded 
1977). runs a music publishing company, 
and has produced recording artists includ¬ 
ing Amos Garrett. He met engineer Perry 
Barrett when Perry was brought in to Blue 
Wine by Nashville producer Stan Cornelius 
in December 1988. 

Perry Barrett is a freelance engineer who 
started as a drummer and found himself 
gradually drawn into engineering via live 
sound. He has toured as a live sound en¬ 
gineer with George Jones. John Anderson 
and Ear! Thomas Conley and has en¬ 
gineered records for the Muscle Shoals 
label. He has recorded albums with Johnny 
Paycheck, Tirone Davis, Mosley and 
Johnson and many other well known acts on 
the southern circuit. He has also worked 
with Sam Phillips of Elvis Presley fame. 

GETS 
» 
AP00 1 Attn : A&R (Tert Mcunch and 
Susan Pomerantz) Astep-by-step guide to 
the recording industry for artists and 
songwriters. Includes a comprehensive 
listing of current A&R representatives and 
producers I 16pages. SI 9.95 

MS044 HowTo Pitch And Promote 
Your Songs |Fred Koller) Practical 
guidelines and a step-by-step plan f< >r 
songwriters who want to make a full-time 
living with their music. I 28 pages, $ 16 95 

MS045 Making It In The New Music 
Business (James Riordan) Ten keys to 
beer >ming a successful recording artist, 
hr >w to develop them and hr >w to put 
them to work. An insider's guide to today's 
music business. 388 pages. $23 95 

Please send me the following titles: 
□AP001 □ MSO44 □MS045 

NAMF:_ 

ADDRESS:_ 

_CITY:_ 

PROV/STATF _CODE _ 

PHONF _ 

□ Cheque Enclosed (_+ 10% 
Shipping + 7% GST = S_) 

Charge to my □VISA □Mastercard 
□ American f xpress 

Card No.:_ 

Expiry Date:_ 

Signature:_ 

Complete and mailtoCM Books. 3284 
Yonge St.. Toronto. ON M4N 3M7 

Ft sr a ct rm píete catak >gue < ifa ll titles 
available circle #337t>n Reade/ Service 
Card 
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Listen to 
your heart. 

From the moment you begin to play a Kurzweil K1200, you'll hear 
heartwarmingly authentic acoustic instrument samples as only Kurzweil 
can create them. Plus a sizzling selection of brand new synth timbres. 
There are 162 great sounds, each with four layers and a powerful effects 
processor. The K1200 delivers all the features you'd expect of a fully pro¬ 
fessional synth for the 90s, including 16-channel multitimbral operation 
and dynamic voice allocation. But the one thing it won't give you is 
programming heartaches. The K1200 features the easiest programming 
ever. If you've got your heart set on the 
ultimate keyboard controller, look no further 
than the 88- or 76-note K1200 keyboards. Or, 
if you're adding to your existing setup, you'll 
want the Pro I module. Visit your Kurzweil dealer and hear the astound¬ 
ing K1200. If you listen to your heart, there's only one choice - Kurzweil. 

KURZWEIL 
Kurzweil is a product line of Young Chang America, Inc 

Young C hang C añada, 130 Royal C rest Court. Markham, Ontario, L3R 0A1. 416/513-6240 



PROMOTING YOURSELF TO 

j adío.. .the enemy! Radio...the 
■| stifler of creativity! Radio... 

the csscnti.il all\ loa 
anxious to have his work 

heard by the masses! 
Radio is, at various times, all of the above 

in a musician's mind, and sometimes at one 
and the same time. But does radio deserve to 
be thought of as the enemy or the stiller of 
creativity? 

The purpose of radio, despite the feelings 
of many who work in it, including myself, is 
to turn a buck. I learned a long time ago not 
to consider the phrases "radio broadcasting" 
and "art form" as synonymous. Perhaps 
Rush summed it up best in their classic track 
“The Spirit of Radio”, wherein the sales¬ 
man proved to be the bearer of the title, not 
the excitement that can be generated by a 
well programmed radio station. 

Personally. I first got involved in radio as 
a fan while still in high school. My early 
heroes were broadcasters like Red Robinson 
in Vancouver and Pat O’Day in Seattle, but 
as the face of rock music changed post-Beat -
les, so too did radio. 

In San Francisco, a gentleman named 
Tom Donahue helped create a new free-form 
style of radio broadcasting that soon found 
fruit in the Great White North as well. 
CHUM-FM in Toronto. CHOM-FM in 
Montreal. CKLG-FM in Vancouver, and. 
one by one, various other outlets across the 
country began to subscribe to the new crea¬ 
tive form of broadcasting where, instead of 
playing the top 40 songs over and over 
again, blended with gold, the announcers 
each expressed their own musical identity 
and causes through their programs. 

Such early leaders of the new form in 
Canada as Rainer Schwartz, Doug Pringle. 
Dave Pritchard and others became heroes to 
the counter-culture. And little surprise that 
they did. because the music on the air in 
those days reflected an alternative lifestyle 
that many of the fans were into, and many 
more aspired to. I remember one evening 
when I was living in Toronto and working 
for a record company where I heard, on 
CHUM-FM, a set that included Herbie 

Mann, Wilson Pickett. Jethro Tull and Joe 
Cocker. The only thing those musicians had 
in common was that they made good 
records, and that they got played together in 
the same set on that day; but it was. at the 
time, an amazing set of music. 

