2 il
'y
g 8 . .
£
' : y
/7 -
’ ba
’ -
e . L

SCENE




SO MUCH SOUND
SO LITTLE MONEY

— 9GOLD P\::fi
—— 10VOCAL
— 11 BAASS PLATE
- 12PEAC PLATE
- 13C
OECAY - 1FLANGE
= AMB GITAL
oeLAY bl ‘:iccmf HALL=— \_ ::fxg:’vs 2; FECTS
XL 2 s‘l'w'f:::lL PROCESSOR
1 LARGE

PARAMETER

YOUR SOUND DESERVES THE BEST

What if we tald you that the warld-class “Lexicon Sound”
could be yours for less than $699.00 - the same quality sound
that's used on aver 80% of the commercially and arfistically
successful records and soundtracks?

Meet Alex — it really is A Lexicon Digital Effects Processor
— which means that it sounds phenomenal. And whatever
instrument you play ar console you use, you owe it fo yourself o
hear what Alex can do for your sound.

We've given you great sounding reverbs, way cool echoes
and chorusing, wild flanging and spacious delays. You can adjust
parameters {there’s over 4,000 effects possibilities) and you can
store your creations in the 16 user registers.

Alex also features o footswitch input for stepping through
the registers either sequentially or in your own customized
“register chains” (to match a set list for example) — without
needing MIDI to make it happen!

Alex is the latest in a range of classic digital effects
processors that can be heard in all the right places-from the top
players o the finest studios.

Check-out Alex today at the finest professional audio
dedlers.

Xicon

HEARD IN ALL THE RIGHT PLACES

Distiguren N Canapa BY: S.F. Markering, 6161 Cveimor, St-Laurent, PQ, H4S TR3 (514) 856-1919 Fax (514) 856-1920




PICK A GQUITARIST
CANY QUITARIST

JIMI HENDRIX

The Ultimate Experience 2‘%& & i ROBBEN FORD

His 20 Greatest Hits remastered. - A G Robben ford & The Blue Line
Over 70 minutes of music. For years this master studio session

p|ayer has backed up the stars. With
this blues ckarged album he's in the

A guitarist with no peers, he defined

the electric guitar.
spotligkt and his p|aying shows w'wy.
Guitar: Fender Ultra/

Fender TeJecaster

Quitar: Fender Stratocaster

LEE RITENOUR

Wes BOUH(J
With his latest album, Lee pays

homage to a jazz guitar |egen<J, Wes

ACOUSTIC ALCHEMY

The New Edge

On their seventh album, Nick Webb
Montgomery. His playing is fluid and and Greg Carmichael once again
seeming'y effortless but magic just stretch the boundaries of jazz, new

the same. country folk, and acoustic guitar

Quitar: Gibson L5/

Roger Saéowsky classical - electric

p|aying in general.

Guitar: Lowden Guitars

RALF [LLENBERGER
Soleil

Another guitarist who doesn't easi'y

DON ROSS
3 Hands

fit any category. Exploring styles from T|1is extraor&inari|y talented

neo-classical to progressive jazz. This

Canadian guitarist draws from the

ikes of Leo Kottke, Michae
Hedges and early Bruce Cockburn.
Music for three l’xan&s‘

Quitar: Lowden Guitars

music appeais to all serious p|ayers.

Quitar: Takamine/Washburn/lBanez

.AND YOU'LL FIND THEM AT

PART I C T P AT I N G

CANADA'S LARGEST AND BEST KNOWN RECORD STORE
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LYRICS WHISPER TO THE HEART.

BASS SPEAKS DIRECTLY TO PARTS OF
THE BODY WE CAN'T MENTION HERE.

As you strike the E string, an invisible shockwave travel- While you'e there, ask to see the
ing at Mach 1 starts spreading in every direction until, finally, BB Series basses. These are true
it impacts its intended target: Your helpless audience. Yamaha classics, refined with the
Boom. (We really enjoy moments like this because they ~  input of artists like Nathan
usually involve a Yamaha bass.) East, our BB series guru. ¢ ;
Perhaps the one shown here, the TRB-6P. It's the six- They have deep ///
string member of our premiere series. Like every TRB,itis ~ cutaways, ‘ high performance
the product of exceptionally high aspirations. Only the pickups, X S and precision-machined

finest materials are used in its construction. Only the best

. : hardware. They're uncommonly
=y J . o X / ' by comfortable to play. They just plain fit.
2 2% X We heard that Billy Sheehan had
spent twenty years customizing his bass until, at
last, he felt it had what he wanted. So we asked him to
help us build a bass hed like even better. We did and he did.
Then, with his help, we built a whole series of them. The
Attitude Series—inspired by the demands
of Mr. Sheehan, but with features any
player can appreciate. In English: They
kick butt.

Wed like to take this moment to make a

8 g Imagi rld without bass.
brieftributetomodern Rockand Roll. We #7207

callit the RBX Series. These are basses specifically designed

for today’s player. Light, balanced bodies, deep contoured
cutaways, chainsaw-sharp tones. Not for the meek.

Write or FAX to us.
Another shockwave will go out urging us to send you infor-
woods and most responsive electronics. Go to your favorite  mation on every four, five and six-string bass we make.
bass dealer and tell them you would like to see the bass Now, a word about those parts of the body we couldn't

John Patitucci plays. They will hand you a TRB. mention in the headline. Oh sorry, we're out of space.

YAMAHA
Electric Basses

Yamaha Canada Music Ltd. 135 Milner Ave. Scarborough. ON M1S 3R1 (416) 298-1311 FAX (416) 292-0732.
© 1992 Yamaha Corporation of America, Guitars, P.O. Box 6600, Buena Park, California 90622-6600. (714) 522-9011.




PURE E2

nomination for
Most Promising
Group, a strong
debut release
produced by
ex-Talking Head
Jerry Harrison

opening slot on
the recent
Daniel Ash tour

™ ARG

Cool gear, hot players and rare
birds! CM talks to some of

LB Canada’s best-known axemen to
find out what guitarists are looking
for and listening to.
by Richard Chycki

JUNE 1993 - VOLUME XV, NUMBER 3 and Ed MacDonald

and an

have made the past year Pureafunalia
for Vancouver techno-
grunge rockers Pure.

by Tim Moshansky

I

One of Canada’s most
vibrant and prolific
musical communities,

Montreal has always TH E PU RSU |T 0 F

been on the cutting
edge of the jazz scene. HAPPlNESS 36
CM talks to some of the
formidable musicians
who exemplify the sounds

CM catches up with The Pursuit of Happiness as
they discuss recording their latest release The

T Downward Road in LA, with producer Ed Stasium
lre el OT Ul and run down some of the gear they use in
by lan Menzies achieving their own uniquely personal sound.
by Geoffrey Davis
B} FEEDBACK PRODUCT NEWS
Samson mixers, dbx preamps; Sennheiser Pro-
UPFRONT Force mics; Rocktron power amps; and more.
Get Rich Quick, Breaks for Musicians,
Event Schedule. E MARKETPLACE
Products, Services, Opportunities, Publications,
PRODUCT REPORTS and more.
Seymour Duncan Woody Acoustic Sound Hole
Pickup/Acoustic Environment Control Preamplifier; SHOWCASE
Soundcraft Spirit Folio Mixer; Yamaha QY20 Music Fourteen Eyz, Ray Bonneville,
Sequencer. Lowland Chronicles.

C O L U N N S

WEROEPOROINOREND
OfojiNggojopg s

Guitar Brian Hughes Vocals Crusoe
Keyboards Chris Brown Writing Mike McDonald
Bass Mike Farquharson MIDI Tim Marshall
Percussion Jeff Salem Live Sound Al Craig

Brass Chase Sanborn Recording Eric Abrahams

Woodwinds Gene Hardy Business Paul Sanderson

COVER PHOTOS: TPOH — M.T. PARSONS, PURE — COURTESY OF REPRISE/WARNER

CANADIAN MusiClANs
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For more information on products advertised in Canadian Mustcian,
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1416 641.3471. FAX 14161 641-1648
With the Studer D740 CD-R Recorder, you can record Compact Discs in your own studio. b (T THANLE JIGD T et ainiels
v i eqes . . 3 0 . 3 o s ~ be reprinte thout written permi rom the publi er S tion
The possibilities are endless — Music Mixes, Commercial Spot Compilations, Custom Sound rates: Canada: | year $16.00, 2 vears $28.00. 3 years $38.00, 5 vears
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The D740 provides total flexibility, with balanced and unbalanced Analog and Digital inputs T b poress. Hlease send sour ew ad
and outputs. In conjunction with the Studer D780 R-Dat Recorder, fully automated CD : e o

recording is possible. Of course the affordable Studer D740 offers the unsurpassed sonic
quality that has been a Studer tradition for over 40 years.

to, ON M3C 2NB. Please do not send unsolicited

For more information, STUDER REVOX CANADA LIMITED ‘ b e Oer caly T o gt oo
H 7 Leslie Stree tak h'r twrn of any unsahcited material. Printed
callorfaxioday: 1947 Leslie Street. | | bl egmalifn s sy sl el

Toronto, ON M3B 2M3 Toranto, ON

STUDEH (416) 510-1347 FAX: (416) 510-1294 ISSN 0708-9635

Indexed in the Canadian Periodical Index.




Get the crowd moving with the new S-181 subwoofer from EV!

Its high-excursion DL18mt 18-inch woofer —the same one used on major
world tours in our MT-4 Manifold Technology concert systems—punches out
low end with 400 watts continuous and 1,600 watts peak power handling.

The S-181 puts out plenty of room-filling bass in a compact enclosure that
won't break your back or your budget—the perfect match to our 12-inch and
15-inch full-range systems.

Feel the power of the $-181 Electroloice’

subwoofer at your EV dealer
or, for more information, call
1-613-382-2141

a MARK IV company ®

ISSB(] PIJeIJUlIU0)

Mark IV Audio Canada, Inc., ® 345 Herbert Street, ® Gananoque, Ontario K7G 2VI1.* Call 613-382-2141]




SKB Cases

Built For
The Road

Get The Picture?

*¥ f}“ﬁfm gﬁ'

Acoustic Guitar Case

- - IS
Effects Rack Mount Case

| «

—

Violiﬁ Case

For more information

please write:
B&J Music
MADE INUS

469 King St. W.
Toronto, ON.
M5V 1K4

Sax Attack

Enjoyed the recent articles (Feb. & April
CM) “The Tongue™ by Chase Sanborn.
Since I am a local tenor sax player who is
always looking towards ways of improving,
your Woodwinds and Brass columns are a
valuable asset.

Mr. Sanborn’s article on the tongue
particularly interested me. I would like to
know if these techniques are directly
applicable to the sax. Could he suggest any
ways to achieve “sax attack™ and/or
articulation?

Bruce Bourgeau
North Bay, ON

I'm glad you enjoved my articles on the
Sunction of the tongue in brass plaving.

[ am sure that many of the technigues

[ described can he applicable to sax plaving
as well. particularly the tongue-arch level
which forms the syllables AAA. Q00 and
EEE for low, middle and high registers.
These syllables change the flow and speed
of the air which will affect all wind
instruments. As for their direct application
1o your sax, that will he a matter of
experimentation on your part. My general
rude is, if it sounds good, you nst be doing
something right.

Chase Sanborn

S - B -
Ear Damage

Although I subscribe to Canadian
Musician, 1 am not a musician, but a music
lover. However, lately it is becoming less so
and I miss going to hear music. Why? The
music is too loud.
| There is a lot of local talent here and we
have many groups, orchestras and guest
performers — a great city for music but
much of it is spoiled by the high decibels.
Last spring there was a rock concert
heard 15 blocks away — even fans
complained! In the summer, the symphony
performed outdoors and sounded so loud
that people were walking away. Even our
churches are getting into the act and we

Write to Vs!
Address your letters to FEEDBACK,
¢/o Canadian Musician,
67 Mowat Ave., #350,
Toronto, ON M6K 3E3.

Contacting Vs By Modem?
CompuServe ID#: 76270,3727

(Head Office) or 76570,1056 (Editorial Office)
PAN Network ID: NORRISPUB
You can also send your e-mail letters to the
attention of Shauna Kennedy on the following
BBS communications services
Saved By Technology BBS (416) 964-MIDI
Macintosh Awareness Group In Canada
(MAGIC) (416) 288-1767

on i st B i s aimm I SO SSSS ~SiS —mmu

must pack our ears with cotton! My last
experience was at a five-picce classical
concert at the Christ Church Cathedral.
Would you believe that each musician had
an amplifier? We eventually sat in the back
row . .. and then out the door. For the
musicians who were talented and hard-
working, it must have been a disappoint-
ment to see the audience disappear one after
the other.

Who is telling musicians that the
audience likes loud music? Unless their
audience is completely deaf by now . . .

Mrs. J. Martin
Victoria, BC

*Ed: [t is unfortunate that audiences have
little control over the decibel levels at live
sound events. whether they are occurring
outdoors. at theatres, churches, club venues
or indoor arenas. While there is no quick
solution to this problen, as the causes mav
vary front poor acoustical spaces to pooriv-
trained audio technicians and a host of
other factors. you may want to take a tip

Srom musicians that gig on a regular basis

and purchase some good quality ear plugs
to minimize the chances of damage to your
inner ear. You should also be sure not to
seat yourself directly in front of any speaker
enclosures. If vour ears are ringing after
listening to a concert, you're right — it' s
too loud. Fortunately today there is a lot
more attention being given to the acoustical
design of public venues (including
churches) so that the audio material may be
heard at a reasonable listening level in all
areas of the space. Musicians — take a clue

from this letter and make sure vour

soundchecks include a listen from the
audience’s perspective.

CM Congratulates our
Contest Winner

PHOTO: Hamish D. Grant

Canadian Musician's Trimnph Giveaway
Coutest winner, Rob Difelice of St. Catharines.
ON, waus awarded his prizes during Canadian
Music Week. Rob (centre) walked away with a
complete Trivmpl CD Discographs and a
Freiheit Phil X electric guitar. On hand for the
presentation was Trivmph axeman Phil X (left)
and Freiheit Guitar's Brad Freileit (right).



UHF’s time has come.
With the introduction of the Samson
UHF* Series, we thought it might be
helpful to provide you with new
informa-tion about this technology.

1. UHF gets better rec-
eption. Yes it does, in the sense
that UHF operates at the higher
frequency range of 902-952 MHz.
There is a lot less traffic up in that
band-width. And, more importantly,
less RF interference and noise.

2. New UHF technology
has recently been
made available. For the
UHF Series, Samson put four of
our finest wireless engineers® on
the case. Using up-to-date develop-
ments like Di-Electric filters,
Gas-Fet and new cellular tech-
nologies, they were able to bring
UHF up to a higher level

of performance.

3. UHF sounds better.

A dangerous generalization perhaps,
but it does have wider RF dynamic
range. And because we’re the first to
use dbx™ Noise Reduction in UHF,
the resulting audio quality is even
more impressive.

4. More frequencies are
available. Samson offers

seven UHF frequencies that can be
used simultaneously. If you're
already running a lot of VHF on
stage, you can place our UHF
frequencies on top of these without
any interference.

THINGS

YOU

SHOULD
KNOW
ABOUT

UHF

WIRELESS.

SAMSON’

WE ARE THE WIRELESS FUTURE®

Exclusive Canadian Distributor:

5. Samson UHF offers
more microphone
options. The all brass UH-4
hand-held transmitter is available with
an incredibly wide variety of the
industry’s most popular mic elements.
The streamlined UT-4 belt pack
transmitter comes equipped with a
broad range of high quality lavalier
microphone capsules.

6. Samson UHF
antennas set new
standards. Custom made so
they are acutely sensitive to our band-
width, Samson'’s high efficiency
cellular antennas can be cither front or
rear-mounted. Because they are
positioned at a 45 angle to the front
pancl, several UHF systems can be
cascade-mounted in a single rack with
all antennas in the clear.

7. UHF is more
expensive. Until now.
Because of robotics assembly
techniques and surface-mount
technology, Samson was able to make
UHF a realistically priced option for a
whole new class of users.

8. Write for a free
Samson UHF White
Paper. Find out more about UHF
and one company s approach to this
exciting technology. A higher method
that promises clearer reception for
everyone in the wireless future.

9. Samson UHF is now
available in Canada.

In your choice of six additional
frequencies specifically enginecred for
the Canadian market.

Omnimediu@@l?@@f?@ﬁﬂ@ﬁn 9653 Céte de Liesse/Dorval, Quebec, HOP A3
TEL (514) 636-9971/Fax (514) 636-5347

*In case you were reading too fast. we wanted to remind you that this ad is about UHF, not VHF wireless. *As long as you are reading our ad this closely, we thought we'd tell you who they are
Yukinaga Koike. Doug Bryant. Takao Horiuchi. Susumu Tamura. tdbx is a registed trademark of Carillon Industries
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hat is the point of being in @ band?

To drink beer and crank up the big
monitors? To get drunk, get rich and get laid?
Perhaps for some, but for the majority of us,
it’s to perform, to explore our creativity. to
be loved and appreciated.

The obvious road that leads to fulfillment
of these goals is to make a demo and get
signed. However. I'd say it isn’t that easy.
Most bands simply aren’t good enough by
the time they record their first demo and this
article examines what it really takes to get
signed.

Of course. there is a chance that you are

the one in fifty thousand that gets signed off

the back of a demo. It's about as likely as
Ax! Rose waving at you from the stage,

[ believe the reason for a band's existence
should be not just to get signed. but to im-
prove, grow and expand. 1 think this will
greatly increase your chances of being no-
ticed — and getting noticed is half of the
battle. Remember, Axl is more likely to wave
if you are two feet taller than everyone else
and have purple hair,

So what are record companies looking for
in a potential signing? A lot:

® They want good songs with melodics
and hooks that they can see other people
wanting to buy.

® They want you to have shown some
degree of stability. These days. record com-
panies can’t afford to throw money at an
act that is going to break up in six months.

® They want you to have shown initia-
tive in getting somewhere on your own,
They would like you to have booked gigs
for yourself, partly so you have established
a presence. partly so they can come and
see you if they are interested. Very few
companies want to build an act from no-
where. They would like you to have a cas-
sette/CD for sale at your shows and/or
HMYV and other record outlets, It shows that
you have some commitment — that you

are willing to invest time, energy and. if

necessary, money into your future.

® They want to be able to promote you
in all media. You should have some ap-
peal when recorded. Originality and virtu-
osity aren’t the issues here. They want to
see belief and conviction and soul. You
should look reasonable in photos and on
video, and be able to put on an entertain-
ing live show. Also, one of you should be
able to give a decent interview, or Rolling
Stone won't exactly be knocking your door
down. In short, they want to sce potential
for the whole thing to be much bigger than
it already is.