Soon however, the format makers came to 
realize there was a very viable commercial 
format within this new free-form radio. All 

Greg Simpson relocated to Ontario from B.C. in 1968 
and began his radio career al CJOE London. He has 
since been involved in promotion at A&M Records, 

many years in retail at Sam’s. Mr. Sound, and Records 
on Wheels. and side projects including music 

journalism, record production, nightclub promotion 
and teaching al Fanshawe College. He is presently the 
Music Director of FM96-London. a position he has 
held for over 10 years. He is also the London Bureau 
Chief oj Spotlight Magazine, in addition to acting as a 

consultant to nightclubs and agents. 

it needed was a few (to them) slight changes 
to make it work. This was living proof that 
a salesman who had been introduced to 
marijuana was a dangerous thing. Even 
worse, the salesman was right. 

Soon enough, the above-mentioned sta¬ 
tions. and many other very exciting proper¬ 
ties. began to follow a format. It was slight 
at first. Announcers were required to include 
just a few tracks per hour from the hottest 
albums to expand the listener base. It was 
still a creative concept — after all. if Jethro 

Tull was on the must-play list, and it led 
listeners into the work of other, lesser-
known but similar artists, it would be good 
for everyone in the long run. 

The record industry wasn’t complaining 
either. The new formatted FM stations ac¬ 
tually had the power to increase sales on its 
top sellers, and expose new acts as well. 
However, like most other things that work 
well, the end result is to magnify the concept 
and eventually format the entire operation. 
This is the state of most radio today. 

There are notable exceptions, of course. 
CFNY in Toronto, after management at¬ 
tempts to make it a commercially formatted 
station called FM 102. is in the hands of some 
of the most creative, if least bankable, radio 
men in the country. The station's original 
fans from the decade in which they repre¬ 
sented the artistic concept of the "Spirit of 
Radio” are still with them, and they are 
developing new followers every day who 
turn to them to avoid what they consider 
mainstream pabulum. It should also be noted 
that the gold and platinum records that are 
often presented to radio stations that help 
develop acts adorn CFNY's walls as 
profusely as they do at more commercial 
outlets — such is the luxury of broadcast¬ 
ing to a market of more than 3 million 
people. 

Vancouver now has a station that follows 
a similar pattern, and. no surprise, it is being 
run by David Marsden who graduated from 
boss-jock heroism as Dave Mickey, to the 
leadership of the Canadian underground 
radio scene in Montreal and. later, at CFNY 
before he was old enough to have laugh lines 
on his usually happy countenance. There is 
also something afoot in Windsor at CIMX-
FM. also known as the Cutting Edge, but this 
border city is very much concerned with 
attracting listeners in its considerably larger 
sister city. Detroit, and is only doing its thing 
in the evening hours so far. 

The rest of radio in Canada is very dif¬ 
ferent. In the next issue, we ll note some of 
the format differences between a sampling 
of radio stations from across the country. 
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Electro-Voice Powered 
Mixers 
Electro-Voice has introduced 2 powered 
mixers tor portable and permanent applica¬ 
tions. 

The 61 PMX and 81 PMX mixers are iden¬ 
tical electronically: the only difference is 
that the 61- offers 6 inputs whereas the Bl¬ 
otters 8. 

Features include: 220W into 4 ohms: 40V 
phantom power; 9-band graphic EQ; 
separate high-impedance RCA jacks with 
level controls; and built-in digital 
reverb/delay. Each channel features mic and 
live-level inputs as well as an insert jack to 
allow use of separate effects on each chan¬ 
nel. 

Audio Canada Inc.. 345 Herbert St.. 
Gananoque. ON K7G2VI (613)382-2141. 
FAX (613)382-7466. 

For more information, contact: Mark IV 

SoundTech 
Mixing 
Consoles 
SoundTech has introduced its ST122 & 
STI62 stereo mixing consoles. 

The 12x2x1 and 16x2x1 consoles feature: 
3 bands of EQ plus midsweep per channel; 
3 aux busses ( 1 pre. 2 post); 2 effects return 
controls in the master section; backlit LCD 
meters; S/N ratio of -90dB; ami THD of 
.008%, according to SoundTech. 

For more information, contact: Boosey & 
Hawkes (Canada). 279 Yorkland Blvd.. Wil¬ 
lowdale. ON M2J 1S7 (416) 491-1900. FAX 
(416)491-8377. 

DigiTech DDL/Sampler 
Digi lech has introduced the RDS 8000 time 
machine digital delay/sampler. 

I he unit delivers 9 different digital effects 
w hich include up to 8s of digital delay and 
sampling, chorus, flanging, sound-on-
sound. layering, doubling, slap back. echo, 
and infinite repeat. It features a full 

bandw idth. S N ratio of 90 dB and less than 
0.08C THD. according to the firm. 

For more information, contact: Erikson 

Music Reg d. 378 Isabey, St. Laurent. PQ 
H4T 1WI (514) 738-3000. FAX (514) 737-
5069. 

Sennheiser MD 422 
Dynamic Mic 
Sennheiser has 
introduced the 
MD 422 dyna¬ 
mic micro¬ 
phone. With its 
all-metal con¬ 
struction. har¬ 
dened steel 
basket, and 
spring-suspended microphone element, the 
MD 422 holds up to rough treatment and will 
survive an occasional drop. 

The spring suspension of the element will 
also attenuate handling ami other mechani¬ 
cal noise pick-up inherent to live produc¬ 
tions. Its unidirectional characteristic allow s 
it to reject crowd noise and avoid feedback. 

A very flat response and 5-step low fre¬ 
quency attenuator let the artists tailor their 
sound. Its sound reproduction makes it 
suitable for broadcasters such as DJs. 
sportscasters and announcers. These 
qualities make the MD 422 a preferred 

studio mic with true reproduction of any 
sound produced by musicians, including 
those of extremely high sound pressure 
levels which are easily encountered when 
using close micing techniques. 

For more information, contact: Sen¬ 
nheiser Canada. 221 Labrosse Ave.. Pointe-
Claire. PQ H9R 1A3 (5 14) 426-3010. FAX 
(514) 426-2979. 

A.R.T.’S SGX-2000 
A.R.T. has introduced the SGX-2000 tri¬ 
channel programmable tube preamp. 

The unit, when combined with a stereo 
digital effects system, gives players access 
to totally programmable sounds including 
over 70 different effects. 20 simultaneous 
effects, a programmable tube preamp and a 
programmable solid state preamp. 

The 70 programmable effects include: 
harmonic exciter, equalizer, digital reverb 
(24 algorithms), distortion, overdrive, com¬ 
pressor. envelope filter, stereo delay (21 
types), stereo chorus, samplers and more. 
These effects can be combined in virtually 
any way with simultaneous performance of 
up to 20 effects at a time. 

The preamplifier section includes: 2 
programmable tube ( 12Ax7) preamp chan¬ 
nels, and an additional programmable solid-
state preamp channel. Plus, all 3 preamp 
channels can be stacked. Volume and 5-band 
front panel EQ control settings can be 
programmed, saved or tweaked manually 
w ith the turn of a knob. 

For more information, contact: Yorkville 
Sound Ltd.. 80 Midwest Rd.. Scarborough. 
ON MIP 4R2 (416) 751-8481. FAX (416) 
751 -8746. 
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Washburn’s Pre-Amp for Acoustics 
Washburn International has introduced a 
pre-amplification and EQ system for acous¬ 
tic guitars. 
The EQUIS II circuitry is designed 

around certain resonant frequencies com¬ 
mon to the guitar. The graphic low. mid. high 
and contour controls allow the player to 
achieve a natural acoustic soimd with any 
amp or sound system, according to Wash¬ 
burn. 

Each of the 3 EQ bands offers +/-I5 dB 
of boost or attenuation, and LED indicators 
show system operation and battery condi¬ 
tion. The unit also features both 1/4" and an 
XLR direct outputs which arc independent 
of each other. 

For more infor¬ 
mation, contact: 
Boosey & Hawkes 
(Canada), 279 
Yorkland Blvd.. 
Willowdale. ON 
M2J 1S7 (416) 
491-1900, FAX 
(416) 491-8377. 

Zoom Digital Signal Processor 
Zoom has introduced the 9010 digital signal 
processor. 

The unit allows 4 effects to be used at the 
same time. It can process digital sounds 
based on 16-bit quantization, a 44.1 kHz 
sampling frequency throughout the A/D and 

D/Aconversion and a dynamic range of over 
90 dB. 

The design of the internal architecture 
allows an unlimited amount of complex 
digital eff ects and effects combinations to be 
created, according to Zoom. 

For more information, contact: S.F. 
Marketing. 3524 Griffith St.. St.-Laurent. 
PQ H4T1A7 (514) 733-5344. FAX (514) 
733-7140. 

World Class Pick-ups 
and Electronics for 

Acoustic Instruments 

GIVE YOUR 

INSTRUMENT 

THECHANÇE 

TO SOUND 

AS GREAT 

AS IT CANJ 

FISHMAN 
TRANSDUCERS 

EXCLUSIVE CANADIAN DISTRIBUTION: 

WES-CAN MUSIC SUPPLIES 
2314124th STREET 
WHITE ROCK. B.C. V4A 3M8 
Tel. (604) 538-6666 FAX (538-9414) 
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ADA MIDI Tube 
Bass Pre-Amp 
IMG has introduced the ADA MB-1 MIDI tube bass pre-amp. 

The unit features separate tube (a pair of 12Ax7As) and solid state 
parallel input stages, each with its own 6-curve shelving contour 
filter. The 2 stages can be mixed and fed to a compressor with 
programmable ratio, threshold and level. A 5-band programmable 
semi-parametric EQ follows and feeds a programmable 
chorus/doubler. 

The rear panel has dual programmable effect loops with separate 
programmable bypass and adjustable send return controls. An adjus¬ 
table crossover and low frequency limiter protect the user's bass 
cabinets. The MB-1 comes with 49 factory presets and memory for 
256 user programs. 

For more information, contact: IMG. 0281 Clement. Ville de 
Lasalle. PQ H8R 4B4 (514) 595-3966. FAX (514) 595-3970. 

Fender 
Bass 
Line 
Fender has introduced the Heartfelt 
line of bass guitars. 

The line, which is aimed at the 
virtuoso bass market, includes the 
standard bolt DR 4 & DR5 (5 string) 
models, and the neck-through-body 
models DR 4C. DR 5C & DR 6C (6 
string). 

Features include: active electronic 
circuitry; maple/graphite/rosewood 
tri-lam necks: 2 single-coil J-bass 
style pick-ups: and 1/4" & XLR out¬ 
puts. Controls include volume, pan 
and frequency shift (w h ich works like 
a parametric EQ. according to 
Fender). 