Having said that. band-wagon-jumping is
of no use to you. By the time you've jumped,
the A&Rs are already on board the next one.
You can turn yourself into something a
record company might want by simply im-
proving and growing,

When writing songs. don’t settle for me-
diocre sections to fill the gaps between the
good ones. Make them all good. Play them

different ways until they teel right and, it

they still don’t. press the cject.

If you haven't made a demo yet. save
those paycheques and make one. Hiring a
producer can make a big difference. He cun
stand back and listen from an audience/A&R
person’s point of view because he wasn't in-
volved with the song from its birth, He can
see what needs bringing out. what needs
throwing away. He can suggest ways to make
the most of what you have,

Keep a stable line-up if possible. If the
members of the band seem to get on and play
well together, hang onto them and make it
work.

Be critical of how the bund looks and
sounds. Record rehearsals. Is the tempo
steady”? Is the vocal fighting a losing battle
with the bass line? Should that intro really
be three minutes long?

Borrow a video camera and record the gig.
Is the guitar player behaving like a wounded
wildebeest? Was that ten minute tune-up in-

teresting to watch? Did playing the ballad at
the end of the set work? Almost anything
gous, from shoe-gazing to swinging from the
rafters, just don’t be boring.

Take a photo of the band. Does the Gua-
temalan goat-herding gear complement the
thrash polka of the music? Do the shades
make you look cool or stupid?

It you are willing to sit still, waiting for
the companices to call you, then forget it, it
ain’t gonna happen. You should go for one
of the few things that is under your control
in this business — improvement.

And it will have a knock-on effect. More
people will enjoy your shows and buy your
tapes. Bars will book you for return visits.
The papers will give you good reviews.
Eventually. that A&R person who never re-
turned your calls will show up at one of your
shows because everyone is talking about you
and he thinks he is missing out. If you have
taken the time to travel this long road. you
will be much better prepared when the in-
terest does come. Maybe you will even turn
down the first offer and release an indiec CD
instead.

Whatever stage of the game you are at.
take yourself seriously. You are not a bar
band. you are an international success wait-
ing to happen. In fact. stop reading this and
give yourselt a big pat on the back for get-
ting this far. Now. go out and make it hap-
pen!

N é RN 23 .
Jomie Stewart, former basy plaver walt The Cult 1y now
o Toronto-based producer cuerently doing his bit i
turning young Canadian talent into the next big thing



THE NEXT
GENERATION.

Introducing the next generation of guitar string packaging exclusive
to D’Addario, the E-Series package. Our 0ri§ina earth graphic design
signaled a change to environmentally friendly packaging. Now that
the idea has caught fire, we're bringing consistency
back to the line in order to continue adding more

of our product line into the E-Series.

Select sets packaged in the environmental format will be distinguished

with an E-Series logo. Look for it now on sets of XL, Phosphor Bronze,
80/20 Bronze strings and on many more sets to come.

Providing today’s guitar players with tomorrow’s alternatives...

‘DAddario

E. Farmingdale, NY 11735 USA

A kidario

i 80/20]
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BREAKS

... Canadian Musician will be
presenting Hitmen — The Ul-
timate Percussion Clinic, Sun-
day, June 27, 1993 at the
Danforth Music Hall in To-
ronto. This one-day drummer’s
paradise will feature clinics by
some of the top percussion
players tfrom Canada and the
U.S. Confirmed are clinics by:
Paul Dclong, presented by
Y amaha, Ralph Humphrey, pre-
sented by Musicians Institute,
Kenny Aronoff, presented by
Tama, Carmine Appice, pre-
sented by Sabian. and Skid
Row’s Rob Aftuso, presented by Pearl. There will be contests, books
and videos on sale and opportunities 10 network with fellow musi-
cians. Tickets will be on sale in early May for $35.00 in advance at
all Ticketmaster locations or you may charge by credit card at
1-800-265-848) (US & Canada). For more information, contact
Canadian Musician at (416) 641-3471.

Carntine Appice

. .. Toronto-based entertainment lawyer Paul Sanderson has
released a revised and enlarged edition of his book Musicians and
The Law in Canada. The second edition is almost double the size of
the original and contains an expanded discussion of recording and
publishing agreements that were not dealt with in the first edition.
This includes changes 10 the copyright law. the Copyright Act, cur-
rent case laws plus changes to tax legislation including the introduc-
tion of the G.S.T. The book is written in a user-friendly,
casy-to-understand format and is an excellent reference text for both
musicians and industry protessionals. Musictans and The Law in
Cuanada may be ordered by contacting The Music Bookstore at
(416) 641-2612.

... The Rock Radio Network’s Canada’s New Rock is looking
for material from bands for airing on their weekly radio program
which is broadcast on stations across Canada. Submissions may be
forwarded on cassette. DAT (preferred) or CD and anything from
basement tapes to studio recordings will be considered. Please in-
¢lude bio and contact information with your package and address
10: Canada’s New Rock. Attn. Al Joynes, 5255 Yonge St.. #1400,
Toronto, ON M2N 6P4.

Stations airing Canada’s New Rock are: CFOX-FM Vancouver
(Mondays. 11:00 p.m.y: CIFM-FM Kamloops (Mondays. 10:00 p.m.):
CIMG-FM Penticton (Saturdays. 10:00 p.m.); CIZZ-FM Red Deer
(Tuesdays. 11:00 p.m.): CFPL-FM London (Sundays. 11:00 p.m.):
CJQQ-FM Timmins (Saturdays, 10:00 p.m.); CILQ-FM Toronto
(Tuesdays, 11:00 p.m.): CFRQ-FM Halifax (Tuesdays, 11:00 p.m.):
and CJIMO-FM Moncton (Saturdays, 11:00 p.m.)

. .. The Ontario Arts Council (OAC) Popular Music Program
provides grants to individual musicians or groups for the develop-
ment, creation, production or performance of original material. The
projects supported cover a wide variety of musical genres — from
Urban Grunge Folk to Alpine Polka Reggae, as described by recipi-
ents of the most recent set of awards. For information and program
deadlines. prospective applicants should contact the QOAC Music Of-
fice at (416) 96Y-7419 or toll-free 1-800-387-0058.

... How To Produce Low Budget Music Videos is a video guide
designed to help enterprising musicians, performing artists and video
mikers produce broadceast quality music videos on a budget. The
hour-long videotape stresses creative control and includes support
materials such as a storyboard template, shooting script format and
cditing log sheet. For more information. contact the Dansheri Group
at (416) 730-0540.

. . . Music West comes 1o the Vancouver Trade & Convention
Centre from May 7-9, 1993 and brings together an international
cast of major and independent record executives, publishers. man-
agers, agents, songwriters, producers and other industry profession-
als in three days of seminars and workshops. As well, over 100 acts
will be showcasing in 12 Vancouver clubs over the course of the
event. For more information or to register for the event, contact:
Music West, 203-1104 Homby St.. Vancouver, BC V67 VS (604)
684-9338, FAX: (604) 684-9337.

... On Friday, May 28, 1993 at 3:30 p.m.. CM’s sister publica-
tion, Professional Sound will be presenting the seminar Perspec-
tives On Computer Music Composition at this ycar’s Multimedia
'93 conference. being held May 26-29. 1993 at the Toronto
Convention Centre. Professional Sound magazine and a panel of
special guest musicians will discuss the use of computers in music
composition specifically as it relates to film, television, Audio-Visual
and jingle production. For seminar information. contact Professional
Sound at (416) 641-3471. For conference information, call (416)
660-2491.

... Vintage guitar nuts won’t want to miss Canada’s Vintage
Guitar Show, happening August 21-22, 1993 at the Pickering  Rec-
reation Centre in Pickering. ON. International dealers and collec-
tors will be teaturing stringed instruments of all types for purchase
or trade. Admission to the event is $6.00, and if you present any
stringed instrument at the door for sale or trade. you'll receive $1.00
oft the admission price. For more information on the event, contact
Tundra Music at (416) 420-9582.

.. . The Canadian Organization of Campus Activities (COCA)
presents the 11th Annual National Conference in Winnipeg. MB
from May 29 to June 2. 1993, An exhibit hall. talent showcases.
screenings and educational seminars will be presented at the Winni-
peg Convention Centre and the Sheraton Winnipeg. For more infor-
mation on the event. contact: lan Michael Low. Conterence Host, at
the University of Manitoba (204) 474-8678, FAX (204) 269-1299.

.. . Ten days of world-class jazz entertainment comes to

Toronto during the seventh annual du Maurier Ltd. Downtown
Jazz. Festival. Over 1000 pertormers will be featured on indoor
and outdoor stages at over 40 venues across the city. There will be
many frec concerts to enjoy as well as big-ticket events, free jazz
film screenings and free jazz workshops and master classes spon-
sored by Humber College, University of Toronto and York Univer-
sity. Confirmed mainstage performers include Keith Jarrett, Dr. John
and Sonny Rollins: and many of Canada’s finest will also be fea-
tured in concert including Rance Lee. the Boss Brass and Juno-win-
ner Jane Bunnett. Up-to-date information on the festival can be
obtained by calling the Bell Mobility Jazz Hotline at (416) 363-
5200 (starting May 12). or by contacting the Toronto Downtown
Jazz Society at (416) 363-8717.

ANADIAN MUSH
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EVENT SCHEDULE

Masic West du Maarier Ltd. CountryFEST
Vancouver, BC Downtown }azz Festival Calgary, AB
May 7-9, 1993 Toronto, ON August 23-29, 1993
(604) 684-9338 June 25-July 4, 1993 (403) 233-8809
(416) 363-8717
Musicfest Canada Aiberta Country Music Awards
Edmonton, AB Festival International Calgary, AB
May 12-16, 1993 de Jaxz de Montreal August 29, 1993
(403) 234-7376 Montreal, PQ (403) 233-8809
July 1-11, 1993
Prodaction 93 (514) 871-1881 Country Music Week
Montreal, PQ Hamilton, ON
May 26-28, 1993 Hitmen — September 16-19, 1993
(514) 842-5333 The Ultimate Percassion Clinic  (416) 739-5014
Toronto, ON C di C ¢
June 27,1993 anadian Country
gﬂ:!omggh 93 (416) 641-3471 Music Awards
May 26:29 1993 . Hamilton, ON
(416)6602;‘91 NMS 93 September 19, 1993
New York, NY (416) 739-5014
July 20-24, 1993
coca ‘93 (416) 588-8962 Percussive Arts Soclety
Winnipeg, MB . PAS)
Ma Canada’s Vintage Gaitar Show  Columbus, OH
y 29-June 2, 1993 L
(204) 474-8678 Pickering, ON November 10-13, 1993
August 21-22, 1993 (405) 353-1455
(416) 420-9582

EXPERIENCED EQ
SEEKS WORK
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HORIZONTAL
OR VERTICAL
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High-performance %-octave graphic equalizer @ @

available to start work immediately. Honorably @ . 5 ® o

discharged from highly-respected manufacturer. - & o

Works well with any other equipment. Recording/broadcast @0 @@@ @

qualifications. Interpolates well. Proven track record. Small but oo @Y.

very capable. Will work standing up or laying down. Call (514) 636-9971 @%@Q

for references. Ask for the FME 15 Constant-Q %-Octave micro-Graphic Equalizer. @ .
OM ST e 9653 Cote de Liesse Dorval, Quebec HOP TAZ Tel (514) 636-9971 Fax (514) 636-5347 A




Carmine Appice

he backbone of
anilla Fudge, King
‘rimson, Rod Stewart,

eff Beck
his drum method
books sell worldwide

Kenny Aronoff

Long-time member of
John Mellencamp’s
band — recorded and

toured with Bob Dylan,

Jon Bon Jovi, Sue
Medley, Patti Smyth.

Paul Delong

Former member of Kim
Mitchell Band, Paul can
go from rock to jazz
with equal power and
technique.

Rulph Humphrey

Co-founder of
Hollywood's Musicians
Institute of Technology
— has played with
Frank Zappa, and is
master of polyrhythmic
techniques.

Rob Aﬂuso

The power behind the
multi-platinum success
of Skid Row — one of
the few rock drummers
invited to play at the
Buddy Rich Memorial
Concert.
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SEYMOUR DUNCAN WOODY SOUND
HOLE PICKUP WITH ACOUSTIC
ENVIRONMENT CONTROL PREAMPLIFIER

by Richand, Chuycki

SCCms that live acoustic guitar is the
buzz these days. Ever try to get an
acoustic guitar loud on stage using mics?
HHOOOOWWWWLLLL! — more feed-
back than any sane soundman will take. But
magnetic pickups offer a good compromise
in sound and performance given the condi-
tions at hand. The Woody is a magnetic
pickup system that installs casily into any
acoustic guitar with a 95-102 mm sound
hole. Finished in an elegant select maple
casing, the Woody comes in both single coil
and humbucking configurations.

Here’s a brief description of the pickup
— it’s held in place in the sound hole by
grooves at each end of the pickup. These
grooves are filled with a type of foam rub-
ber that provides a friction fit for a varicty
of sound hole diameters. The pickups are
dual potted, first in wax and then in cpoxy
to limit microphonic feedback. A low ca-
pacitance 14 foot cable is permanently at-
tached to the pickup. By the way, the
environmentally-conscious will appreciate
the reusable cloth bag in which the Woody
is packaged.

Companion to the Woody (although the
two are by no means inseparable) is the
Acoustic Environment Control Preamplifier.
Specially designed to fulfil the requirements
of the acoustic guitarist, the AEC preamp of-
fers a pair of very high input impedance in-
puts, on the order of 5 Megohms. One of
the inputs has an additional 6dB of gain.
Line and instrument unbalanced 1/4" outs
are offered as well as a mic level XLR out-
put. The transformer balanced XLR is par-
ticularly noteworthy because it can be used
to power the preamp via the mixing con-

sole’s phantom power, indicated by an LED
on the front panel. The AEC can also be
powered via a single nine volt battery or AC
adapter.

A high and low shelving EQ system has a
+/-7dB and +/-10dB adjustment respec-
tively. To combat teedback. a notch mid-
range control with a sweepable range of
70-340 Hz can reduce output at the selected
centre frequency by up to 25dB. Another
simpler answer to acoustic guitar feedback
is the inclusion of a phase switch on the front
panel. By inverting the phasc. depending on
the distance from the amplification source,
it is possible to place yourself in the middle
of a null point for negligible feedback prob-
lems. The volume control affects the unbal-
anced outputs only.

Cranking the Woody and the AEC
through a variety of guitar amps and PA/stu-
dio sctups, the sound proved to be warm and
round and. well . . . acoustic sounding. That
sounds kind of ambiguous. but we re asking
a magnetic pickup system to reproduce
acoustic propertics. This outfit does it well.
While different guitar amps demanded dif-
ferent tone settings for optimum tone, all
yiclded satisfactory results with a minimum
of tweaking and feedback was almost im-
possible to get. At ridiculous volume levels.
the AEC’s notch and phase controls proved
to be an cffective combination to battle feed-
back. | tried the single coil version under
moderately noisy conditions (hum ficlds)
and it did pick up a substantial amount of
noise that was position-sensitive. not unlike
the problems encountered by Strat users.
The noise cancelling model would likely

yicld more satistactory results under more
adverse performance conditions.

The Woody and the AEC Preamp to-
gether provide an effective acoustic pickup
system for live use. The overall sound is
very palatable and is a substantial solution
to the common problems of acoustic guitar
amplification.

For more information. contact: Erikson
Music. 620 McCaffrey. St. Laurent, PQ
H4T INT (514) 738-3000. FAX (514) 737-
5069.

Richard Chycki is a freelance engineer/producer
guitarist based in Toronto, ON,

Manufacturer’s Response

All of our products go through extensive
testing by an ever-changing group of
beta testers. This group of artists and
dealers play an extremely important role
in our product development process.
Your comments were consistent with
those of our beta testers for both prod-
ucts reviewed. Although the Acoustic
Environment Control will certainly en-
hance the performance of the Woody, it
really excels when it is used with more
feedback-prone pickups. Generally, the
more acoustic sounding the pickup sys-
tem, the more feedback prone it is. The
Woody is a “plug and play” product
which gives a usable sound in almost
any playing situation.
Thanks for your review.
Dane Teague,

VP Product Development,
Seymour Duncan

MUSICIAN
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¢S At the doo> PLUS!! WIN A TRIP Y0

TICKETS AVAILABLE AT
TICKETMASTER OR TO CHARGE CALL:

one { ucky

HOI /yulood. )

Winner wiff receive a mys;
neludes oy

nd trip aj cian’s tour of
DON'T MISS THE DRUM EVENT OF THE YEAR, a week’s accomm Aot Ip airfare fron Toronto
AND HAVE A CHANCE T0 GO TO HOLLYWOOD!  Musicigys ., odation, study sessions at t/,;

Stitute,
ALL FOR ONLY 535. oven only to a;”dmucly Hore. . . ! (Contese

Complete and mail to: Canadian Musician, 23 Hannover Dr., #7, St. Catharines, vanced tickets), Y eqistmtion J
ON L2W 1A3 or FAX (416) 641-1648. For Information, call (416) 641-3471.
O SIGN ME UP !! Register me for HITMEN — The Ultimate Percussion Clinic
NAME Enclosed is my cheque /MO for $
ADDRESS ~__ Billmy ™ VISA M Mastercard 7 American Express
CITY Card No.
PROV POSTAL CODE Exp. Date

PHONE ( ) FAX( ) Signature




W : ."-,..b‘ | '1
bt Gt
|

From the USA to Iceland,
to Bulgaria, to Thailand-musicians
around the world ask for GHS by name.

Made with exceptional craftsmanship,
GHS strings are universally recognized
for their quality and dependability.

At GHS, music is our only business. So if quality
sound is your world, choose the world standard.

Make your choice the sound choice, GHS.

g/IS sirings

Exclusive Canadian Distributor: Coast Music
620 McCaffrey, St. Laurent, PQ H4T 1N1 (514) 738-3000
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Subscribe to Canadian Musician and we’ll put
your name on the cover of each and every issue
—that’s a promise!

Pick up the phone and dial 1-800-265-8481 all you need is
a credit card ... we take care of the rest!

— And you'll be on the cover of the very next issue of
Canadian Musician.

Subscribe today - you can’t afford to miss:

the latest scoop on Who's Who and What's What:

MONTREZ.C

lots of secrets - Canada’s top performers share their ideas and
experiences:

» feature articles on Canada’s most successtul and interesting performers;

» plus all our regular columns on trends, new products and the industry in general.

_________________ -
| In Canada: :_Outside Canada: | Payment Options:
| Q3yrs-$38.00 | Q 3yrs - $53.00 | QO Cheque/Money Order Q Credit Card
| Q2yrs - $28.00 |2 2yrs - $38.00 | Amount: $ -
| Q1yr-$16.00 0 lyr - $21.00 I
| | paye |
_ Please add 7% GST _ | Payable in Canadian Funds | o= & |
Name:
Address: C.a rd No:
) Signature:
City: Exp. Date:
Prov/State: Code: Complete & return to: Canadian Musician
Phone: Fax: 23 Hannover Dr., #7. St. Catharines, ON, L2W 1A3

Tel: (416) 641-3471, Fax: (416) 641-1648
lam: Jd Musician A Music Dealer 4 Recording Studio A Educator ' Other
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Available in our showroom or by mail order.

Mandolin Brothers, Lid.
Free Catalog (718) 981-3226/8585

629 Forest Avenue, Staten Island, NY 10310
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Choose from hundreds
of quality previously
owned musical
instruments at
great prices!

34BUY-SELL

The Smart Shoppers Paper

Available weekly,
wherever newspapers
are sold in
Metro Toronto

P.S. Re-sell your instruments
fast with a FREE AD!

(416) 964-2100
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PRODUCT = REPORIS

SOUNDCRAFT
SPIRIT FOLIO

PORTABLE MIXER
b Rishand Chyols

M anufactured by Soundcraft, the Spirit
Folio is an extremely portable. versa-
tile mixer specially designed for ficld use.
Carcful construction considerations give the
user features not normally found on a unit
in this price range.

First. the extremely thin package is casy
to carry with its angled handle that doubles
as a tilt stand when the unit is in use. All
juacks are casily accessible at the top of the
console’s front panel (except for the power
connector — it’s on the top side. also casily
accessible). Each of the six channels has in-
puts for both mics via XLRs and 1/4" line
level inputs. Gain for cither of these ins is
adjustable via cach channel’s gain control.
The manufacturer recommends disconnect-
ing microphones trom the XLR inputs when
using the line inputs to avoid excessive load-
ing from the mic on the line. The line ins
arc balanced. by the wayv. A master phan-
tom power switch is also provided for ac-
tive DI and condenser mic use. Note that
because all phantom power is turned on and
off by a single switch. vou cannot mix con-
denser mic and unbalanced inputs without
risking damage to the unbalanced units from
the phantom power. The mic pre’s have a
respectable noise figure of -129 dBu.

The equalization on cach of the six chan-
nels is a three band. sweep mid type. offer-
ing a boost and cut of 15dB in cach of
the three bands. The mids are sweepable

between 250 Hz and 6 kHz. A 100 Hz high-
pass filter has also been thoughtfully in-
cluded. Two auxiliary sends are offered
for effects and foldback uses, aux 1 is con-
figurable pre or post fader via a switch in
the master section. Each channel also comes
with a 60 mm fader and a PFL switch.

Although a first glance at the Folio gives
the impression that it is a six input mixer, in
reality. up to ten inputs are available. Two
stereo balanced 1/4" inputs are offered. Sen-
sitivity between -10 and +4dB is selectable.
Tone controls are more basic for these in-
puts — cach pair has its own high and low
shelving pots. The same aux sends. faders
and PFL features are also available in the
stereo sections.

The main buss section features a pre-mas-
ter fader insert point for inserting effects like
compressors or exciters. A 1 kHz tone oscil-
lator is onboard for setting up tones to tape.
This mixer is clearly meant to have its re-
corded product carried on to post produc-
tion. Output levels are indicated by a pair
of 12 segment LED meters. Both monitor
and mix outputs allow signal routing to a
speaker system and tape deck simultane-
ously. Tape return jacks, assignable to
either the monitor or mix outputs, are unbal-
anced and can double as an extra effects
return in a jam when the tape return is as-
signed to the mix buss.

continued
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SOUNDCRAFT SPIRIT

FOLIO PORTABLE MIXER

continued

In use, the Folio felt comfortable. It was
obvious that a lot of thought went into the
features included that one would consider
useful in a variety of field uses. The Folio
was dead quiet and sounded open. The large
degree of interconnectivity allowed us to use
the Folio in a variety of applications from
mini-studio use to mini-live situations, all
with satistying results. Features like phan-
tom power and that 100 Hz high pass filter
really come in handy in the trenches.

What review would be complete without
a few quips and quibbles? In general, the Fo-
lio is built well. The faders feel firm and the
jacks seem solid. However, the control pots
are not connected to the case. That is to say.
they're all PC board mounted and feel
flimsy and wobbly. Considering its obvious
use in mobile applications, that extra bit of
ruggedness would be more of a necessity
rather than a luxury. The line lump AC
adapter connector seemed pretty firm, al-
though some sort of a locking connector
would be a better. more reliable choice. In
studio uses. [ missed channel mute buttons.

Overall. the Spirit Folio is a tremendously
well thought-out mini console that will out-

perform larger mixers worth its cost a few
times over. The carefully selected features
are obviously directed at those people wish-
ing to make high quality recordings or have
a happening mini-PA that is extremely
transportable. Recommended.

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

Manufacturer’s Response
We think that Richard’s review covers
the Folio’s main features very well. We
would also like to mention a new option
for the Folio that will be available in
May, The PortaPower.

This feature will facilitate the use of
the Folio as a low cost remote location
mixer by providing an interface to a bat-
tery power source. This further expands
the flexibility of the Folio in terms of ap-
plications.

Robert Moreau,

National Sales,
Soundcraft/IMG

Summer Programme |
July 5 - 23,1993

LOIS CHOKSY, Dircctor,
with Faculty:

Laszlo Vikar
Ildiko Herboly
France David

Janos Horvath
Edit Lantos
Sharyn Favreau

+ graduate credit

* 3 summers leading to a Diploma
in Kodaly

* Master's Programmes in music
also available

For information write:
Professor Lois Choksy,
Department of Music,
The University of Calgary,
2500 University Drive N.W.,
Calgary, Alberta, Canada T2N 1N4

THE
UNIVERSITY
OF CALGARY
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YAMAHA QY20

MUSIC SEQUENCER
b ichand. iy

M any a time you may be in the middle
of almost nowhere (buses. vans, jets,
etc.) when the creative juices begin to flow.
And those are the times when pulling out a
full computer-based sequencing rig would
be a major hassle. The next generation to its
father the QY 10, the QY20 is an extremely
compact answer to the portability problem,
offering a library of sounds combined with
an onboard sequencer.

Roughly the size of one of those omni-
present personal digital assistants, the
QY20’s front panel features a keyboard ar-
ranged button system for playing sounds and
selecting accompaniment changes. The key-
board covers a two octave range beginning
and ending at E. The octaves can be selected
using octave up/down keys so a full spec-
trum of sound can be accessed by these con-
trols, although velocity sensitivity is not
available. An external controller connected

10 the MIDI In port alleviates these situa-
tions should they prove to be problematic
for your application.

Five tape recorder-like buttons control the
sequencer. The remaining switches access
all menus in the QY20s software and allow
the user to manoeuvre within the menus.
The large LCD panel is easy to read but is
not backlit.

Both headphone and line out stereo
minijacks are on the side panels. Contrast
for the LCD panel and output volume are
also adjustable. The QY20 uses six environ-
mentally unfriendly AA cells. An AC
adapter connector is offered and should be
used whenever possible. This unit eats a fair
chunk of power. Access to the MIDI world
is possible via MIDI In and Out connectors.

Three modes of operation are available.
The voice mode allows the user to select

continued
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THE INDEPENDENT CONNECTION.

Service + Quality
= Value

For More Than Just The Best Price
On Independent CD & Cassette
Manufacturing - Get All The Facts

1. Best Service

MUSIC MANUFACTURING SERVICES INC. offers top
service toallour clients - large or small - featuring in-house
design, film, pnnting. CO replication, CD-R, cassette
duplication, video & Laser Video duplication, marketing
consultation and distribution

2. Best Quality

MUSIC MANUFACTURING SERVICES INC. - Agents for
DISQUE AMERIC and SHOREWOOD PACKAGING

Exclusive representatives for |
RSB DISQUES 9 @
First in Canada with NN

digitally duplicated cassettes

3. Best Price

Massive volume buying means lower prices for our
customers

123

TORONTO
67 Mowat Ave, Suite 431, Toronto, ON, M6K 3E3
TEL (416)516-8751, FAX (416) 516-9448
Contact Aaron Zon

ATLANTIC OFFICE
TEL: (902) 492-1818, FAX (902) 422-2929
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Hadame Tubecwat s .

The World's First

Tube
WakWak
Pedat !

FEATURES:

°12AX7 Tube

° Selectable
Tone Sweep

° Depth Contro!

° Killer Tone!

Musitech™

GUITAR PRODUCTS

Exclusive Canadian Distribution
WES-CAN MUSIC SUPPUES
Whiterock B.C., V4A 3M8

PH.(604) 538-6666

Fax: (604) 538-9414
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PRODUCT = REPIRIS
YAMAHA QY20 MUSIC SEQUENCER

continued

between 100 different voices and eight drum
kits. All of these can be played via its mini-
piano type front panel switches or assigned
to the internal sequencer. A mixer allows se-
lection of sounds, panning. levels and mutes
for cach of the eight tracks.

Pattern mode allows the creation of. ob-
viously enough, patterns within a song. The
QY20 has 100 preset accompaniment pre-
sets. Slots 101-200 are reserved for user
written accompaniments. Odd key signa-
tures are assignable.

Specific bass notes for selected chords
can be selected via the octave down/bass
switch. Building up a pattern is casy. Sim-
ply select the time signature, length, track
and instrument plus your choice of real time
or step-recording and voila, you're record-
ing a pattern. By switching tracks and in-
struments, it's possible to build very thick
patterns that can be sequenced together into
songs. The QY20's ABC (Auto Bass Chord)
System can automatically select bass accom-
paniment relative to the chords input or can
be disabled for complete harmonic freedom.
The Job submenu, accessed via the Menu
switch, allows the user to quantize (from
half notes through to thirty-second notes in-
cluding triplet feels), modify velocity and
gate times, transpose, as well as utilitarian
clearing, copying. renaming, etce.

The song mode has the ability to store 20
songs in internal memory. Each of these
songs can have four sequencer tracks and
four accompaniment tracks for a total of
eight tracks. Editing functions in this mode
are formidable, offering a variety of
quantizing, track merging and copy/paste
functions. Blank measures can be inserted
to the song as desired. By using the Event
Insert function, users can change voices of a
track during a performance amongst other
embellishments (panning. modulation, pitch
bends. etc.)

The QY20 can serve as both a MIDI mas-
ter or slave, depending on its MIDI clock
settings. Each track is assigned to a specific

08 §E)  qew
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MIDI channel. Tracks (-7 are on MIDI
channels 1-7 respectively and the drum
tracks go to MIDI channel 10. It should be
noted that Yamaha's ABC system can also
be accessed via an external MIDI keyboard.

Using the QY20 proved to be a snap.
With a minimum of manual scanning, it was
casy to develop song and riff ideas quickly.
The sounds? While a number had somewhat
of a grainy texture, most proved to be very
usable and the quantity offered gives the
uscr a very wide selection in cach sound cat-
egory with which to develop a song. Sure
it’s not possible to actually edit the sounds
themselves, but enough sounds are offered
that you will find something to fit the need.

Overall, this unit packs a powerful wal-
lop for its size. As an all-in-one mini pro-
duction machine. one could have no trouble
laying down developed song ideas anywhere
and anytime the creative bug bites.

For more information. contact: Yamaha
Canada Music Ltd.. 135 Milner Ave.,
Scarborough, ON MIS 3R1 (416) 298-1311,
FAX (410) 292-0732. ]

Manufacturer’s Response

The QY20 has a general MIDI mode and
it also outputs via MIDI all events that
are happening internally in real time.
This expands the unit’s capabilities in
driving external tone generators and
feeding other sequencers.
The QY20 will appeal to a wide range of
users from home musician hobbyists to
composer/arrangers. Due to the QY20's
excellent host of sounds, portability and
ease of operation, it should make the
connection between musical inspiration
and the final result much less imposing.

Allan MacPherson,

Product Specialist,

Combo Producis Deparmment,
Yamaha Canada Music Ltd.
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NEW MUSIC SEMINAR NEWS

WHY NMS?

“The Seminar’s unspoken
assumption has been that
Eenre— usting out-siders

ave just as much {if not
more) to offer listeners as
entrenched followers of for-
mulas. . . The Seminar has
promoted dozens of
unknown performers who
have gone on to commer-
cial success. . . an orgy of
networking, deal-making
and talent scouting.”

—The New York Times

For more than a dozen
years, NMS has champi-
oned the best in new music
and remains the only major
music meeting that features
rock, dance, rap, country,
international, and ethnic
musics. NMS hosts 500+
industry-leading speakers,
25 hing-level symposia, a
200-company exhibition
hall, and 400+ perform-
ing arfists from all over
the world.

EXECUTIVE STAFF

MARK JOSEPHSON
Executive DIRECTOR

NAT REW
GENERAL MANAGER

LORA BALLATO
DIRECTOR OF SALES

ANITA DALY
SALES

MARGOT CORE
DIRECTOR OF PANELS

DAVE LORY
DIRECTOR OF NEW MuSIC
NIGHTS

WALTER DURKACZ
DRRECTOR OF NEW MuSIC
NiGHTs A&R

DAVE RUSSELL
MANAGER OF NEW MUSIC
NicHTs A&R/INT'L

RICH SHUPE
DIRECTOR OF MARKETING
New Music NiGHTs A&R Rep

RICO ESPINET
DIRECTOR OF PRODUCTION

Jack Lang is recognized
as one of the world’s most
important individuals in
the preservation and fur-
thering of the arts. As
France's Minister of Culture
for more than a decade,
Mr. Lang has changed the
face of the international
cultural community.

Join us as Mr. lang
delivers one of the Keynote
Addresses of NMS '93—a
truly international affair.

KEYNOTE SPEAKER

JACK LANG

FRENCH MINISTER OF
CULTURAL AFFAIRS

NEW MUSIC NIGHTS FESTIVAL

BREAKS MOLD AND BREAKS OUT!

1993’s New Music Nights Festival
will be unlike any other event of
its kind. This year’s mortal ene-
mies are complacency, conflict,
and chaos. NMNF "93 will be a

arty with a point—leaner, more
Ecused, more user friendly and, most
importantly, fun. The Festival, with the help of
Delsener/Slater Enterprises and Peter Gatian, offer
the following changes. See you there!

® There will only Ee two major shows per night, each
without conflicting events in the same genre: one
major rock showcase from 7:00 to 10:00 pm and
one major dance showcase from 10:00 pm to
1:00 am. All club shows will begin at 10:00 pm.
There will be a greater emphasis on rap, dance,
metal, R&B, country, blues, and ethnic genres.
Only twenty of New York's finest clubs are includ-
ed in this year’s program. This will make the festi-
val more organized, with fewer conflicts between
bands, and increase the percentage of industry
professionals at every show. No more than four
groups will perform at any club on any night.
Many rooms have upgroc{ed or installed new
equipment to participate so every group can
sound the best they can.
No wrist bands will be sold to the general public!
A limited supply of individual tickets will be avail-
able to the pub(ic for single shows only. This will
make it easier for delegates to see more showcas-
es with less crowding from non-NMS attendees.
* Scheduled highlights include Psycho Night II, a

major Rave, and other special parties and events.

NEW MUSIC NIGHTS FESTIVAL ‘93 VENUES

Roseland ~ Wetlands  Brownies Danceteria
Club USA  Tilt Don Hill Club The Grand
Lone Star  The Tunnel Knitting The Muse
Roadhouse Limelight Factory  Maxwells
Downtime  Tramps Palladium  (Info subject
S.O.B.’s CBGB Irving Plaza fo change)

BLUE MAN

GROUP
PLAYS OPENING
NIGHT PARTY

NMS is proud to welcome
Blue Man Group as one of
this year’s Opening Night
Party performers. Here's
what the New York Post
has to say about Blue

Man and their sold-out
off-broadway show, Tubes:

“Blowing people’s minds
is exactly what Tubes sets
out to do. Without speak-
ing a word, the Blue Men
make satiric mince-meat
out of everything from the
art scene to pop culture,
using such props as elab-

orate homemade instru-
ments, computer-generat-
ed graphics, Twirﬁ(ies,
mcﬂﬂes and Jell-O. .. . a
brilliantly off-the-wall the-
atrical event.”

—New York Post

NMS 93 PANEL PROGRAM

STRESSES USEFUL, HARDCORE INFORMATION

PANELS ALREADY SCHEDULED (SUBJECT 70 CHANGE} INCLUDE:
A&R: Label and Publishing, A Symbiotic Relationship
College Radio: Power Increases to Profanity Laws
College Radio Il Programming—The Science of Rotation
Dance: The International Marketplace

European Rock Indies: Licensing Into and From the U.S.
Freedom Of The Press: Belongs to Those Who Own One
Imprints: The Pros and Cons of Label Subsidiaries
Indies For Sale: What Makes An Indie Independent?
Marketing: Majors In The ‘90s

Marketing International: Finding Your Market

New Country: The Changing Face of C&W

New Retail: Mail, Telephone & Sample Before You Buy
Video: Directors and Arfists

MC/DJ BATTLE
FOR WORLD
SUPREMACY

One event that epitomizes
NMS'’s commitment to hip
hop and kindred black
beats, The Battle has gar-
nered a reputation for
being “the ultimate audi-
tion showcase for aspir-
ing street music hope-
fu?s." Most Battle finalists
have been signed to
recording contracts fol-
lowing their entry. This
year, Supermen, Inc. and

brings you
the latest battle, held in
the Sheraton Ballroom in
semi-final and final rounds.
Champs win a Supermen,
Inc. Jacket and Ring, a
free registration to next
ear's NMS, and a
{oothold in the industry!

. £ ;




[m et UJ 2N R by Brian Hughes

M any guitarists, at one time or anoth- ‘

er, find themselves drawn to the

Flamenco music of Spain. Partly because of Example 1 o7
. 5 5 5 n excerpts from "Nasca Lines" Lt pr— pr— BS add 11 — —

the passion and technical virtuosity that is (c) 1992 Brian Hughes SOCAN | N | N J .
evident in the music and also because it is so % — ? - § - ]
naturally suited to and lays so well on the v v v_v v_¥ ¥ v v_v d_¥ @
guitar’s fingerboard.  BSaddll N o p— BS add 11 N

Let’s take a look at the song “Nasca Lines” (- %
from my recent rec_ord'mg U.nder One SI_(y. i ,— = ——
The song has a Spanish/Moorish flavour with ol
a Middle Eastern feel to the groove. Example ‘]
1 shows the chord changes and rhythm for : — ———
the first solo section of the song. The har- D
mony shifts between what I call BS add 11, e e I e N
which functions as the V or dominant chord %}: =i 2 — = . - ﬂ
in the key of Emin, to a Cmaj7 which func- & —— = :

_" 9_W . " ¥ | »

tions as the IV or sub-dominant chord in the
key of Gmaj, which is the relative major of
the key of E minor.