For more information, contact: 
Fender Musical instruments Corp.. 
1130 Columbia St.. Brea. CA 92621 
(714) 990-0909. FAX (714) 990-
3986. 

- So, you're getting into touch football? 
- Gotta shape up or she'll drop-kick me out the door. 

X Make your move. feci great. panTiupauTinn 

Phone up some friends, 
grab the pigskin ami head for the park. 
Blues versus reds! 
It makes Saturdays 

Canadian Musician — 68 — august • 1991 



Macro-Reference Amp 
from Crown 
Crown has introduced its new macro-refer¬ 
ence amplifier. 

A 20-bit digital device, it uses an ultimate¬ 
ly-damped. high-excur¬ 
sion design which 
delivers a realistic 
transparent sound, ac¬ 
cording to Crown. 

Crown chose to vir¬ 
tually eliminate electro¬ 
magnetic interference by 
using a power supply 
based around an ad¬ 
vanced toroid. Its en¬ 
hanced output device 
emulator protection cir¬ 
cuitry obtains precise transfer function (as 
monitored by Crown’s I/O comparator) and 
greater control of the amplifier s internal 
signal. To keep the amplifier as quiet as 
possible, a state-of-the-art convection cool¬ 
ing system was added with a computerized 
on-demand proportional fan assist to prevent 

thermal overload. 
The front panel's standard analogue input 

is augmented by a plug-in input which will 

accept modules capable of working with all 
popular digital formats. The amplifier is 
operable in bridged/mono or parallel/mono 
modes, can drive loads rated as low as 1 
ohm. and has a wide internal bandwidth (3 
Hz-100,000 Hz. +/-1.5 dB) to eliminate the 
possibility of its being driven into transient 

intermodulation or slewing-induced distor¬ 
tion. The unit is equipped with front panel 
level controls and settings for 2 input sen¬ 

sitivities. 
It measures 

19x7x16" (WxHxD) 
and weighs 62 lbs. 
Other specifications 
include a power rating 
of 760W/channel at 8 
ohms, a maximum 
average of 1 kHz, 
0.02% THD (with 
both channels 
driven), a S/N ratio of 
!20dB(A-weighted), 

and a low frequency damping figure of 
greater than 20.0(H) while operating at 8 
ohms. 

For more information, contact: Om¬ 
nimedia Corp. Ltd., 9653 Cote de Liesse. 
Dorval. PO H9P 1 A3 (514) 636-9971. FAX 
(514) 636-5347. 

Atari computer. 
Intelligent interface 

Makes your work seamless and logical. NOW SHIPPING 
Oktal's exclusive worldwide distributor is: 
KORG Canada - 378 Isabey, St-Laurent, Quebec CANADA H4T 1W1 Tel: (514) 738-3000 
Dealership inquiries welcome! Pax - (514) 7375069 

KKU 
Multi-tasking 

All windows updated automatically, editing in one 
window affects all. 

User friendly environment 
Designed for musicians to work quickly and intuitively. 

Lightning speed 
A program this powerful needs this kind of speed. 

Transcription: 
The most powerful and accurate notation available for the 

48 TRACK SEQUENCING 
SCORE PRINTING 
AVAILABLE for atari st, 

MEGA, STACY AND TT 
SERIES COMPUTERS. 

* Please inquire regarding versions for 
other computers 
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Roger Mastered Digital Ten Years Ago, 
And The DDiooo Overnight 

Roger Nichols has been a premier proponent 
of digital recording since engineering his 
first digital master in 1981. Today, Roger's 
blessing on new digital technology is con¬ 
sidered by many as the ultimate approval. 
That's why he extends his blessing sparingly. 

It only took an evening for Roger to 
embrace the power and potential of the 
DDIOOO magneto-optical digital mastering 
recorder. He discovered how quickly and 
easily the DDIOOO constructs songs, com¬ 
bines sound effects with music, edits dialogue 
with total precision and syncs cues to video 
as easily as manipulating text in a word 
processor. 

According to Roger, "The DDIOOO combines 
all of the benefits of tape with the opera¬ 
tional advantages of a hard drive. Its remov¬ 
able SV" optical disk holds an incredible 
650Mb of digital audio information. You 
get instant random access to as much as 
90 minutes of stereo audio with 3 sampling 

rates, a noise-free dynamic range of 96dB 
and immeasurable wow and flutter.'' 

Roger’s word to the wise? "From music 
composition and recording to audio post, 
from film scoring to broadcast, the un¬ 
matched capabilities of Akai's DD1000 will 
play an important role in my digital future. 
And if you're as serious about the business 
as I am, you will audition it for yourself." 

The DDIOOO is available for your personal 
inspection at all authorized Akai Digital 
dealers. So, what are you doing tonight? 

AKAI 
DIGITAL 

SHRIRO (CANADA) LTD. 
8145 Devonshire Rd., Montreal, PQH4P2K6 
514-735-4647 FAX 514-342-1698 

99 Advance Rd., Toronto, ON M8Z2S6 
416-236-1623 FAX 416-236-3713 



OPPORTUNITIES 

Have you recorded & 
mastered your songs and are 
trying to get a record deal? 
VELVET RECORDS will 
present your material on an in¬ 
ternational compilation CD tar¬ 
geted towards the industry's 
record, radio & music publica¬ 
tions. with prepaid reply cards. 
Your $850.0(1 guarantees in¬ 
dustry results, limited spots 
available. Call now at 416-891-
3314 or send your cassette to 
Velvet Records Compilation 
CD. 2O5A Lakeshore Rd. E.. 
Mississauga. ON L5G IG2. 
Attn: Mark McLay or George 
Semkiw. 