The voicing of both chords (Example 3) Example 2 B Phrygian
cmploys the use of the open E (1st) and open F@
B (2nd) strings which act as a drone and give @E ﬁ fq; ==
the harmony some of it's Spanish flavour.
The BS add 11 chord has no 3rd or 7th, there- %’; LI

fore the tonality is more ambiguous, allow-
ing the improviser a few choices in the scales
to use. In Example 2, 1 have written the B

C Lydlan
Phrygian and B Harmonic Dominant scales %} - e —
which work well over the BS add 11 chord — = = —— < — }—__ﬁ
and the C Lydian scale which works for the
Cmaj7 chord.

Example 4 is a transcription of the first 16 Example 3
bars of my solo from the recording. Bar 1
uses the Harmonic Dominant scale while bars
2 and 3 use the Phrygian scale. Both scales X o o X 0 0
are mixed freely in bars 9, 10 and 11. Also |
cmployed is the use of the Cmaj arpeggio as ®
a pickup to bar 5 and in bar 6 and 13, along a

with the C Lydian scale.
As is always the case, there are many other < .

variations and possibilities, so keep your ears L I J

open and have fun! [ ] J I

me @ m e @

Example 4

& o b e S0 %ﬁ Er —
@*yfffffﬁ g;‘f—{;@
g U e e e

Brian Hughes is a Toronto-based guitarist, composer )
and producer. His recent release Under One Sky on "o~

Justin Time Records is currently topping the American —~ e

(NAC) Radio Charts. Brian also records. co-produces £ # .ﬁ _’_!_ ! ! Tf = _
and performs with Canadian vocalist/harpist Loreena = — HH—0 e

McKennin, = = — —

24CANAUIAN MU 5L \ N



O A

R

(=4
[=4

=N7

DSS

Neclamation

biy Chnistsphen Brown

yor the Classically Dispossessed

fter a gig in Toronto last year. I was approached by Pope John

Paul I (not his real name). who was interested in taking piano
lessons. He had ten vears of formal classical instruction. but lacked any
concept of improvisation. We arranged a first lesson to which I asked
him to bring along a piece of music he was comtfortable playing so that
we might get better acquainted.

The following Tuesday. J.P. came over with the sheet music to
Beethoven's “Moonlight Sonata™. He settled into the picce. displaying
formidable technigue and a relaxed and emotive approach. Problems
arose. however, when Lasked him to go back and repeat a passage. 1.P.:
“Which bar number?” C.B.: “I'm not sure. Go back to that I- chord.”
J.P.:*Oh. T don’t really think of it like that.” C.B.: “Hmm . .. do vou
know what key this is in?"" His eyes scanned back to the top left corner
of the page to look for the key signature. then disorientedly back to his
fingers before he replied with the wrong answer. This sponsored minor
theoretical grilling on my part. to which J.P. could respond with number
patterns, thyming memory jogs and finger counting. Pursuing conver-
sation allowed me to hear J.P. s dismissal of the blues and all forms of
tolk music. His vague respect for “jazz™ implied an understanding of
it's “lack of sophistication™. Yeah.

To say the majority of conservatory cannons are ethno-centric and
sexist is a truism. What is equally damaging and outright artless is the
method by which so many classical piano students are introduced to
the material. The music has been removed from oral culture and rel-
cgated to written history. How can a student of ten years get through an
examination piece without even being conscious of the key signature?
Easy. she he has been taught to memorize paragraphs and never once
been challenged to engage in conversation or a good argument. In this
world. topic is unimportant. Lucid repetition of script beats creative
understanding of content hands down.

Hopefully. these statements don’t require too much qualification.
I have intense respect for my teachers and peers in the classical world

and it is a given that the repertoire has much to demand in the way of’

technical and interpretive genius. Point is, what percentage of classical
students develop to that level of freedom®? What percentage of classical
students are too disinterested to practise as kids? How many people
with years of training become too intimidated to approach their instru-
ments?

Students who shelve their musical pursuits often do so in cultural
compartments fabricated for them by their teachers. Romantic con-
cepts of age and art discourage and disempower. They separate the
notes of a master work from the sounds we hear listening to the radio.
washing dishes or riding the bus. In my books. beauty proves its salt in
the realm of the mundane. It's impractical to leave things on pedestals

if vou respect something that much. pick it up and poke it around.
You must get next to it and really find out what it has to offer. not just
sit around making ofterings to it.

The following are some of the methods I've tound useful for
“getting next to” untouchable works.

1. Contextualize everything. Read up on a composer’s life and
influences. Chopin’s melodies sound somewhat less mysteri-
ous. butin no way less majestic. when one has been exposed to
traditional mazurkas and other music of his environment.

[

. Decontextualize evervthing. Examine a piece for its chord
structures and relate it to songs you're familiar with (for exam-
ple. if you listen to rock and roll. trv manipulating the tune to
fita shuftle).

(VS

. Deconstruct — simple gets it. State the melody as obviously
as possible. Play it with one finger. transpose so you view it in
other keys. Claim possession of it. Instead of reading the left
hand. use your car to plunk out single note bass lines or appro-
priate chords. Youll absorb more theory per minute by this
routine than any other 1 know.

4. Reconstruct. When you feel completely at home with a melo-
dv. try to place it in a scale. If you can’t. make a scale up.
Apply all scale exercises vou know (for example. playing scales
in thirds and fitths. chordal arpeggios. cte.) to get comfortable
moving around in the melody s “realm™. Now go for some
melodic variations on the initial theme (you might even scare
vourself by writing something).

5. Keep vour ears open. Always be on the lookout for stylistic
approaches and new techniques. I think hip-hop has much to
teach in the potency of melodic fragmentation and combina-
tion.

P.S. In case vou're wondering about J.P.. I got him working ona Carl
Czerny piece with a very simple 3-chord. 16-bar structure, Simultane-
ously. we started into an Otis Spann blues tune. After messing with
both for a couple of weeks.,
we got Otis™ left hand
working very nicely under
Carl’s right. Centuries cast
shadows and dress people
funny. but technicalities
shatter at certain frequen-
cies. Songs let us sound
them. ]
Chris Brown plavs kevhoards for
the Bourbon Tabernacle Chuoir
He can be heard on their latest
release, Superior Cackling Hen
and is featured on current re
leases from the Rheostaties, the

Barenahed Ladies and the
Sidemen.

B
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FOR
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BASS 1
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by Mike Janguharson

Awulking bass line is a term given to the technique of creating
a line of quarter notes. generally in 4/4. that moves through a
given chord progression. It is the primary bass part for swing music
(jazz). but can be used for all styles of music. The fundamental
knowledge you gain by learning this technique gives you many great
advantages in understanding the role of a bass player in all idioms.

First, your knowledge of chords and their related scales gives you
an advanced harmonic concept above that which you might otherwise
get. You can think of a good walking bass line as a countermelody to
any picce of music you are playing, whether it be an improvised solo,
melody. or even a part unto itself. Quite often you will find as your
playing advances. that the harmonic knowledge vou gain by develop-
ing this style will greatly improve your soloing skills. Each walking
bass linc is. in fact, an improvised melody itsell.

Sccond. mastering this technique is an excellent way of improving
vour time feel. | feel that all music. regardless of style, really revolves
around a quarter note pulse. Odd meter times and complex time
picces basically have a quarter note pulse throughout. By learning to
play walking bass lines, you will learn 1o relax with the time feel,
learn to think spontancously while continuing to play. and eventually
develop the art of syncopation within the framework of playing
quarter notes.

Third. you will increase your technical facility on the instrument,
There are very few styles of music where you play as consistently as
vou do with a walking bass line. You will utilize the whole instru-
ment in a vertical as well as horizontal approach to the fingerboard.
Your fumiliarity with the fingerboard becomes greatly increased with
vour development of this style. When playing a tune in the swing
idiom, you virtually play every quarter note. You are, in fact, the only
musician that has this role in the band in a harmonic sense. The bass
player, therefore. combines all the elements of music in a walking
bass line: melody, harmony and rhythm.

Many great clectric bass players (Jaco. John Patatucei. Marcus
Miller. Sting. Stuart Hamm, etc.) come from a jazz background and,
therefore, have mastered the art of the walking bass line. Arguably,
there are those players that don’t come from a jazz background. but in
my opinion, it is hard to put Mark King, Michael Anthony. Les
Claypool. etc.. in the same league as Jaco. Even in the early days of
Rock "n’Roll with Bill Haley and the Comets, Chuck Berry and Fats
Domino. stand up bass was used by players from a jazz background.
Their parts were virtually all quarter notes, From the carly days of the
clectric bass with Monk Montgomery to players such as James
Jamerson. Donald “Duck™ Dunn, Tommy Cogbill. Stanley Clarke,
Abraham Laboricl, Jeft Berlin and numerous others. juzz has been a
primary influence. It is my opinion that all of these players were so
phenomenal by virtue of their jazz background. There really is no
style of music that combines so fully the advanced aspects of time.
harmonic concept. spontaneity, technique and improvisational
skills as does playing “mainstream™ jazz (swing). By no means,
however. does proficiency in this style constitute a “complete™ player.
You must spend as much time studying the other idioms as diverse as
funk. rock. metal. latin. pop. classical and reggae to become the
“complete” player. You will find that jazz gives you the fundamen-
tals to make you extremely creative in all fields.

In my next article, we'll Took at what makes a great bass line and
then we'll discuss how to go about creating your own, |

Vike Farquharson is @ freclance musician based in Toronto. He teaches part-time at Humber
College and lolds a Muster's Degree in Juzz Composition and Theorv from the New Englund
Comservatory of Music in Boston.
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DOUBLE BASS STUDIES
- STRENGTHENING
THE WEAKER FOOT

hroughout my years of drumming, 1 have come across many  16th Note Triplet Fills

double bass drummers that all have the same weakness — one
foot is not as strong as the other foot. For example. right handed
drummers tend to have a weaker left foot, while left handed drum-
mers usually have a weaker right foot. However, for every drum-
mer, this is not always the case. For those drummers who struggle
with this problem. the following exercises are geared to strength-
ening the weaker limb. G

I approach the double bass as a single stroke method. which r;=1 11] ‘—"‘-ﬂ‘ 1 :f T ’:‘ﬁ=
. 0 g - - o _.3 -

would be right. left. right, left or. if left handed. left. right, left, oo | T 1. l
right. For example. in a group of sixteenth notes, | would play the U 11e -
following: ff,u._f ~'~ — :";
LEGEND .
w @ X DOUBLE BASS BEATS
.‘l.(' l:'u +_
My ® o 16th Note Beats
piefoen P o
A . (| l '
L 4 X X—X 1 % -x
For eighth note triplets, I would play the following: (D EF "— — :_ jd
rirrdr
JJddJ JJJ) 1110 J)l) 0000
RLRL RLRL RLRL RLRL @  — -
- LA o S S S
3 3 3 3 U bpl
RLR .L R: :L ‘R :L :R ‘L R: :L 8th Note Triplet Beats

For sixteenth note triplets. | would play the following: @ X _} —’Lﬂf"
Ippppp T3 T30 30T

RLRLRL RLRLRL RLRLRL RLRL

RL i i % %
The following exercises are all in 4/4 time. Approach these exer- @ %:g
cises slowly and gradually build up your speed and accuracy until L1 | i
— a —5 1

you reach a level where you attain smoothness in both feet.

16th Note Fills
[ |

JJ T

The above excerpts were used with permission from Jeff Salem’s
Complete Drum Method Vol. 1. B

Jeff Salem can be heard on the debut release S8
. ) . ~ . L ¥y
of Saints & Sinners on Aquarius/Capitol

l l l Records. Currently, he iy in the studio and gig-
] rl rl ging live with Mare Cooper & Blue Steel. You
& can cateh him at one of his CDM instructional 70
clinics, promoting his Complete Drum Method |
series being held across Canada.
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PART 1

s ome aspects of proper breathing for brass playving have been
dealt with in other columns of mine. but because this is such an
important topic. I feel it is worth devoting an entire article to it. Since
our instrument runs on windpower. it is natural that breathing is one
of the most important aspects of producing sound. Certainly. once the
embouchure has been developed properly. the airstream and the con-
trol of it is the single most infTuential factor in advance brass instru-
ment performance.

The first and most easily corrected (though often neglected) route
to proper breathing is correct posture. [ have written an entire article
on this subject 1o which you may refer. To briefly reiterate: you
should be sitting or standing up straight. feet firmly on the floor.
trumpet held up. elbows away from the body. The bell of the trumpet
must not be pointed down at the floor or into the music stand. By
experimenting with the angle of your bell. you may determine the
position at which your throat is the most open. and must always play
at this position. Every aspect of playing, whether high, low, loud,
soft. fast or slow will be casier when the air is allowed to tlow
unobstructed. Though [ constantly threaten my students with the in-
stallation of a neon sign reading "HOLD YOUR HORN UP!™, the
only way to firmly establish the habit of playing up 10 your open
throat position is to always be attentive 1o the sound of your hom. The
difference between a partially closed throat sound and an open throat
sound is huge. as any of my students will confirm (it can be readily
demonstrated by the 25 Gs exercise in my posture article). Once you
become really attuned to the open free-blowing sound of your horn,
you will settle for nothing less. and proper posture leading 1o free
airflow will become second nature. As a part of this concept of al-
ways listening to your sound. you must not point your horn at the
stand, as the sound reflected back 1o you from such a close surface is
coloured and lacking in resonance. You should always picture your
sound travelling out from the horn to a far wall or into the audience.
Never play with such weak air velocity that the sound dies two inches
from your bell. Experiment for yourself with the changes in sound
texture that can be achieved by aiming your bell at different arcas in
the room. On the gig. experiment with pointing your bell in different
directions (within reason. of course). to find the best reflected sound.

Now that you have prepared yourself for correct breathing by
establishing proper posture and horn angle. we can move on 1o the
actual breathing itself. First of all — the inhalation. There are two
ways 10 take in a breath: the chest breath and the diaphragmatic
breath. In the former. the chest and shoulders rise as air is taken in.
Though this is the quickest way to get a supply of air. it limits the
amount that can be taken in, and does not contribute to the all-essen-
tial diaphragm support that is necessary for controlled playing. It
should be used only when you must grab a breath as quickly as
possible. With the diaphragmatic breath, the air fills from the bottom
and your abdomen protrudes as the inhalation takes place. then the
chest fills with air. Your shoulders do not lift. This is the breath that
you should use most of the time. Think of blowing up a paper bag —
the bottom fills first. then the top. In order o allow the filling of the
abdominal arca with air, the diaphragm must completely relax at the
end of each playing phrase prior to inhalation and then snap into

position at the moment of the next attack. I will speak more about this
in Part 1.

Your embouchure is involved here as well because it must let the
air into your mouth. Although there will be a relaxing of the embou-
chure muscles during a breath. you want to avoid totally disturbing
your setting and then trying to recreate it with every attack. I keep the
centre of the embouchure (the vibrating points) together and take air
in through the mouth comers. In the high register. or for particularly
difficult attacks. I use nose breathing, as this allows me to keep my
embouchure completely intact. I do not recommend nose breathing as
a general technique because it is slower and a cold can wreak havoc
with your breathing. [t can certainly be an excellent tool. however. for
learning the sensations of breathing without disturbing the essential
embouchure formation. The concept of keeping your vibrating points
together while inhaling *sets” them, so that the very first flow of air
causes them 1o vibrate immediately, starting the sound without any
hesitation. You should think of “blowing’ the aperture open. Many
players picture a “pointed” feel at the vibration points when describ-
ing a properly responding embouchure. The sensations involved at
the embouchure are very personal. however. and can only be approxi-
mated by a verbal description. Pay close attention 1o your own sensa-
tions on a “good day” and try 10 recreate those sensations on a “bad
day’. This is how to achieve greater day-to-day playing consistency.

The speed of your inhalation will vary with the volume of your
attack. Many of the techniques for correct breathing on a brass instru-
ment had to be mastered when we were learmning to speak and we can
demonstrate certain things using the voice as an example. Pretend
you are about 1o yell out to someone on the other side of a football
ficld. You will take a large, relatively fast breath to give yourself the
impetus to deliver a loud voice. Now observe the breath you take
before speaking in a whisper. [t will be a slower. smaller breath which
contributes to the relaxation required to utter a very quiet sound. It is
the same on the horn — a fast breath for a toud sound. a slow breath
for a soft sound. Of course. if you have a particularly long. loud
phrase to play. taking a big breath slowly will allow you to take in the
maximum amount of air.

So now we have our posture together. our embouchure is letting in
air without disturbing its essential formation, we are taking a proper
diaphragmatic breath. the speed and quantity of which are determined
by the length. range and volume of the phrase to follow and we come
1o a point where many players have adopted a bad habit.

To find out what that common bad habit is and whether you pos-
sess it yourself, tune in same place next
issue for Breathing Part 11! |

Chase Sanborn is a free-lunce trumpet
plaver and teacher in Toronto. He has toured
with Ray Charles, and is currently active as
a jazz andlor lead trumpet player.
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by GeneHardy

SILENCE
AND THE ART OF

w clcome to the third installment of my perceptions on how to
play the saxophone and how to get others to listen (and maybe
give you money!). In this column. we'll briefly cover the value of
silence. the art of camoutlage and the real reason you're standing
there with that horn in vour hand.

Last things first. Here's your golden opportunity to change the
world’s perception of horn players. Everyone expects you to blast all
the way through the songs. indiscriminately honking and bleating
through the first verse and the guitar solo, and playing so “over the
top™ on the outro as to obliterate the vocals so that any message the
lyrics are trying to convey is completely lost.

Imagine their shock when you do nothing during the intro. The first
verse passes and you haven’t made a sound: just smile. [ suppose it’s
okay it you simply follow the chords of the second halt of the third
verse before band members become worried and check for a pulse.
Your bandmates may burst into spontancous applause when you play
a simple one octave melodic soto during your break rather than the
usual calisthenics of proving to the world that you're a great jazz
musician between gigs. Finally, to the shock and amazement of eve-
ryone. the outro is conspicuously void of the screeching high notes
appreciated by only your canine fans. replaced instead with tastetul
responses to the vocalist’s ad libs. At this point, the guitar player
might go out of his way to learn what your name is. There are a tew
things that you can start doing today to achieve this platonically
perfect ideal of a saxophone player’s existence.