Manufacturer of Drum and 
brasswind has warehouse in 
I.os Angeles. USA. Looking for 
distributors in Canada. SUN-
LITE INDUSTRIAL CORP. 
TEL: (213) 263-6169 FAX 
(213) 263-6706. 

Metal Rage Promotions seeks 
rock bands to showcase at 
Foundations Forum '91 in L.A. 
Also compilation project. Con¬ 
tact Cheryl (416) 450-9509 -
leave message. 

PRODUCTS 

Sampling. Digital and Analog 
Multi-Track equipment avail¬ 
able for rental anywhere in 
North America. Reasonable 
rates. Many other services. Call 
or fax Elliot Audio (416) 663-
3111. 

LASERS: Low-cost image 
projectors for exciting pattern 
and beam effects. Red Line. 
9737 Balboa Dr.. St. Louis, MO 
63136. 

SY77 and V-50 Discs S55. 
SY77 "Sonic Holography or 
Pacific Powers". V-50 "Film 
Phis" or "Studio Xpandar . 
Money order, certified cheque. 
AMEX. Postal cheque to Dept. 
('M. RPM Sound Labs. 20427 
Kent St.. Maple Ridge. BC 
V2X 1A8 (604) 465-9811. 

MIDI RETROFITS — lech 
nical Magic offers kits for Key¬ 
boards. Pipe-Organs. Pedal¬ 
boards, Accordions, Etc. We 
also perform the Real World In¬ 
terfaces MT-32 modifications. 
For details write: Technical 
Magic. 26090-62 Robertson 
Road. Nepean. Ontario K2H 
9R0. Call (613) 596-9114 or 
FAX: (613)596-3304. 

Reduce noise levels, slap echo, 
standing waves with AZONIC/ 
AS-USA sound absorption wall 
panels, ceiling tiles, baffles. Ex¬ 
clusively from ACOUSTICS 
INTERNATIONAL. .1102-500 
Eau Claire Ave. SW. Calgary. 
AB T2P 3R8 Phone (403) 266-
3130. FAX (403) 261-0676. 

Music Videos!!! We produce 
high quality music videos at 
great prices. Call Dave at 
Straiton Films for reels, quotes 
and ideas. (416) 323-9679. 

PUBLICATIONS 

CANADIAN MUSICIAN — 
Back issues. For a complete list 
of back issues, write, phone or 
fax Canadian Musician. 32S4 
Yonge St.. Toronto. ON M4N 
3M7 (416) 485-8284. FAX 
(416) 485-8924. 

THE MUSIC BOOKSTORE 
MIDI tips, rock rifts, the music 
business "how to 's" and more! 
Titles include — THE MIDI 
HOME STUDIO. HOW TO 
MAKE AND SELL YOUR 
OWN RECORD. LEAD 
GUITAR, and many others (see 
advertisement in this issue). For 
a free catalogue of exciting new 
publications, contact: CM 
Books. 3284 Yonge St.. Toronto. 
ON. M4N3M7 (416)485-1049. 
VISA. Mastercard X American 
Express accepted. 

SAI RED INSTRUMENTAL 
MUSIC: Graded solos, en¬ 
sembles and concert band by 
several arrangers for church and 
school. Publications are typeset. 
For free catalogue contact: 
David E. Smith Publications. 
4826 Shabaona Rd.. Decker¬ 

ville. MI 48427 USA (313) 
376-4552. DEALER EN¬ 
QUIRIES WELCOME. 

FREE CATALOG of Books. 
Tape X Videos covering 
Recording Techniques. Studio 
Business. Live Sound. Instru¬ 
ment-Specific Guides. MIDI. 
Composition. Career Develop¬ 
ment. Music Business. Industry 
Contacts. A&R Lists and more. 
All 550 titles reviewed and 
guaranteed! Now available toll-
free from Canada. Mix Book¬ 
shelf. 6400 Hollis St. #12. 
Emeryville. CA USA 94608 or 
(800) 233-9604. 

Want to keep up with the ever¬ 
changing music industry? 
Need a one-stop resource guide 
for companies, names, numbers, 
facts? Order MUSIC DIREC¬ 
TORY CANADA (see ad this 
issue). Only $26.95 plus ship¬ 
ping & handling. Canadian resi¬ 
dents add 7G GST. To order 
contact CM Books. 3284 Yonge 
St.. Toronto. ON M4N 3M7 
(416) 485-1049. FAX (416) 
485-8924. VISA. Mastercard. 
Amex accepted. 

If you're serious about a 
career in music, get SOME 
STRAIGHT TALK ABOUT 
THE MUSK BUSINESS by 
Mona Coxson. a no-nonsense, 
step-by- step guide to the music 
industry. Order today (see ad 
this issue) and get the inside 
track on making it in the music 
business. Only $ 19.95 plus ship¬ 
ping & handling. Canadian resi¬ 
dents add 70 GST. To order 
contact CM Books. 3284 Yonge 
St.. Toronto. ON M4N 3M7 
(416) 485-1049. FAX (416) 
485-8924. VISA. Mastercard. 
Amex accepted. 

RECORDING 
STUDIOS_ 

ART-TEC REt ORDING 
STUDIOS: specialize in 
songwriter development. Full 
production services. REC¬ 
ORDS X TAPES: In-house cas¬ 
sette manufacturing and 

duplication. Record & CD pack¬ 
aging. GRAPHICS: In-house 
computer art with colour scan-
ning/separating. Full printing 
service. PUBLISHING: Song¬ 
writer promotions and presenta¬ 
tion. St. Thomas. ON (519) 633-
9549. Toronto representative: 
(416) 924-2386. 

CHALET STI DIO — A 
residential. 24-track recording 
studio just outside of Toronto on 
40 acres with inspiring view. 
Competitive rates include out¬ 
board gear. MIDI equipment, 
automated console, engineer, 
chef, maid service, luxurious ac¬ 
commodations and swimming 
pool. Recent clients: Rush. 
Gregory Hoskins and the Stick¬ 
people. Bob McGrath (Sesame 
Street). Call for demo reel and 
video brochure (416) 649-1360. 
FAX (416)649-2951. 

Pi/a/./udio, Toronto's fust af¬ 
fordable 24-track digital 
recording studio offers free mul¬ 
titrack tape, hassle free parking, 
loads of outboard gear. 10 
minutes from 401 and Yonge. 
Call (416) 748-7440. 

RECORDINGS 

1Toy Craig and The Dregs: 
"Canada's answer to Tom 
Petty". I()-song cassette. $5.00. 
797 Euclid Ave.. Toronto. ON 
M6G 2V3. 

SERVICES 

SOUNDSCULPTURE CUS¬ 
TOM ELECTRONICS AND 
MACHINES FOR THE 
AR I'S. Soundsculpture special¬ 
izes in: Tape Duplication 
Equipment (including the 
TIMEWINDER cassette 
loader); Audio Electronics; 
Radio Controlled Light and 
Motion. We did the Phantom of 
the Opera. Quotations are free! 
SOUNDSCULPTURE IN¬ 
CORPORATED. 50 Carroll 
Street. #305. Toronto, ON M4M 
3G3 CALL (416) 462-0242, 
FAX (416)462-0894. 
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YOU’VE GOT YOUR SOUND. LET US GIVE YOU THE LOOK. 

COMPLETE GRAPHICS 
PACKAGE EROM CONCEPT 
TO EINISHED PRODUCT 
ALBUM COVERS, PRESS KITS, 
POSTE RS, C ATAI,OGU ES, 
ELYE RS, ADS 
YEARS OE EXPERIENCE IN 
THE MUSIC INDUSTRY 
IN-HOUSE PHOTOGRAPHY, 
GRAPHIC DESIGN, COPY 
WRITING AND TYPESETTING 
FACILITIES 

nw H 11 HI ï 
GRAPHICS 

3284 Yonge St., Toronto, ON M4N 3M7 
CALI. ROH JACKSIE TODAY 
(416) 485-8292 

details. Duncan Thorn — 
Professional photographer 

CUSTOM BUILDING, repairs 
and custom finishing for 
stringed instruments. Kits to 
build guitars, dulcimers, man¬ 
dolins, banjos, lyres, psalterys, 
harps, hurdy gurdys and more. 
Luthier supplies mail ordered. 
Nationwide service. Timeless 
Instruments, PO Box 51, 
Tugaske, SK SOK 4B0 (306) 
759-2042. 

GRAPHIC DESIGN FOR 
ALL YOUR CREATIVE 
NEEDS: Brochures, Promo 
Kits, Catalogues, Print Advertis¬ 
ing, Logo design. Posters. Call 
Rob Jacksie, WHITNEY 
GRAPHICS, 3284 Yonge St., 
Toronto, ON M4N 3M7 (416) 
485-8292. 

PHOTOGRAPHY — $50 
flat rate to musicians, bands, 
vocalists, etc. Call today for 

(416) 690-0224. 

POP Strategies, a music enter¬ 
tainment marketing, promotion 
and publicity company 
specializing in live event or¬ 
ganization. Clients include 
Music Industries Association of 
Canada, SOCAN. Record 
launches, concerts, workshops 
and seminars. We can quote on 
complete package of marketing, 
graphics, guest lists, publicity 
and thorough follow-up to 
guarantee the success of your 
event. For more information 
contact Penny Campbell. POP 
Strategies, 3284 Yonge St., 
Toronto, ON M4N 3M7 (416) 
485-8295, FAX (416) 485-8924. 

The most comprehensive 
selection of music-related 

mailing lists in Canada. In¬ 
house computer allows up-to-
date contacts. We can provide 
information on computer print¬ 
out or labels, or give us the 
materials and we will do the 
mailing for you. For more infor¬ 
mation and brochure contact 
Norris Publications, 3284 
Yonge St., Toronto, ON M4N 
3M7 (416) 485-8284, FAX 
(416)485-8924. 

Demo your song = $250. This 
mail order service really works! 
Let us prove it. Also, Etobicoke 
studio $12/hour. Sample tape $5 
(refundable). August Night 
Music, Box 195, 250 St. Helens 
Ave., Toronto, ON M6H 4A4 
(416) 233-0547. 

Want a record deal? Ex¬ 
perienced producers will criti¬ 
que your demo and provide in¬ 

dustry contacts. Send your cas¬ 
sette and $25 cheque to: TS 
Music, 3886 Chesswood Dr., 
Downsview, ON M3J 2W6. 