First of all. if you double on tenor. alto and bari. vour ability to
blend with what's going on (or stand out if you're featured) is greatly
enhanced. Choose a horn that not only looks like it suits the lines
you're going to play. but also is going to place the notes in an appro-
priate register for those lines to speak. Let me give you an example.

Recently atarehearsal., the songwriter of the ditty we were learning
asked me to play “the big saxophone™ (baritone) because the horn line
he had in mind was low and he wanted “the Big Sound™. I attempted
the line on the bari only to find that in the key we were in, the figure
was in the lower middle register.

Upon trying the line on tenor, the ritf sat nicely in the lower register
and I discovered the “big sound™ the writer wanted. The same notes,
the same pitches, but in different registers of the two horns.

If you do double on a couple of different horns. don’t hesitate to
change instruments halfway through a song it there’s a key change
that robs vour horn of its effective register. And. by the way. its nota
bad idea to learn some, if not all. of your parts on your other horns or
instruments. The transposition exercise will do you some good and
vou never know when you will have to play the wrong instrument due

LA

to unexpected malfunction or unforseen circumstances (one of my
uncxpected malfunction circumstances — a 100 1b. PA speaker block
crushing two of my three horns on stage . . . we'll tackle stress
management in another column someday).

Working from a chart or specific instructions (arrangements) can
take a lot of the guesswork and responsibility out of what to play and
when, but if you're working without a road map or writing your own
parts. a horn player is often left to his/her own devices. Here are a few
suggestions to help you negotiate this “uncharted territory™.

Try distancing yoursclf from the song. gain some perspective as a
listener rather than a musician. Maybe approach the song as though it
were a recording session; is your most valuable contribution to the
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arrangement merely a solo and to otherwise lay out? Sometimes there
arc subtie ways to comp/support/counterpoint the song throughout
whereby vou disappear in the mix., but in fact. your duties change to
those of a bass player, guitarist, string section or whatever.
Patsy Cline didn’t have much use for sax players.
continued



The Beatles had a few in orchestral sessions.

Little Richard had four of them and all they did (most of the time)
was honk out the bass line.

You must decide what your role will be in the soundscape. De-
pending on the instrumentation of your band. you alone may have to
be all four of Little Richard's sax players. a pedal steel guitar or a
string section. Achieving this effect is done by becoming familiar
with. for instance. the pedal steel’s role in the band. its register. the
types of fills and ornaments the instrument characteristically per-

forms. its tonality and its function in the construction of a song. You |
can assess any instrument in the same fashion and it serves a saxo- |

phonist. or any other musician. well to understand the role of other
instruments in the band not only for the purpose of emulating a
missing part. but to define your function in the band. And if you write.
vou'll be aware of limitations and strengths of various instruments
when assigning parts to the various members of the band.

Apart from replacing 4 missing instrument in a song. you can also
strengthen and support other instruments in the band unobtrusively

bv using the same information. Doubling up with a synth brass or |

string patch can make for a reasonably convincing horn section or at
least introduce warmth to an otherwise cold. synthetic sound. Big
chunky guitar chords can be enhanced/supported by pedaling a gnarly
multiphonic or a blistering high note struck at precisely the same time
as the guitarist peals off the chord.

Sometimes. just doubling a simple bassline or guitar figure (“20

Flightrock™ comes to mind) is the most eftective and logical thing to |

do.
Fig 2
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Then. of course. there™s always SILENCE. For some horn players.
this is a radical concept. The thing to keep in mind is that if you're
really doing vour job as a “capital-M™ Musician. you are deciding
what would best enhance the composition and. more often than some

of us would like to think. doing nothing is the most musically con- |

structive contribution to the cause.

And. if no one hears a saxophone for half the song. it has far more
impact when the first thing the listener experiences is your brilliant
solo!

Finally. [ think one of the biggest challenges to a musician is to
relinquish or dispose of a line that you've played and has become a
familiar part of the song. Sometimes a song will go through changes

over the course of its life and the parts vou initially created are no |

longer appropriate. In my gig with the Bourbons. parts are continu-
ally being refined or replaced as the songs develop — sometimes new
opportunities appear. other times horn lines logically evaporate.
That wraps it up for now. If this stuft is helpful. or otherwise. drop
me a line ¢/o CM.
Honk! SQUEEK! Blat! Toot!

Gene Hardy is the alto/tenor/bari/bass
saxophonist and violinist for the Bour-
bon Tabernacle Choir and teaches pri-
vately in Toronto. In addition 10 BTC's
new Yonder/Sony release Superior
Cackling Hen, Gene has contributed
performances to albums by the
Buarenaked Ladies. Rheostatics, Big
Sugar and Gregory Hoskins and the
Stick People.
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This is the only legal reference book written specifically
for the Canadian Music Industry. Updated and revised
for 1993, Musicians & the Law in Canada covers every
aspect of the music business, from live performance
contracts to recording contracts, to tax laws, royalties and
publishing. A must for musicians and managers.

To order, send $78.00, plus 10% shipping and handling, to: The Music
Bookstore, 23 Hannover Dr. Unit 7, St. Catharines, ON L2W 1A3. Credit
Card holders can call toll free 1 800-265-8481 for immediate service.
VISA, MasterCard and American Express accepted.
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by Crusoe
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E veryone can sing. Period. I don’t care
who you are, everyone has some sort of
voice (yes, including bass players!). You may
not be the next Pavarotti, you may not even
be able to sing as well as Bob Dylan (?!). but
every one of us was born with an instrument
we carry around with us always . . . our
voice. Everyone should sing! It doesn 't mat-
ter if you're a recording artist, a weekend
Karaoke star, or merely serenading the soap
in the shower. singing is a way for all of us to
participate in music and express ourselves.

Music. in particular singing. has been a
part of culture throughout history and has
been preserved and handed down from gen-
era-tion to generation. David Gladstone. a
native Indian singer [ worked with. told me
that in native music. they don’t always use
words. The song can be expressed simply by
the sound and melody used. The emotion
comes from the performance of the person
singing it and using words would actually
detract from this.

David sang an ancient Ilaida chant on
the title track of my album Back to the
Wonderful and the effect and emotion left
us all speechless. Even in these high-tech.
computer-chip days, the singer is almost the
only one that can’t be completely replicated
or replaced by technology.

While everyone can and should sing, eve-
ryone’s voice sounds different. Each indi-
vidual's voice can do different things and
has a different range and timbre. One could
argue as to what makes someone a better
singer. We could compare. say. Tom Waits
and Michael Jackson. and probably debate
all night and. depending on your taste and
school of thought, make a good case for both.
While Jackson is no doubt technically better,
technical proficiency is only one aspect of
singing. Soul and expression are as equally
important, the combination of which. when
added with phrasing and attitude, define a
vocal style.

To become a great singer. you must “find
your voice”. To do this, take what you have
and explore its limits. Push your voice to its
farthest parameters of range. Find out how
high you can go before cracking or losing it.
Explore your falsetto voice, check out those
low notes. too. Try singing with different
tones and attitudes. from soft and breathy to
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loud and growling. Find any “tricks™ your
voice allows you to do. Maybe vou have a
great scream a la Roger Daltrey. Hey. maybe
you're blessed with a great yodel. Yelps.
screams, skats and vocal gymnastics can all
become legitimate trademarks of your style.
These alone won’t win you a Juno, but can
add spice and interest to your performances.
The idea here is to find out what your voice
will do, how it sounds the best and to develop
your own style and technique that makes the
most of it.

When it comes time to get it together and
“find your voice™. the best way to do this.
I've found. is the live gig. Long before you
step into the studio. get yourself gigging.
Nothing beats it to get your chops together.
I spent three summers doing a solo house
gig in Stratford. Ontario that I consider to be
my training ground for singing. Because it
was a solo gig, I was very flexible trying dif-
ferent things cach week, some of which didn’t
work very well for me. while others did.
I'sang originals, but also a lot of covers which
are great to cut your teeth on. Imitation is a
good way to find out what your voice will and
won tdo and. depending on the material., can
stretch you to your limits.

Singers in front of an audience usually
demand more energy and focus than you
might require practising at home and singing
all night certainly helps build up vocal
stamina. But keep in mind that your voice is
produced by a muscle called a larynx and.
while a durable picece of human engineering,
it is not infallible and can fall prey to abuse
and overuse. I would recommend to anyone
considering singing as a career to take some
professional vocal training, if only to learn
how to take care of this instrument. I'll just
briefly outline a few do’s and don'ts that you
would typically learn in a first lesson:

DON'T

- smoke

- drink alcohol excessively

- sing with a cold

- sing when overtired

- yell or scream excessively

- clear your throat or cough habitually

DO

- warm up exercises before performing

- rest your voice when ill or tired

- maintain a healthy lifestyle and
environment

Of course, these would all be possible in
a perfect world, however, as a working
musician, some of these you'll not be able to
avoid. The idea is to understand that the
voice box is an intricate and sometimes deli-
cate instrument and. if pushed too far (as any
part of your anatomy), will respond by shut-
ting down. So take some time to learn your
own voice. Learn what it will do, how far it
will go and how to take care of it. Develop a
style of your own that makes the most of your
voice. Don’t get too hung up on technical
proficiency. a unique attitude and sound can
take you far (just ask Neil Young!). Don’t
forget — everyone can sing. 1t's easy. You
don’t need a band. you don’t need an audi-
ence, vou don’t even need words. just open
your mouth and let the music pour out. So
who is the better singer — Tom Waits or
Michael Jackson? [ ]

Vancouver-based songwriter/vocalist Crusoe has
been the recipient of many FACTOR awards. His
debut album Back To The Wonderful is being
released via BMG in the U.S. this June.
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acrifices are a very real part of the art

world. However, the ones who slug it
out unto death enjoy some kind of masochis-
tic sense of meaning from it. A rcal song-
writer always looks for those things because
through expression comes release and. sub-
sequently, relief.

In high school, I was in a punk rock band
called Joey Did and The Necrophiliacs
(dumb name. [ know). That's my earlicst
songwriting memory. Fifteen or so yecars
later, I find mysclf” in another band with a
dumb name and. with me, I carry certain
skills I've acquired — but let me tell you.
those skills didn’t come cheap.

Typically. I didn't know what the hell |
was doing the day [ announced myself a
songwriter. [ thought I was great — the next
Bob Dylan! Do you want to see me embar-
rassed? Come over to my place and listen to
the first Jr. demos. [ wouldn’t do that to my
worst enemy! However. quality notwith-
standing, anyone's first demos arc absolutely
essential to get a sense of progression. I be-
lieve that to know where you're going. you
have to know where you've been.

Though the first demos we did make me
wince nowadays, they were incredibly im-
portant for a few reasons. First of all, it’s
conceivably the best way for a band to fcarn
the songs properly. [ remember wondering
why Jr. Gone Wild never sounded as tight
and together as other bands. I now know that
it’s because all of us were trying to play as
loud and as much as we could. Our first re-
cordings involved having the engincer try his
best 1o make us understand that “less is
more”. Being a young and relatively inexpe-
rienced band made it almost impossible to
accept the theory that a good musician is one
who knows when not to play. Fortunately.
it’s very hard for a recording to lie and cer-
tain things started to sink in.

First demos arc also a good way to intro-
duce yourself 1o the world of arrangement.
This is where a songwriter should start sce-
ing the songs as more than just words and
music. The arrangement is essentially what
reconciles the two and. when it’s done well.
you should be left with just a little fine-
tuning.

[ used to think that once you got the words
down on paper and slapped on a cool chord
progression, the song was done. Sometimes
it is. [ noticed, though, most of the time there
was something about my songs that would
bug me. I acknowledged that this meant the
songs weren't finished by my own standards.
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The realization of what my standards were
marked a change in my approach. Sometimes
[ say that’s when my songs started making
sense.

Trying to wrestle all those things into
tangibility can be hard work and incredibly
frustrating. You simply work it until nothing
tugs at your coat taits and the whole thing
runs smoothly across your ears. Once you
bring the song to the band. there should still
be some arrangement work needed and the
shorteut to absolute completion is to record
the song. It you're a band leader. | highly
recommend that you allow the band to have a

share of the arrangement chores. especially if

you plan on touring in a cramped van and
maintaining a positive rapport with them. 1de-
ally. you'll be with good players with good
ideas anyway. so giving up some of the con-
trol shouldn’t be hard to do. Besides. one

person does not o good band make (boy. if

the rest of Jr. Gone Wild could hear me say
that).

This is pretty well the way | approach
songwriting. It is a lot more complicated than
that. but you do need a foundation to work on

— a blueprint or a skeleton. if you will. That
is your formula. Think of it as a recipe. The
end product looks (or sounds) different than
the list of ingredients. Your formula is your
guideline and shouldn’t have too much to do
with the song’s substance. In fact. the for-
mula should ultimately be a distant cousin to
the arrangement.

Substance is where things get nebulous.
The only person who can control that is the
songwriter himself. When | was younger,
1 used to feel that to have substance. a song
had to deal with contemporary. important is-
sues. I learned not too quickly that tyries
don’t need to be important in terms of our
socicety. They merely have to be sincere and
meaninglul. Good meter. good sense of story
and words chosen well are about all a good
lyric needs. It doesn’t even have o rhyme!
You must make sure you don’t over or un-
derstate your point. I believe that the lyries in
Chuck Berry™s “Maybelline™ are great. the
same way [ feel the lyries in Bob Dylan’s
“Tangled Up In Blue™ are great. Totally dif-
ferent styles and storics. but both extremely
well done.

Music is the vehicle for the lyric. What the
music should be depends on what you're into.
["d hate to rob someone of their own discov-
ery through trial and error. There are no rules!
There are. but being a self-taught musical
itliterate (I do know a treble clef when | see
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one). I'm blissfully unaware of them. That
fact sets my limitations somewhere bevond
the edge of my imagination. With that in
mind. [ try to make sure the music comple

ments the tone of the lvric. That isn"t to say if’
the Iyries are sad. the music should be, too.
Juxtapositions, for me. are one of the funni

est things to play with. The tune should help
cmphasize the point of the WHOLE song.
That can also mean that lyrics do not neces

sarily have to be the tocus. T prefer 1o see the
entire song as one entity supported by its vari

ous parts. with the arrangement as the skin Gif
it sounds like Frankenstein. that's because it
often is).

There are a few things 1've failed 10 men-
tion. such as subject matter. what the best
words to use are. cheap rhymes versus good
rhymes and how to become a genius. Well.
1 have no idea how to become a genius — it
I did. this column would come in a series of
cassettes and videotapes and yvou'd be really
sick of the ad on T.V. As faras the rest go. 'l
call them trade secrets that anybody can dis-
coverif they put the work into it. Just remem-
ber the fundamentals: identity your formula,
set vour standards (and stick to them). don’t
rush. don’t over or understate your point.
make sure all the parts of your song comple-
ment cach other to vour satisfaction. let your
band in on your arrangement and demo when
you're done. Exorcise terms such as “wril-
er's block™ from your vocabulary — there is
no such thing. 1 believe it was Neil Simon
who said that writer’s block is merely the
time when vou don’t have any good ideas.
Keep in mind that you won’t be successtul
cvery time and that mistakes and failures are
quite often good things — perhaps the most
important step towards improvement. The
only way to get good at doing something is 1o
doitalot.

After all that. if you think writing songs is
hard. try keeping a band together (that’s an-
other story). I've really got to run because
1 just saw another song come through the
door and I'don’t want it to catch up with me,
otherwise 't be up all night. n

MikeMeDonald
isthe leaderand
principle song-
writer for Stony:
Plainrecording
artists Fr. Gone
Wild.
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by Tim Manshall

OUT OF YOUR GEAR

- ZONES AND PARTS MADE EASY

MIDI “Zones™ or “Key Ranges™ are

among the most powerful programming tools
available to anyone with a multi-timbral
module or keyboard. Their practical uses are
almost never clearly explained in the own-
er’s manuals we commonly see.

Almost all instruments in the Roland
line (since the U series) and the Korg line
(since the M-1) use zones. as well as
those by Yamaha, Ensoniq. E-mu. Kawai
and Kurzweil.

What is meant by zones?

Zones or key ranges are another way of de-
fining where a particular part or sound will
play across the keyboard. Tt can also be de-
fined by the velocity (hardness) with which
you play a note. This simply means that play-
ing soft will give vou one sound  (sax. for
example). and plaving harder will trigger a
different sound (say. a trumpet).

Let's start with the casy one first. the splits
or layers of a note range.

Start by digging out your owner’s manual.
You'll know it when vou see it. I probab-
Iy still be wrapped in the little plastic bag in
the bottom of the box. You may need it for
this exercise as you will have to look up the
proper steps vou'll need to follow to set
zones.

What we are about to do here is build a
Performance Pateh if vou're a Roland user.
I you own Korg. they call it a Combination
or Kawai prefers the term Multi-Set. all dif-
ferent names for the same thing (Ensoniq
and Emulator call them Presets).

We first need 1o find a patch we don’t
mind losing if we write over it. Go into vour
edit mode to begin.

1. Set up at least three different parts
on the same MIDI channel as vour global
keyboard channel. This may be called the
Local channel or your keyboard's Trans-
mit channel.

2. Choose a different sound for cach
part. In this exercise. try a piano sound
assigned to Part One. set up a solo cello
on Part Two and flute on Part Three.

3. Find the edit page for your machine
that defines the lowest note and the high-
est note for each part. Remember that
every manufacturer  has their own syn-
tax. Korg will call this the “key window
bottom™ and Roland will likely sayv it is
the “lo-key range™. We want Part One,
or the first sound (the pianao) to play all
the way across the kevboard, so we set
the lowest note we ¢an (C1).

4. Next. set the highest note number
(GY) for Part One’s piano.

5, We only want Part Two to play over
the bass end of our keyboard. so we again
set the Tow key setting to C1. The high
kev. or the highest note that our cello will
play will be set as F#3 in this example.
Now as vou play across the full range. vou
should hear vour piano evervwhere and
cello only trom the bottom of vour svnth
up to the split point we set at the F#3.

The next step is very simple. Give Part
Three. or flute. a note range with the G3 as
the bottom up to GY. Now as vou plav across
the kevs. we hear a definite sphit between the
cetlo and the flute and our piano across the
fult keyboard.

In order to make this work best. remember
that cach part has its own volume. pan. ef-
feets levels and tuning setting vou will need
lo set to finish vour patch. You can do a
number of neat things here as well. The pi-
ano can be completely dry under a flute with
enough reverb to make it sound like it’s in a
canyon. Use a small amount of chorus on
vour celio and vou have a unique new tex-
ture,

Inother experiments. vou nay try layering
the same trumpet sound on two separate
parts, but transpose one trumpet up a fifth.
Play with the volume and effects settings to
give cach part a little more space and you've
got & new sound that's all your own.