IF YOU'RE LOOKING 
FOR AN INEXPENSIVE 
WAY TO ADVERTISE 
YOUR SMALL BUSINESS 
TO A LUCRATIVE MUSIC 
MARKET LOOK TO OUR 
CLASSIFIED SECTION 
OF CANADIAN MUSICIAN 
MAGAZINE. Rates: $.90 per 
word. Minimum $15.00. Fre¬ 
quency discount: 3 ads- 4%, 6 
ads-8%, 12 ads-12%. Payment 
In Advance. Visa, MasterCard 
& American Express accepted, 
Canadian residents add 7% 
GST. Contact Penny Campbell, 
Canadian Musician, 3284 
Yonge St. Toronto, ON M4N 
3M7 (416) 485-8284. 
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ER-15 CUSTOM 
HEARING PROTECTION 
WITHOUT COMPROMISING 
MUSICAL FIDELITY 

STATE OF THE ART 
HEARING PROTECTION 
FOR MUSICIANS 

N . . . 

PERFORM — .-—  —— 

Noise. That unwanted hiss that 
every performer or engineer has 
had to deal with at some time. 
However, noise can be overcome. 
The Ross Systems RX-NR4 Quad 
Noise Reduction System is ideally 
suited for removing that 
unwanted noise from your audio 
signal, providing clean, silent 
reproduction of the sound you 

B & J MUSIC 

have worked so hard to create. 
Engineered with the flexibility 
needed for a variety of 
applications, the RX-NR4 will 
please even the most 
discriminating audio professional. 
Whether your signal processing 
needs are on the stage or in the 
studio, don’t sacrifice performance. 
Choose Ross Systems. 

469 KING ST., W. 

For more information, 
send for a free catalog to: 

TORONTO, ONT. M5V 1K4 

The Amazing 
OUR 24 HOUR 
DEMO UNE 

(213) 625-EBOW 

The Electronic Bow For Guitar 

The EBow is a hand-held synthesizer for 
guitar featuring Direct String Synthesis. 

There’s no nook up, no installation and it 
comes ready to play. Call our 24 hr demo line 
and hear what you can do with this unique 
device. FACTORY DIRECT PRICES! 

To Order Call (213) 687-9946 Visa/MC/MO 
Heet Sound Products 611 Ducommun Street 

Los Angeles, CA 90012 USA 

Record Manufacturers Products Services 

SCORE.' 

call (416) 338-7126 

We also have great prices on Ataris! 

77 (416) 298-8190 M1B 2W3 

Music Stores 

EVEN 
THE demos to 

printed music* 

CANADA'S LARGEST 
CUSTOM MANUFACTURER 

OF RECORDS, TAPES 
& COMPACT DISCS 

CALTON CASES OF CANADA 
Bay 3, 4215 Brandon Street S.E. 
Calgary, Alta, Canada T2G 4A7 
Telephone: (403) 243-4099 f 

Custom fitted 
2-piece molded 
fiberglass instru¬ 
ment cases for: 
• Acoustic guitar 
• Electric guitar 

1 • Electric bass 
" guitar 
< • Mandolin 
\ • Banjo 
I • Violin 

WHEN ONLY THE BEST 
WILL DO . . . EVEN THE SCORE 

222 Lakeshore Rd. East 
Oakville L6J 1H8 

(inside 'The Music Stand') 
SSII! cinram 
2255 Markham Road. Scarborough. Ont 

MARKETPLACE 

FOR MORE 
INFORMATION ON 
PLACING AN ADIN 
MARKETPLACE... 

CONTACT: 
PENNY CAMPBELL 

(416) 485-8284. 

High quality, low cost 
photographs — Fast 
Any quantity 
Available in glossy or matte. 
Colour or black & white. 
Ask for your free customized 
kit today. 

SG 
GALBRAITH REPRODUCTIONS 

201 DUFFERIN STREET 
TORONTO, ONTARIO 

M6K 1Y9 
(416) 531-6913 

the Audiology 
Centre inc. 

1333 SHEPPARD AVE. E„ STE 246, 
WILLOWDALE, ON M2J1V1 
TEL: (416) 498-4151 

9201 YONGE ST. 
RICHMOND HILL. ON 
(416) 889-6382 
(416) 324-2616 

TORONTO UNE 

4544 SHEPPARD AVE E 
SCARBOROUGH. ON 

(416) 293-7739 

Cosmo Music Warehouse 
BAND CENTRE 
112 Newkirk Rd. N. 
Richmond Hill, Ont 

¿S» (416) 770-5222 
(416) 324-2818 

y TORONTO UNE_ 
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If you are unsigned and would like to he a part of “Showcase”, 
send us a complete bio, glossy black 
& white photo, and a cassette of 
your music. Also include an address 
and phone number where you can 
be reached. Some artists appearing 
in "Showcase" will be featured on 
Canada's New Rock, a syndicated 
national radio show that also fea¬ 
tures unsigned artists. 

Send your complete package to: 
Showcase, Canadian Musician. 
3284 Yonge St., Toronto. ON M4N 
3M 7. 

UUBONES 
Bare Bones is a great name for this duo 
from Montreal. Singer Suzanne Nuttall 

and guitarist Patrick Hutchinson stick to 
the basics on this very classy full-length 

independent cassette, simply 
entitled Rare Rones. 

With Patrick playing electric and slide 
guitars, and Suzanne doing most of the 
singing and playing some acoustic, the 
pair pay tribute to their R&B. folk and 
country roots while maintaining a clear 

eye on where this music can still 
take them and their listeners. 

Bare Bones' modis operandi is simple — 
strip away all possible embellishments 

(except clean production), and play like 
you mean it. It works. Others apparently 

agree, as they’ve so far opened shows for 
Sue Medley, 54-40 and The Skydiggers in 
their two-year partnership. Keep an ear 
open for these two. 

• Bare Bones • 
Style: Roots, R&B 
Contact: Bare Bones, 953 Melrose, 
Montreal, PQ H4A 2R3 (514) 484-5380 

^BRIGGS 
Kevin Briggs is walking tall in the 

footsteps of his guitar heroes Eddie Van 
Halen and Steve Vai. With blazing guitar 

chops and a streetwise attitude, this 
27-year-old Hamilton native is clearly 

working towards pushing the 
older guys aside. 

A jazz music college graduate and 
four-year veteran of the Canadian and 
U.S. cover band circuit, Briggs now 
devotes his full attention to writing 

"instrumental and radio-oriented songs", 
as he calls them. His Showcase 

submission is a crisp, three-song demo 
that captures the essence of his goal. 

Briggs' guitar playing, although 
technically impressive, also maintains a 
sense of melody and feel — a refreshing 
change in the realm of the rock 
instrumental style, where the biggest test 
of musical skill is often how many notes 
can be squeezed into a bar. 
It's likely Briggs will be the one to teach 
other fret scorchers a thing or two. 

• Kevin Briggs • 
Style: Instrumental Rock 
Contact: 57 Mericourt Rd.. Apt. 107. 
Hamilton, ON L8S 2N5 (416) 529-0748. 

»GREENHOUSE 
For a band that describes itself as being 

"deeply rooted in the '60s musical 
tradition", they must be talking about their 

work ethic or something, ’cause the tape 
sounds right up to date. Maybe they’re 

referring to their vocal harmonies, which 
are bang on and do lean on the 

McCartncy/Lennon-ish side. 

A band sprung from the plains of 
Saskatchewan, the Greenhouse sound is 

somehow distinctly Canadian, in the sense 
that The Northern Pikes or Grapes of 
Wrath sound the same way. A touch 
understated, perhaps. Nevertheless, 

it's an enjoyable electric/acoustic 
blend, and this two-song demo 

begs to have a few more 
tracks included on it. 

With just over a year 
playing together. 
Greenhouse has a lot of 
potential. With patience, 
determination and a little 
more experience honing 
their songwriting skills, this 
four-piece could well help 
make Saskatchewan more 
famous and loved than it 
already is. 

• Greenhouse • 
Style: Rock 

Contact: P.O. Box 8961. Saskatoon. SK 
S7K6S7 (306) 374-8164. 
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Unmatched Versatility 

No other small speaker in the 
world can match the new Electro-Voice 
S-40 compact monitor. 

In fact, no one comes close. 

ElectroVoice 
a MARK IV company 

We like to say that the S-40 “breathes 
freely.” Unlike our competitors, we gave 

it independent woofer and tweeter 

protection, which activates only when 

the speaker is overdriven, never before. 

EV’s exclusive PRO1" circuit protection 
guarantees 160 watts of long-term 

power capacity. 

And to further prevent failure, the 

tweeter is ferro fluid cooled and uses 

flexible tinsel lead wires. Smooth and 

accurate throughout the entire frequency 

range, the S-40 features high-quality 

components with an optimized crossover. 

The rugged polystyrene cabinet is 

optimally vented for extended low-

frequency response ( - 3 dB at 85 Hz). 

Low-flux-leakage magnetic design means 

the speaker can be placed close to video 

monitors without interference. Optional 

enclosure mounting points are 

conveniently spaced so that a wide range 

of hardware can be used for stand or 

wall mounting. A special mounting 
bracket is also available. 

Available in black and white, the S-40’s 

sharp styling will enhance the look of 

your studio, and offers numerous 

options for a live set. 

The Electro-Voice S-40 — a small 
wonder. Proof that good things 

sometimes do come in small packages. 

Electro-Voice, Inc., 600 Cecil St. Buchanan, MI 49107, 616-695-6831 Mark IV Audio Canada, Inc. 345 Herbert St., Gananoque, ON K7G2V1,613-382-2141 

Incomparable Performance 

Small Wonder 



Atari IO4OSTE“, SM 124 and Yamaha SY77. 

The drums 
beat 

The lead 
guitar wails 

For the dealer closest to you 
or for more information 

please contact: 

Atari (Canada) Corp. 
90 Gough Road, Units I & 2 
Markham, Ontario, L3R 5V5 

Phone: (416) 479-1266 

The Atari IO4OSTE™ is the only personal com¬ 
puter designed to make music. It’s also the 
only computer with built-in MIDI ports, allow¬ 
ing direct and efficient interfacing with all 
kinds of equipment. This exclusive built-in 
MIDI feature is one reason why the Atari 
IO4OSTE™ has become the standard in the 
music industry. The other reason is software. 

The majority of new music software is 
published almost exclusively for the Atari 
ST™. This gives musicians the power to com¬ 
pose with incredible variety, using multi track 
sequencers to control digital sounds on all 16 
MIDI channels. Play notes and watch them 
appear simultaneously on the screen. Edit in 
real time. When everything’s in place, print 
directly from the program in one easy step. 
Even the most complicated scores. 

As for price, the Atari 1040STE ™ is very 
affordable. No wonder it’s the most popular 
computer among all people who love music, 
not just professionals. Atari. Committed to 
bringing music to life. 

And you’ve 
got it all 

down in print 

AATARI 