The besttrick T can suggest uses the veloc-
ity range or velocity windows to go from one
sound to another. This is a far more powerful
tool and can be used a lotin bass patches and
for really tasty soloing patches. Again. find a
combination or a preset vou aren’t going o
mind losing and do the following.

I. Set two parts on the sume MIDI
channel as your kevboard's global or
transmit channel. This time we want to
use an alto sax sound on Part One and the
biggest brass section or brass shot vou
have on Part Two.

2. Find the Velocity Range Lo or Ve-
locity Window Bottom page for Part One
and set it as low as possil{lc ().

3. Set the top level for Part One’s sax
at its maximum setting, or 127, In this
example, we will always hear the saxo-
phone voice.

4. The next step. of course. is to make
Part Two's horn section sound play only
when we want it to. Do this by setting the

velocity window bottom. or minimum
velocity where the voice will trigger at
about 100 (vou will have to experiment
with this number to find what is comfort-
able for vou. depending on vour touch
and how casily vou want the horn section
to play).

The potential for this kind of performance
patch is endless clectric piano patches
that add clav chirps at high velocity. or finger
bass tones that pop or slap with vour touch.

In my example. we only added a new tone.
By setting an upper limit to Part One.we can
bounce back and forth between two different
sounds. cach with their own amounts of ef-
fect and ditfering pan information. if we so
choose. Multiple zones or parts give you even
more flexibility.

Try splitting the kevboard as we did in the
first example. but this time put a good bass
sound in the bottom only — sav Cl to F#4.
We can now build a lavered lead sound as in
example two, but only aver the top half of the
kevboard from G# up. There are literally a
million and one different textures and nu-
ances available to vou and you have the
power to design them at will,

The note ranges and velocity windows are
a great tool tor any MIDI sound source driven
from any of the other MIDI controllers cur-
rently available. Drum pads can trigger a
timpani sound at low velocity and an orches-
tra shot only when you belt it. The MIDI Out
of your guitar synth can trigger soft pads at
tow velocity and as vou play harder, have the
soft pads add a solo violin. Using the note
range limits you set, make sure the violin is
only triggered on notes played above middle
C.

With most svnth modules and kevboards
capable of cight or more parts (zones). you
can build some very complex performance
sets without too much effort. This is the sim-
plest scratch at the surface of your gear’s
actual potential. but now the door is open
and. over future articles. we will dig deeper

into things vou can do. ]
Tim Marshall is a .
MIDI product

specialist and
constdtant hased in
Toronto, ON.
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FOR THE K2000 SERIES

K2000 S/K2000R S - Sampling versions of the K2000/K2000R
SMP-K/SMP-R - Sampling Options for the K2000/K2000R
Version 2.0 Software Sampling Software Engine

Kurzweil® proudly announces the new K2000 S
and K2000R S Sampling Versions of the
Kurzweil K2000 Series, and the availability of
the SMP-K/SMP-R (keyboard/rack) Sampling
Option upgrades for the 2000 series, as well as
Version 2.0 Sampling Software. The K2000 and
K2000R are now the first instruments to truly
cross over from synthesizers to high-quality
digital/analog samplers.

: SMP-K
ROM-based music workstations

provide a wide choice of pre-sampled sounds,
but very often leave musicians wanting new
and different sounds not available in their
instruments’ internal ROM memories. We
designed the renowned 2000 Series to expand
as your needs grow. When you need new
sounds, these instruments meet the challenge
with the best sampling and sample processing
capabilities in the industry.

Room to grow.

With the capability of adding up to 64 Mega-
bytes of Macintosh*compatible SIMMs sample
memory, an enormous variety of sampled
materials can now be easily read, processed
and played back with high quality and superb
fidelity. In addition to our own Kurzweil 40-disk
“DL” library, the 2000 Series with Version 2.0
software can read sample libraries from a
number of outside sources and formats,
including other manufacturers’ libraries.

K2000R S

Go to the source.

For those who wish to create their own sounds,
the 2000 Series samplers can sample virtually
any analog, optical or digital source. Samples
can then be edited and processed using one of
the most powerful set of DSP sample processing
tools available today, and saved to 3.5” HD/DD
disk, to an optional internal hard disk drive or
to any external SCSI-compatible device.

Take control.

Like the 2000 Series internal ROM samples,
RAM-based samples are played through
Kurzweil’s revolutionary VAST" sonic engine
(utilizing 31 different algorithms and 60 built-in
DSP functions). Global Digital Multi-Effects,
16-part multi-timbral and 16-track sequencer
playback plus full MIDI control and implemen-
tation provide all the necessary tools for the
most demanding high-end applications.

The new K2000 S and K2000R S feature
pre-installed and tested SMP-K/R hardware and
Version 2.0 Software (plus, the FK-1 Fan Kit in
the case of the keyboard version). Additionally,
each unit comes with 2 Megabytes of pre-tested
sample memory (upgradable to 64 Megabytes).

Kurzweil's SMP-K/R Sampling Option
Upgrades consists of the SMP-K/R hardware
module, plus Version 2.0 software. (Software
also available separately.)

KURZWEIL
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Kurzweil is a product line of Young Chang Canada.
See your authorized Kurzweil dealer.
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T he Pursuit Of Happiness have kicked off 1993 with

an excursion down the road oft travelled, but less Parsons
well documented. The Downivard Road, their new

15-track release uses, according to singer/guitarist/pundit

Moe Berg, “thatidea of ‘the downward road’ or the road to

hell as the centrepiece conceptually. It's not literally about

the road to hell, but more about things falling apart, the

descent to adulthood.” The honeymoon is over — now the

work begins.
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Gifted withan almost patentable ability toturn the tables
on pop cliches, Berg and various incarnations of TPOH
have been battling the ‘Corm God’, so to speak, since the
band’s selt-recorded and promoted first release “I'm An
Adult Now” in 1986. Signed by Chrysalis, they released
two Todd Rundgren- produced albums. 1988’ plati-
num-selling debut, Love funk, (from which “She’s So
Young” and a retooled “I'm An Adult Now" were
released breaking considerable CHR ground) and 1990's
gold One Sided Story gave them enough protile to attract
\/lclcur\'/]’olvgmm which became their new label.

The Downivard Road marks a change in the affairs of
the band. Instead of recording with Todd Rundgren at
his studio, TPOH opted to go with a new producer, Ed
Stasium (Living Colour, Ramones, Smitherecns), and a
new recording location, Los Angeles. Also, a new line-
up has been ratified. 1993's team features Moe Berg,
lead vocalist, guitarist, songwriter and lyricist; Kris
Abbott, rhythm guitar, vocals; Dave Gilby, ‘drums; and
recent additions Brad Barker, bass, vocals; and Rachel
Oldtield, vocals.

The first single to be released is pure Moe. A sharp,
cynical incision into the workings of a semi-depraved,
domination-based relationship, “Cigarette Dangles” tea-
tures a video by the much-lauded Canadian director
Bruce McDonald (Highway 61), with special effects by
video wonder company Topix. One line of thought has
it that all Moe wants to do is get us hot and bothered
with his imagery, but this type of examination is nec-
essary for him to be able to ex plore the humour, iro-
nies and nonsense of romance and relationships.

“Besides,” says Moe, "a lot of the songs vou hear are
about sex. Other writers are just a little more hidden
about it. Those songs are nice and comfy and safe. |
just try to say it like [ sec it. In these situations, that’s
just the way things occur to me. Other people may see
it in a ‘moon, June . . .’ kind of way — that might
really be the way they see the whole thing. The way [
think about the subject is the way it ends up on the

record.” That's not to say that the situations in these

songs are autobiographical. Asserts Moe: “It's mostly
made up stuff. T unfortunately don’t have the ability
to walk through the woods and notlce the beautv of it.
Everything is somewhat made up.”’

Included in the things that got made up for this re-
lease is an alliance with new producer Ed Stasium. But
Stasium brought more than just his personality to the
project. Moe explains, “We did the first record with
Todd (Rundgren) in three weeks, the second in two-
and-a-half wecks. Whercas the record we did with Ed
almost took three months. That was the tirst ditference.
The second was that Todd really went tor the live thing,
We all plaved together, and evervthing went down at
the same time live, except for the vocals and guitar so-
los. Ed, on the other hand, is more conventional. That
sounds odd (especially about a guy who's produced
Living Colour and The Smithereens . . . ), but the way
records are made now is the way Ed makes them, with
more sweating on the details.

“There's a whole ditterent sound philosophy on this
record.” continues Berg. “Todd was more of a "big pic-
ture’ kind of a producer. However, he had a concept
for the backing vocals that actually helped us define
the sound of the band. Todd thought of the backing
vocals as more of an effect. Ed saw the background
vocals in a more organic wayv. In terms of getting a
sound for them, or recording them, Todd wanted to
make them more unusual, whereas Ed’s more of a tra-
ditionalist. And that went all the wayv down the line.
Things like guitar sounds and stuft — working with

Todd, there was nothing that was too far out. In fact,
he was constantly pulling me in that direction, to make
things sound more odd or weird.

“But with Ed, it was exactly the opposite. Whenever
something would sound too weird, or too svnthetic,
he was constantly pulling me back and saving ‘Well,
no, I'd like it to sound a little bit more real.””

Some of the touches of reality TPOH got to include
are through the use of some pretty famous gear. Moe
tells the tale: “1 used some of Spinal Tap's speaker




Guitars: 2 Fender

Stratocasters:

* 1992 Floyd Rose

® Reissue Model
1988 (Approx.)
Surfer Model
Both modified with DiMarzio
Dual-coll Humbucking pickups
in the bridge position

Strings: D'Addario 010 to
.046

Amplification: Marshall JCM-
800 driving a Marshall 4x12
bottom

Rig in the works: JMP-1 Pre-
Amp, Mesa /Boogie Amp,
same cabinet)

Srad
Bass: 1986 Factor, custom-
made by Phil Kubicki of
Los Angeles

Kubicki custom-wound
pickups in a Fender Jazz
configuration

Controls include tone and
pickup selection, bass/
treble switch, five-way
active /passive switch
controlling two active and
three passive circuits

Built-in device similar to the
“Hip Shot” which allows the E
string to play a D, but
doesn't detune the string,
for extended range
Amplification: Peavey
Megabass head

Peavey 1516 Cabinet, Peavey

4x10 cabinet

Band Gear (as of 01/93)

Effects: Roland GP-16
Picks & Cables:

“I'l take the hardest pick and
the longest cable | can find. |
actually used to use dimes for a
long time because | couldn't find
a pick hard enocugh. Also, dimes
were a little cheaper. The dime
has certain imitations, so a pick
is a little bit better. Actual metal
picks | never used because they
don't have the thing | really liked
about the dimes — a ridged
edge. Also, they were really
small so | had a lot of control,
but I grew out of it | guess.”
“And”, adds Kris Abbott,

“sawed through a lot of strings.

='e rker Picks: Fender Heavy

Cables: Whirlwind

“When | joined the band | hadn't
been a pick player. Up to that
time I'd always played with my fin-
gers. Because the first two
records sounded like they had a
pick sort of attack, it became
painfully obvious that to play
those songs the way they were
represented on the albums, |
was going to have to adopt a new
style. And it just sort of stuck
after that. The way Moe hears
things, the way he demos songs,
| thought that my playing would
have to have that kind of attack.
But | found that as a songwriter,
Moe is able to give me the free-
dom to do what | want in the live
setting. However, | chose to con-
tinue playing with a pick because
it makes what I'm doing all that

Kris Abbott

Guitar: Kramer Guitar
outfitted with Floyd Rose
system
Single DiMarzio Duo-Sound
Pickup

Strings: D'Addario .010
to .046

“Because of the job that I've had

with TPOH, which is a sort of

thick, rhythm thing, it gives me

a very stable sound. That's my

marn reason for using it. But

this tme ‘round | think I'm going
to use a Les Paul, because it
has more of that same
charactertstic.”

Amplification: Fender

“The Twin"
“I'm using ‘The Twin' because |
love the ability to go back and
forth between two channels. |
set up one side (which has the

Dave Gilby

Drums: Red Five-piece
Canwood Kit
All Maple Shells

Toms: 10", 12", 14"

Kick: 22"

Snare: 14" x5 1/2"
Alternate Snare Drum is
early brass prototype 14" x
51/2" also made by
Canwood

Drum Heads: All by Remo

Toms: Top heads-

Coated Ambassadors
Bottom Heads-
Clear Ambassadors

rdrive on it) as a plain, basic
guttar into amp’ kind of sound
and | get most of my overdrive
sound out of that. Then | run my
GP-8 through the other channel
that's clean so | get ny rhythm
choruses as unaffected as
possible.”
Effects: Roland GP-8
Picks: Hard Plastic
Cables: "Whatever we get
that works”

‘We've never had a lot of money
to be super-picky about the
equipment that we've used, so
we've always made the best of
the situation. That atttude is
important because If you wait
around forever to have the best
to be the best, it s an excuse
You don't get anywhere because
you're not trying, and you've got
to try.”

Kick: Clear Pinstripe

Snare: Coated Ambassador/
Black Dot

Cymbals: Zildjian Ks
16", 17", 18", 22" Ping Ride

Hi-Hats: 13" Zildjian K (top)
13" Zildjian Z (bottom)

Cross-hat: 14" Zildjian K
(Ran-Can, by LP)

Sticks: Rim-Shot 5Bs
(solid wood)

"With not a speck of Nylon on
them"”

Strings: Regular GHS Boomers  much clearer.”

bottoms — Nigel Tutnel and David St. Hubbins Marshall 4x12°s.
Thev just happened to be at one of the four studios we recorded
at. For a guitar solo on ‘The Downward Road (Revisited)’ I used
the Leslie speaker that was used on (Steppenwolf’s hit single)
‘Born To Be Wild". The guvs who own the studio called Ameri-
can Recorders produced all the Steppenwolt and Three Dog Night
stuff and have a room full of v intage instruments.” Savs Kris,
“It was a lot of fun trying out these vintage instruments for this
sound and that sound, but ultimately, we stuck with what we're
able to do ourselves.”

“The first couple of times we went into one of the studios,”
she admits, “we were relaxing on a couch and putting our feet
up on this thing, it was all covered up. Later, we found out it
was this historic Hammond B-3 organ that had been used for all
these big hit records, and e just went whoa!”

Going with their own sound proved to be the best idea. The
Doienicard Road shows the band in a cleaner, tighter, more
focused sounding frame than the previous two releases. Kris
Abbott details the experience, “Ed seemed to have this philoso-
phy that it was very important to capture the sound of the band
the way it is. No matter how many bands use the same guitar
and the same amps, everv band has a slightly different sound
because of the way that different people plav their instruments
and the personal preterence in tone and all that kind of thing,
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S0 it was really important to him that he start out with what we
are. Our true sound.

“Then, what he would do is just fine tune that to make it a
better thing. For example, 1 started oft with myv Kramer and my
Fender amp, with the tvpe and amount of distortion that ] liked.
What he suggested was that | use a Marshall closed-back cabinet
with the same amp. It gave out prett much the same sound, but
a little bit bigger and a little bit tougher. He would ask ‘How do
vou want vour guitar to sound here?’” and then direct us into
finding that. It became reallv important that we sound like our-
selves. He didn’t want to give us this totallyv brand new sound.

“Ed had such a ditferent approach to recording,” continues
Kris, “that vou couldn’t really compare it to Todd (Rundgren). It
was as if we had never made an album before. Even the
preproduction rehearsal stages were totally different.”

“He doesn't go for the big live sound of evervbody plaving at
the same time and capturing the moment,” explains drummer
Dave Gilby, “he goes for the lavering effect, the building of the
house. He spends all his time on me, then goes on to the bass,
next to the guitar, then to the other guitar — just layering it, as
opposed to Todd’s technique of keeping what was keepable in
the recording session. Ed gocs for the most perfect take imagina-
ble. Then hell edit it all together. He'll splice and grab the best
pieces from ditferent takes and build the basic track. He'll do

continued.
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history for over 30 vears - from Marshall, the
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that with guitars, too. He'd comp a solo;
whichever track he thought had a better
feel. So it’s definitely a longer process,”
says Gilby, “time code being the glue, of
course.”

Woodstock, New York and Los Ange-
les, California are almost the diagonal ex-
tremes of continental American geography,
but somehow recording in either location
was surprisingly similar for TPOH. “When
we worked with Todd,” says Berg, “we re-
corded out in the country, just outside of
Woodstock, New York. He has a studio
there, his house and the house the band
stavs in. And if you want to get anything,
a quart of milk, bottle of beer, anvthing,
you'd have to drive about 15 minutes to
get it. We had an identical experience in
Los Angeles. We were staving in a house
in the Hollywood Hills and it was the same
thing — we were 15-20 minutes away from
the nearest corner store. So in an isolation-
ist kind of way it was not a dissimilar ex-
perience.”

“I didn't like recording in L.A. that
much,” admits Dave Gilby, “it was always
a 40-minute drive to the studio, there were
riots, there were carthquakes, our van was
stolen. So there were a few dampeners. But
Il always remember the sessions because
of that. Our problem was that we staved
in the Hollywood Hills, away from every-
thing. We should've staved in a hotel. We
didn’t have the luxury of walking out of
the hotel and going down the strip and
doing things. All of a sudden we were

SABIAN CHINA SPLASHES.
WICKED ACCENT
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Kris Abbott
on rhythm guitar

"One of the things that you can contribute the
most in a band is being respectful to the
songwriter and to the parts, and the reason
the song works. Sometimes playing less is
more. It sounds like a very corn c?iche thing
to say, but it's true. That takes cﬂscipline too,
not to get bored with playing a simple
thing. ﬁo simple thing works, then that's
important and you have to play that
simple thing really well. So if Moe’s let
me have sections where he's kinda let
me do my own thing, my own thing has
its place in the bong because of being
there and being affected or influenced
by his style. So it's nice that he trusts
that.

“Some of my favourite guitar

Eloyers are so simplistic — it's not

ow many notes you can play, but
it's how well you play that one
note. The guitarist who played
with James Brown for years and
years, for example — it's a
repetitive, super little rhythm riff.
Over and over and over again. But it's
the meat of the song.”
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residents, and we had to try to get around like residents. We'd
have to phone cabs — I think there’s like four in L.A., we had
the same cab driver so many times . . . I've never had that hap-
pen in Toronto — and you feel like a loser without your own
wheels — it's just a wacky little town.” Ah, the hardships of mak-
ing an album’s worth of tunes.

Drummer Dave Gilby confides that “on the album, Ed did a
bunch of percussion stuff. He used everything from shakers to
coffee tins. There’s little things like that — tambourine, all that
kind of stuff. He's just got this trunk he carries around with him,
just full of little gidgets and gadgets and things. But that’s his
baby. He likes to do that, so I wasn’t allowed.” The secrets come
out.

On the other hand, between Gilby, Barker and Abbott, they’ve
got about as solid a rhythm section as one could ask for. Tracks
like “Bored Of You”, “Nobody But Me”, and “Love Theme From
TPOH” (featuring a guest appearance by Todd Rundgren), get
the treatment in roval fashion. I love playing rhythm guitar,”
says guitarist Kris Abbott, “it’s exciting to me to sound chunky
and play along with the kick drum. I really like it a lot.”

“Ed’s pretty good at recording guitars,” says Moe, “he even
has Kris doing a solo on ‘Terrified".”

“Yes,” agrees Kris, “a very little one. I'm not a solo player.
That song, [ guess it’s a ‘Kris” song: [ get to play predominantly
in that song. I'm not really a lover of lead guitar playing, actu-
ally. I really, really love rhythm guitar playing and I don’t want
to offend any guitar plavers, but [ hate self-indulgent Blah-Blah
endless solos. Hate them. And it totally amazes me that I play
guitar because I just can’t stand the Richie Blackmores of this
world.”

The album has another guest presence as well. Jules Shear and
Moe got together for a successful collaboration on the track “Villa
In Portugal”, which is very craftily constructed. As Moe concedes,
“Co-writing is never easy at the best of times, but I was sur-
prised his thoughts were so in sync with mine. It was easy to

work with him.”
j
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The song, in which the object of the singer’s affection disap-
pears to Portugal after advising that she was only going to the
movies, gives both Berg and Abbott the opportunity to shine with
identical rhythm chops that make Keith Richards sound old. But
then, this whole release turns on the rhythm work displayed here.

One is tempted to attribute this equally to both guitarists, but
Kris protests. “Honestly, I can’t really take credit for a lot of that.
I'm entering into my sixth year of The Pursuit Of Happiness, and
though my taste is similar to Moe’s, [ think that playing with
him as a guitar section has developed me in that certain direc-
tion. A lot of times we're a mirror of each other — we're plaving
exactly the same thing. Fven upstroking or downstroking on the
guitar exactly the same. It’s like doubling the track in the studio,
or whatever. We both have different sounds, but when you com-
bine those sounds together, it's a big sound.”

“There are times when the parts separate, when we do differ-
ent things. In a lot of ways, I've kind of adopted his personal
style just from working together and being in the band for so
long. It’s become my own style as well.”

Working together; making things work despite all odds; these
are traits that are crucial to the success of this or any band, as a
band. The fact that The Pursuit Of Happiness can make the tran-
sition from one producer to another, understand the large and
small differences in methods and still come up with a strong and
unique piece of work is truly the mark of maturity. There is little
reason to fear that they will be swallowed up by the “downward
road’; in fact, the only vaguely threatening road before them is
the one they will take while touring this new material across North
America. And the worst thing that can happen is mavbe they’ll
get their van stolen. Again. Dave, don’t say you weren’t warned |

Geoffrey Davis is a freclance writer based in Toronto, ON.
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Pure's big break came at the Music West conference in
1991, when record company A&R guys almost got into fisti-
cuffs over who was going to sign them to a deal first. Of course,
it was no accident that Pure had caused such a sensation
with their demo tape. All of the musicians (Jordy Birch, vo-
cals; Todd Simko, guitar; Mark Henning, keyboards; Dave
Hadley, bass; and Leigh Grant, drums) had lots of prior stu-
dio experience and Todd, Jordy and Leigh had already been
through the record deal thing with After All, a group that was
destined to be a stepping stone for the talented young musi-
cians. With Pure, they had all of the elements in place, each
member contributing his own brand of eclecticism to create
the band’s overall sound.

With the songs for the album already written, it was just a
question of getting into a decent studio and finding a pro-
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ducer who would be right for them. Originally, they had con-
sidered Matt Wallace, but he was working on Faith No More's
Angel Dust album so they linked up with ex-Talking Head Jerry
Harrison, who has been spending the last few years produc-
ing albums by good bands with weird names like Live, Poi
Dog Pondering and The Green Things, as well as making
some solo albums of his own.

Harrison flew up to Vancouver to meet the guys and see a
couple of rehearsals and, after a few days, they agreed to
start pre-production for the album, getting the arrangements
down and tightening things up. Harrison admits that Pure were
“pretty knowledgable about the studio and they had good ar-
rangements to their songs,” which was very helpful. He turned
out to be perfect for the band. “l didn't try to make my own
record through their record,” Harrison offers, “| think one of



the advantages of having played in a band and releasing my own solo records is
that | don’t need to change what everyone else does — | just try to enhance it. Part
of the challenge was that everyone in the band had ideas and to make sure that
we could have a smooth process and yet get the best ideas from everybody.”

Henning agrees with him. “Jerry basically just sat there and smiled and read the
sports pages during pre-production,” he laughs. “| think he was very happy with us.
He didn’t really change anything. He was kind of a karma guy who would sit there
and go, ‘well, I'm not sure if this one’s going down right. How about we try some-
thing else?’ He just tried to capitalize on the best elements of our music that were
already present.”

And what are the band's ‘purest’ elements? “| think it's kind of the eclectic quality
to us”, Henning continues, “like within a certain song like 'Pure’. It starts with this
really funky bass and drums type of feel, you know — really tight, and then Todd
comes in with this kind of country guitar riff and then | come in and I'm adding
something really stupid like a clarinet thing. It's like Benny Goodman’s all of a
sudden joined some country band that's playing a funk song. Then we’ll kick into
the verse and it changes tone again. | think the greatest part of our sound is that
it's not one quality.”

With the pre-production out of the way, Harrison and the band then flew down to
Sausalito, California to lay the album tracks at the famed Studio D on to two synced-
together 24-track machines. Because they had complete lockout of the studio, they
were in there for 12 to 18 hours a day and the recording was completed in about 8
weeks. Henning admits that they made a mistake by recording in analog instead of
digital. “When you're using two analog machines, there are a lot of variables. Even-
tually we ended up dumping everything into a Sony 48-track digital deck for mixing
at Vancouver's Little Mountain Sound and let Tom Lord-Alge work his mixing magic.
| was just amazed watching Tom mix with the automated board and digital tape
deck. There is a sampling feature so if you want to fly something in, you just lock it
up and trigger it from the console.”

Being a band known for their technical prowess and successful merging of
sequencers and samplers with a hard-edged rock sound, one would think that they
used a lot of sequencing for Pureafunalia, but this was not the case. “We used
them a little bit,” explains Harrison, “but less than what we had thought. We ran into
a problem because Mark uses an Atari with a software program that was designed
in Europe. Because the studio we were in used ‘house sync’, which is mostly for
the video world, the timecode wasn’t compatible, so it proved to make things really
complicated”. Or, in Henning's words, “technical problems from hell”.

In addition to Henning's keyboards, Harrison also brought in a Prophet T8, a
Wavestation, a Proteus sound module and other keyboards to supplement the sound
palette, as well as Digidesign’'s Pro Tools digital editing system. “Mark has very
good sounds,” explains Harrison, "but there were occasionally times when we wanted
something else. | try in each song to go after sounds that help create an ‘identity’
for that song. Pure is particularly not a kind of band where you want it to sound
natural, like some guys in a room playing. The fact that they have an awareness of
the studio has made them right to try and use effects, whether it had to do with
distortion on a vocal or tremolo guitar, or even like a drum beat looping in the
background underneath the rest of the drums.

“It's not a back-to-basics band,” he explains, “I think that Pureafunalia keeps the
‘rawness’ by having some guitar parts and real drums with both Leigh and Todd
really playing, but because they have added these other elements, it's a nice com-
bination between synthesized and raw.” With the recent success of the “grunge”
sound, there was the option of going a little heavier, but Harrison thought it wouid
have been a mistake to bring that aspect of them out too much. “I think that one of
the things that sets them apart from a lot of bands is that it can be clear and yet
they still sound great. A lot of times you want a band to sound less clear because,
as you clarify the sound, the inadequacies of their playing become more apparent,
so you want things to sink back into this ‘morass’ or some sort of ‘wall of sound'.
The playing calibre was high enough with Pure that it was fine to hear everything
individually.”

On “Zen”, the first song on Pureafunalia, Henning incorporated a bunch of sounds
he had sampled off of a Hollywood adventure movie like screams, sirens and
gunshots. “I thought the idea of a song that is about being calm and at one with
oneself and then having all of this junk going on in the background would be pretty
interesting,” he says, “It seemed to fit.” Throughout the album, there are lot of
production tricks and interesting sounds to listen for, be they created by guitar,
vocals, drums or keyboards.

Harrison describes some of the techniques they used to enhance Pure’s sound
while still keeping in touch with what each song was trying to communicate. “Some
of it had to do with drums,” he begins. “We sometimes used Pro Tools to get the

continued...
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drums to lay in a certain way. On the
song 'Greedy’, everything was Leigh
playing, but because we were using so
many delays and because he was play-
ing in natural time, some of the delays
would start to feel — out. | used a MIDI
trigger box to take his kick pattern and
then | fed it back into the MIDI sequence
which could then be quantized in order
for that aspect of the drums to fit exactly
with the long repeats that were being
used. When you have long delays, you
don’t want the clutter of flamming. So
you get some of the tightness of a drum
machine, but it has the naturainess of

the snare drum and hi-hat.”

Vocals? "Jordy’s been always particu-
larly into heavily compressing his vocals
and we pretty much went along with his
wishes <laughs>. We experimented with
vocal mics throughout the whole album.
Occasionally, they liked the kind of
Beatles thing where you make the vo-
cals sound like they're coming out of a
car radio. We tried to give the vocals
definition in different ways in different
parts of the song.

“I'm very happy with the album,”
Harrison concludes, saying he would be
delighted to lend a hand when it comes
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personalized instruction,

hundreds of hours of lab time, no more than 3
students per instructor /recording labs, extensive
individual workstations. All lectures delivered in
our own studios.

Est. 1983. Registered and approved by the
Canadian Ministry of Education and the U.S. Dept.
of Education. Graduate program and graduate
placement assistance. Financial assistance may be
available to qualitied students.

OIART is an OUTSTANDING, competitively
priced private school truly unlike any other.

Ontario Institute of Audio Recording Technology
502 Newbold Street, London, Ontario

“OLART gave me all the skills and knowledge | needed to get
my job. The hands-on experience | got was mvaluable.”

Dale Harrison, Producer
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time for Pure to record their second al-
bum. Henning and the band were quite
happy with the results as well. “There's
really very little on the record that | don’t
like,” adds Henning, “in terms of notes
played and things sung, etc., and | think
it's evident from the amount of effort we
put into making it. | think it's a fantastic
record.”

Since the release of Pureafunalia early
this year, the band has been out on the
road playing to ever-increasing and sat-
isfied audiences, first on a North Ameri-
can tour with Daniel Ash (from Love and
Rockets fame) and then on their own
cross-Canada "Pure Tour” in April and
May. Onstage, Henning uses a se-
quencer to trigger some drum patterns
and percussion (Grant plays with head-
phones and a click track), but for the
most part, plays everything live. “l think
bringing a computer onstage would just
make life more hellish than it needs to
be. There are so many elements that can
go wrong in a live show that if you start
including high technology into the for-
mula, you're really pushing your luck. It's
good to know if everything breaks down
on my side of things, there are still four
other guys onstage to keep things go-
ing, you know?" As much a cliché as it
seems, the most common thing they
hear is that their live show is much
rawer, something Henning feels is a
good thing.

With lots of airtime on radio stations,
videoplay on MuchMusic, and a recent
Juno award nomination (for Most Prom-
ising Group). it looks like Pure are go-
ing to be enjoying some long-lasting suc-
cess. In the meantime, however, you
won't find them resting on their laurels.
They've already got new songs written
and are eager to record another album
within the next year or two.

For the next album, Henning figures
they'll make it a little more stripped down.
“It was a bit over the top making this
record,” he says. “It was like a seem-
ingly endless amount of tracks. It was
almost like a musician's dream. ‘Oh, |
want this in stereo.’ No problem. 'l want
that in stereo.” No problem. And after a
while, everything's in stereo, nothing's
mono and you can't place anything any-
where in the mix, so you end up just us-
ing one of them anyway.

“Everyone in the band is somewhat
of a perfectionist, but | think what we'll
do next time is beat Todd up and let him
punch in less because he's a really great
guitar player, but he tends to sterilize
himself a bit too much by going, ‘No, |
have to get this exactly right’. And | think
that's one thing we all appreciate more
now — the smaller mistakes. But they're
not so much mistakes as they are the
attitude and the soul, right?” ]

Tim Moshanshy is a freelance writer and
musician hased in Vancouver. BC




It's pure, solid, sterling silver.

The richest metal ever used for creating
brass instiuments gives Bach Sterling Plus
bells a richer sound.

That's because silver is a slightly softer,
denser metal than brass. We've discovered its
use in bell sections produces a fuller sound with
more overtones and great projection.

The Sterling Plus bell is also more versatile.

It keeps an open, resonant sound even atf
extremely loud dynamics, yet stays lively and
perfectly focused at pianissimo.

INTRODUCING
BRASS
THAT'S NOT
BRASS.

BACH BRASS, SOLID SILVER.
The Selmer Company « P.0. Box 310 « Elkhart, IN 46515 « USA

Trumpets, trombones, and fluegelhorns
are all available with Sterling Plus bells.
To learn more about if, see your authorized
Bach dealer.

Hear the Sterling Plus bell for yourself.
Order our trumpet demo (D, played by the
renowned Charley Davis. Send your name,
address, and $3.00 payable to “The Selmer
Company” to Sterling Plus (D, ¢'9
Box 310, Elkhart, IN 46515. '




hen it comes to the arts, Canada's francophone commu-
nity has alwavs been a “distinetsociery™. Long betore the
emergence of separatist agendas and political rhetorie,

Quebee was developing its own unique artistic vision,

drawing on its decp-seeded roots while struggling to tind its own

identity. "T'his paradox is at the core of Montreal's jazz scene. A ciey of

bold contradictions, old and new. French and Fnglish, rich and poor:
its unlikely blend of staunch traditionalism and daring avant garde has
given rise to one of Canada’s most vibrant and prolific musical commu-
nities.

Along with native son Oscar Peterson, Montreal’s mainstream juzz
masters have become a worldwide accraction. Pianise Oliver Jones,
guitar great Sonny Greenwich, the soulful Rannee Lee and the leg-
endary Paul Bley are just a few of the jazz glants who can call this
town their home. And long time local favourites like Jean Beaudet,
Chartie Biddles and the Vie Vogel or Denny Christiansen Big Bands,
continue to swing for appreciative houses.

As strong as the bop and swing scene is, it was the cutting edge of

» N
DENNY CHRISTIANSON

BY IAN MENZII

fusion — with UZER as the front runner — that powered the scene
through the eighties. Known worldwide for their uncanny precision
and musicality, the recently defunct quartet capped an illustrious en
album carcer ac last vear's Montreal Jazz Festival, plaving to more
than 90,000 people. 'The immense throng was kepe in thrall for over
two hours by the high-powered fusion that is the band’s international
trademark.

Since the demise of UZEB, attention has begun to tocus on a wide
array of underexposed and extremely lented plavers, all striving to
fill the void Teft by the late great fusion kings. Alain Degrosbois,
producer of CBC Radio’s Juzz Bear, has been involved with the local
scene for more than 20 vears. "1 would sav the fusion phenomena is
changing here in Montreal,” savs Degrosbois, "I'm seeing less of that
kind of band when I'm going out scouting for the show.™ As the
music mutates and diversifies, itis atracting a wider cross-section of
devorees. "In the past four or five vears there has been a lot of re-
newed interest in jazz from hosts and producers of radio. | think it's
got a lot to do with the fact that there's a void in the pop and rock

PAUL BLEY
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scene. they don't produce stars like they used to.” Featuring over 50
Canadian arusts a vear, Degrosbois™ weekly program is hugely suc-
cessful and the only one of its kind on the national network.

Not surprisingly, some of the arosts rushing to fill UZEB's shoes
are its former members, two of which — bassist Alain Caron and
guitarist Michel Cusson — have rapidly established their solo careers.
“Ten albums is a plateau,” savs Cusson, *“I'm very proud of that but
I wanted a broader view and more instruments, more challenging
ways to write, to communicate.” Cusson’s new band The Wild Unit
15 a reflection of his new innovative direction. Nine members strong,
the group has a distinctive, very nineties sound and language. Lis-
teners are kept on perpetual alert by a heady blend of blues, funk,
hot African rhyvthms, blaring brass and the unique edge of Cusson's
guitar. 1t's a sound that has changed the way Cusson approaches his
instrument. “['m still a big user of synthesizers to compose,”™ he savs,
“but on stage with this band [ found it was too heavy, [ use a lot of
gear usually, but now my focus is more on the acoustic instruments.
It's more guitar-oniented.” [

1

Cusson iy also involved in this summer’s season of the Quebec
television show Beau et Chaud. The variety program’s house band is
under the tutelage of percussionist and musical director Lue Boivin.

cantinued,

Although his new band has a lot of acoustic instre-
ments, Michel Cusson still exploits a wide array of
technology to get his unique sownds.

Using Godia electric and acoustic guitars throwgh o
Rozon custom-made Combo Amp ond a Morshall 4x12
cubinet, he also plays o Roland GR1 geitar synth. His
goliathan stage rack currently indudes: the RSP
Intefliverb, the Alesis Microgate, the Digitech IPS33
Smart Shift, a Rocktron compressor, a BOSS GL100,
the Korg Wavestation and Roland’s DEP5, GM70, GP8
and SRV2000. His new release is available on Disques
Avant-Garde.




The world's leader in reeds

TENOR SAX

and accessories.

ALTO SAX

Mouthploces

Rico Royal GRAFTONITE" mouthpieces play easily, sound wonderful
and open up a new range of musical expression throughout the
entire register. Available in three chambers and three facings for
Clarinet, Atto and Tenor Saxophone and one chamber and three
facings for Baritone and Soprano Saxophone. Rico Royal METALITE”
mouthpieces duplicate the impressive sound and projection of
metal mouthpieces without their unpredictability. They feature a
special chamber design and are available in four facings for Clarinet
and Alto, Tenor, Baritone and Soprano Saxophone.

Rico Royal® Reeds
Manufactured from specially selected
cane, with a filed cut that enhances
tonal flexibility in all registers. Available
for Bb, Eb, Alto and Bass Clarinet and
Alto, Tenor, Baritone and Soprano
Saxophone. Graded 1,1%,2,2"%,3,
3%, 4and5.

10 Tenor Sax reeds

H.W. Pad-Saver™

A swab cleans the bore but leaves
damaging moisture on pads where
it can cause them to rot and
keys to stick. Simply slide a
Pad-Saver demoisturizer

into the instrument
before putting it

away to avoid

these
problems.
Available for
Clarinet, Flute and Alto,
Tenor and Soprano
Saxophone. Ask for Sax-

neck Savers and Mouthpiece
Savers too

A
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Rico” Reeds
An excellent, all-purpose reed,
cut to the exacting specifications
favored by professionals and

students for 50 years. Available for

Bb, Eb, Alto and Bass Clarinet and
" Alto, Tenor, Baritone & Soprano
Saxophone. Reeds are graded: 1,
1Y%2,2,2%,3,3"%,8and5.

\ #O3
GRAND
CONCER)

\NET REEDS
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Double Reeds

Rico Oboe and Bassoon reeds
feature an American cut for a
slightly darker sound. La Voz
Oboe reeds are made with a
French cut for a bright sound.

with a German cut for a darker,
richer sound.

La Voz Bassoon reeds are made

: ?“; Plasticover®

A unique reed with the response,
“feel” and playability of the finest
] cane. A special coating helps
produce a tone with extra “edge”
and brilliance, plus a much longer
reed life. Available for Bb, Eb,
Alto and Bass Clarinet and Alto,
Tenor, Baritone and Soprano
Saxophone. Graded 1,
1Y%2,2,2Y%,3,3%,4and5.

Individually hand-selected for the
saxophonist who desires the ulti-
mate in response, tonal elegance
and flexibility. Provides maximum
ease of playability from the lowest
note to the top altissimo harmonic
range of the saxophone. The
specific cut is closely supervised
by Dr. Hemke. Available for Alto,
Tenor, Baritone and Soprano
Saxophone. Graded 1,12, 2,2,
3,3',4,4%2and5.

Grand Concert”™

A hand-selected professional clarinet

reed with an improved French/
Symphonic cut. The
design leaves more
cane in the vamp area
providing more sup-
port, endurance and
longevity. Intonation is
improved throughout the whole sym-
phonic range. Each reed is individually
hand-selected and strength graded.
Available for Bb clarinet. Graded 1,
1Y%,2,2"%,3,3%,8,4%,5and5 Y2

l/t
‘The Voice of finest instruments.

Mute
Holder

Rico’s mute holder
keeps straight and
cup Trumpet/
Cornet or Trom-
bone mutes ready
forimmediate use.

Frederick L.Hemke"

3 |\I
Mitchell Luri
Individually hand- selected for discrim-
inating clarinetists who demand subtle
tonal nuances in all registers and sen-
sitive dynamic response from ppp to fff.
Available for Bb and Eb Clarinet in the
original cut and a filed premium cut.
Both are manufactured under the per-
sonal supervision of Mr. Lurie. Graded
1,1%,2,2%,3,3Y%,8,4%2,5and5 2.

La Voz Reedgard™
Il and Reedgard™ IV

Perfect for protecting and extending
the life of your reeds. Reeds dry
perfectly flat. Reedgard Il holds
twa reeds and is available for
Clarinet/Alto Saxophone,
Tenor/Baritone Saxophone and
Oboe.

Reedgard IV holds four reeds and is
offered in one model for Clarinet/Alto
Saxophone and another for
Tenor/Baritone Saxophone.

La Voz°

An artist quality reed specifically cut
from selected cane for the musician
desiring maximum sound projection.
Available for Bb, Eb, Alto and Bass
Clarinet and Alto, Tenor, Baritone and
Soprano Saxophone. Graded Soft,
Medium Soft, Medium, Medium Hard
and Hard.

CO
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8484 San Fernando Road.
Sun Valley, CA 91352,
1-800-556-4321.

Q1990 Rico International. Specifications
subject to change without notice



“1t's a show where we have a lot of music.”
Boivin boasts, “Pop. jazz, fusion. eventhing
We have lots of plavers from Montreal com

ing on the show.”™ "The seven-piece nnit 18
truly an all stae lincup with Michel Car (kevs),
Jean Se-Jacques tkevs) Jean Pierre Zanclla
(san). Svivain Boldue thassy. Paul Brochu
(drums) and Ron Delauro (trumper),
Rounded out by Cusson and Boinvin, they
could well be the hottest band on the wibe.
"I use different set-ups tor different gies”
Boivin savs, "L even have this giant one that
looks like Pink Flovd or something.™ Mong
with his arsenal of acoustie paraphernalia
which includes Sabian evmbals and vanous
brands of percussion mstruments, he uses ey-
tensive electronies. 1T have the (Neaas)
A-DAT svstem so T ean walor my samples,
iUy a lot more personal.”™ Uang Roland
DPMI6 tngger pads, Boivin's other sound
sonrees include the Proteus World, the Kawa
N D3, the Roland S330 and an Akar S900,
“I'he most important dung for me s o
Dlend it with the acoustie stuth: ifiesounds
flenible — not like a machine = 1t's mu-
sic o me.”

I'he blending of electre and aconstue
music has led some other Montreal groups
10 SOME VMY UNIGUe INSITmentaton
learus, a tour-piece ensemble (guitar. per-
cussion. violin and cello), create a sound
somewhere between fean Foe Pony and
the Kronos Quartet. They are one of the
few gronps using the Canadin-nuade in-
strments called RAAD Strings, Binde by
Richard Armun. the bowed tour-string axes
are essentialiv solid body violins and cel
los with custom-buile pickups that give
them a range of nmbre
and sonority unavailable
i the tradivonal hollow
body istruments.

RAAND  celhist Erie
Longsworth explaims his
approach. “Becanse there
is 0 bassist i the band.
I spend much of mv ame
holding down the bottom
and plaving pizzicato”,
\ strong soloist as well,
Longsworth shares com-
posttional duties with gun-
tarist Mare Villemure who
plavs a big role in defin- |

ing the band’s unique
sotnd. 1 ose the Casio
cuttar synth (MGST10)Y
plaved  throngh o
(I‘'enden) Super Champs
run sterco, fe's also my

main clectric gmtar, run
through o Roland SDI
2000 and  the
\icroverh, Microgate and
Microd Q. The band has
suceeeded opening i lot
of cars to 11y disanctive

\lesis

Holding Down

Yie RBottom

A graduate o, the Berklee College or Music
Alain Caror has long been recognized as
one of the world's premier bass plavers.
Having toured w ith the likes of percussion-
ist Don Alias anchiormer Miles Davis guitar
ist Mike Stern, the virtuoso may be more |
well-known internationally than here in
Canada. “It's «till there,” savs Caron, “thal

thing where people think that people irom ’ .

the States for Lurope! are realls hetter than
people rrom here. Even with UZEB, we
alwavs had way more trouble touring in
Canada than in Europe.” ’
Undaunted, Alain has just released his
first solo ettort, Le Band aiter more than 14
vearswithUZEB. “Detinitely bwantedto do |
different things, especially my solo record.
Afterallthistime Lknow exactly what fwant
to hear” ’

Alain gets the sound he ‘wanls to hear’ I
with his 1wo signature model Turlanetto
6-string basses, one tretted and one fretless. '
He also uses the new Fender MIDTE Bass
and plavs through an older H&H Mostet
power amp It's very powertul and 1t
sounds so tat and warm pushing a
N0 Transparency Cabinet with a 2x10
sub woorter that goes down 1o 30 Hz. “it
tits in mv car and it kicks butt.

Current rack tovs include: a Roland
GMTO, a Korg Wavestation SR, two
Roland $330s, a Roland D110, a Digitech
Multe Ciects Reverb and 338 Pitch Shirter
an Akai programmable EQ), a Yamaha
FNS00B, a Rockman and o BOSS rack
compressor, all mixed through a Hill board
and manipulated by a Roland FC 100 100t
controller. Alain’s new solo record, fe ‘
Band. is available on Disques Avant
Card

(5]

sound and aic looking torward to openme tor
AL DiNeoluin Farope this sumimer

I'inding cnoueh places to plav jazz
Canada bas never been cass and tor afl 1es
musical vitalite, Montreal s no exeepuon
I'he Bist of tallen jazz clubs in the ay s a
long indictment of the ravages of our current
recession. What is cven worse s that the sur
viving clubs — most notably 1 \irdu Temps
and Biddles Jazz and Ribs — can be counted
on one hand. But cach vear in July afl of that
changes.

Now in s fourteenth vear. the Festval
International de Jazz de Montreal has become
a true musical meeca. In 19920 the tfesenval
drew an astounding 1,300,000 people. mak
ing 1t the most popular coltural event
North America. With 330 concerts over 12
dins, s an all-consuming experienee {1
nonstop pohglot of sounds from around the
alobe where Brazilian mecets 2vdeco and salsa
blasts with blues, “We've tended o ke
more rishs through the vears.” saas the
cvents co-tounder Andre Menard, “and
it's worked beaanse of the contidence the
testival generates.”

While no one denies the impact of the
annual fete, musicians do not hive on con-
tidence wlone and the tick for most s
what 1o do for the rest of the vear. to
ronto trombonist Tom Walsh, who now
keeps o residence in Monteal. has seen
hoth sides of the fence. 1 just gor back
trom Voronto.” savs Walsh trom his cast
ern base, mand 1 was shockhed o see all
the new jazz clubs that had opened up
there. That's certainly not happening
here.”

REYS TO THE CITY

from Andre Phillip Gagnonto UZEB,

Michel Cyr has long been on the

forefront of Montreal's muslc
scene. "for me, it's not justa gig—I'm
writing, composing and arranging.”
This ability to become part of the
project has made Cyr an in-demand
collaborator and a man known for his
ability to get the right sound.

While frequently expanding his
palate for studio gigs and special
projects, Cyr's core rig is an Akal
$1000, a rg T3 and the Roland
U220, MKS 20 and D50 — sent
through a Roland 16-channel line
mixer and the Roland MKB 1000 MIDI
controller. Cyr's main effects are the
Alesis MIDIverb and the Lexicon LPS,
and he monitors through two Audio-
Technica wedges with Yamaha
power. Some of Michel's most recent
work can be heard on a new release
by saxophonist Jean Pierre Zanella.




- MUSIGUE
ACTUELLE

“I can hear in my head what 22 guitars
sound like.” So says electric guitarist and
classically-trained composer Tim Brady,
whose innovative use of the instrument has
made him one of the leading practitioners of
the genre called musique actuelle. A
five-time winner of SOCAN’s composer
competition, Brady blends jazz, classical and
electroacoustic music with muiti-tracking
techniques to create a thickly-textured sonic
guitar landscape. “Every note of the piece is
written out in advance,” says Brady. *l write
two full scores, one a traditional music score
and the second, a 24-track score.” With
notation for electronic effects and move-
ments in the stereo field and reverb depth,
the “mixing score” is a vital part of the
performance. “The whole stereo spectrum
and the whole concept of recording im-
agery become a part of the compositional
process.”

Brady is one of the new breed of musi-
cians who find their inspiration in the di-
versity of contemporary media. Their musi-
cal vision encompasses the range from or-
chestral works to contemporary jazz. Gath-
ering annually at the Festival international
de musique actuelle de Victoriaville, Brady
— along with fellow Montrealers like

MANUFACTURING ’ A[:“"STI
Compact Discs |
$1.89 each

includes glassmaster*, poly,
jewelbox, CD label printing.

(From a 1630 and CD film)

v tracking |
ut onr 1adlo LracKi
Ask a0 ptional 6ervicee:

Maf 10/’0/”!

“applies to 1000 units only

7370 Woodbine Ave., Suite 12
l '\ Markham, Ontario L3R 1A5
PROMOTIONS (416) 477-8050 * Fax: (416) 477-9646

from running master,
45 minutes, normal tape

guitarist Rene Lussier and sax player Jean
Derome, Toronto’s Hemispheres and inter-
national guests like New York’s John Zorn
— is establishing Quebec as a hotbed of
the musique actuelle scene.

In his live solo performances Brady uses
a mix of samples, pre-recorded DATs —
played on a Marantz PMD700 — and an
extensive effects rack that includes a dbx
163X compressor, a Yamaha SPX 900, an
RSP Technologies Intelliverb, a Digitech
PDS3500 MIDI pedal, a Morley footswitch,
a Boss volume pedal and a Roland
SDE3000 digital delay. His axes include a
mid ‘80s Paul Reed Smith Standard, a late
‘80s Steinberger GMA4T (3-pickup model)
and three Gibsons — two mid ‘60s ES-335s
[a 6-string and a 12-string] and an early
'60s J-45 acoustic with an added cutaway.
he also uses an early ‘60s Kalamazoo elec-
tric bass. He plays through a Gallien
Krueger ML/E amp/preamp. Tim's latest
album, Imaginary Guitars, is available on
Justin Time Records

3

As leader of the bi-partisan free-form group
N.O\LA (half the plavers are from T'oronto
and half from Nontreal), Walsh has an inter-
esting perspective on the Montreal scene.
“I'he French seem to have taken it to task,
I guess since the revolution, that thev're
guardians of the arts,” muses Walsh. “Every
Montrealer vou speak with seems to have
some opinion about quite radical things in art
and especially jazz. It seems like there's more
left over from the old world than the rest of
Canada.”

Michel Cusson agrees, “The scene here is
only as good as the event itself.” he savs.
“When vou have lots of good stuff happen-
ing the place really heats up, like during the
festival, but when the qualiey is down, so is
attendance.”

Perhaps it is just this critical gaze that
brings so manyv great musicians to the city
and draws out the best in those already here.
LLike moths to a flame, they risk it all to
achieve recognition for their elusive goal: the
pure light that is true musical genius, It's a
radiance vou can sense in hot new bands like
Nortlan or in the formidable tenor work of
sax man Yannick Ricu and it's what makes
Montreal an international jazz giant. |

lan Menzies is a Toronto-based freelance writer
and musician.

= NOMAs latest refease. Climbing "T'he Waltz, s
available on Justin Time Records. The learns self-titled
debut is on the Amplitide Jazz Collection series. For year-
round information on the Festical International de Jazs de
Montreal tJulv 1-11. 1993}, call (514) 8T71-1881,

. .And They've Picked Up On
" WOODY.

‘ ‘ Simply installed whenever you want to plug in
...and simply AMAZING in performance:

full bodied tone » hum and buzz virtually eliminated ¢ excellent
string to string balance « clear across huge dynamic range * strong
output even without preamp  very high feedback resistance
* available in single coil or hum cancelling models
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HARRIS
INSTITUTE

DEDICATED TO
EXCELLENCE IN
MUSIC INDUSTRY

EDUCATION

N

The Faculty

Mike Balogh

Eddy Baltimore
Joe Bamford
David Basskin
David Bendeth
Rob Bennett

Todd Booth

Rick Clarke

Kitty Cross

Brian Daley

Scott Eldridge
Brant Frayne

Joe Fried

Don Garbutt
Joseph Gault

Yuri Gorbachow
David Greene
Mike Greggs

John Harris

Liz Janik

Dimitri Komessarios
Eugene Martynec
Doug McClement
Mark MclLay

Scott McCrorie
David Merrick
Roland Parliament
Martin Pilchner
James Porteous
Sheila Posner
Scott Richards
Debbie Rix

Tom Rogers

Bob Roper

Don Sinclair

Ted Southam
Matt VanderWoude
Walter Woloschuk
Howard Zerker

The Courses

Music Industry Merchandising
Audio Electronics

Tour & Venue Management
Music Business Law

Artist & Repertoire

Concert Promotion/Production
Composition & Arranging
Video Editing

Live Sound/Lighting Design
Print Production & Packaging
Music Video Production

The Film Industry/Screenwriting
Music Video Production
Digital Synthesis/MIDI
Graphic Design

Audio Post Production

Audio Post Production

The Booking Agency

The Art of Management
Broadcasting Arts

Video Post Production

Digital Audio/Signal Processing
Studio Orientation

Live Sound/Lighting Design

" Audio Post Production

Music Publishing/Contracts
Advertising Arts
Acoustics/Studio Design
Audio Post Production
Accounting Principles

Music Marketing/Record Dist.
Media & Music
Producing/Engineering

Artist & Repertoire

Music Industry Mathematics
Print Production & Packaging
Rock History/Music Theory
Music Video Production
Music Industry Accounting

The Programs

Harris Institute for the Arts offers full and part-time programs in the business,
technical and creative aspects of music. Comprehensive one year Diploma
programs in Producing/Engineering (PEP) and Recording Arts Management
(RAM) start in October, February and June. The Faculty is comprised of 38
active industry professionals and the facility includes The Technical Training
Centre, a fully equipped 48 track recording studio. The Programs culminate
in the formation of production and management companies as well as
Internship Placements atstudios and companies withintheindustry. Financial
assistance may be available to qualified students. Harris Institute isregistered
and approved by the Ministry of Colleges and Universities and is a member
of the Better Business Bureau. Our objective is to provide the best trained
people in the world to the Canadian Music Industry.
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TheProducing/Engineering Program covers the art, technology and business
of recorded music production and is designed to equip the graduate to enter
the broadest range of music recording careers.

Commencing: October, February and June
Duration: 12 Months (901 hours)
Tuition: $7,840.00
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The Recording Arts Management Program covers the music industry
management functions and is designed to equip the graduate to enter the
broadest range of management careers within the music industry.

Commencing: October, February and June
Duration: 12 Months (904 hours)
Tuition: $6,978.00

The following industry funded scholarships are awarded to students
achieving academic excellence:

CARAS (Canadian Academy of Recording Arts and Sciences) Academic Scholarship
CMPA (Canadian Music Publisher's Association) Songwriting Scholarship
HITS (Harris Institute Teacher's Scholarship)

R. Richard Hahn Academic Scholarship
CJEZ-FM Academic Scholarship

To receive a copy of our syllabus or to arrange for a tour of the facility
contact:
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C ultivated from an ever widening

musical palette, never before has the music indus-
try seen such a wide cross-section of guitar play-
ers. And the diversity of the trade is obvious right

here

in our own Canuck

by Richard Chkal backyard. Canadian Musician
had the opportunity to ask

many of this country’s best players about their in-

fluences, practise habits, equipment and recom-

mendations.

For the past 12 years, Keith

X Scott has been the backbone

X guitarist behind Canada’s

megastar Bryan Adams. With

vocal guitar lines that all seem tailor-made for the song, Scott is a

leading voice of Canadian guitarists. Still out on tour supporting

Adams’ latest release, CM caught up with Scott on another leg of
their U.S. tour.

Michelle Wright is one of Canada’s most respected country art-
ists. Cultured and refined, she is backed by the same machine that
drives forward the success of Anne Murray. Lee Warren is the
guitarist/multi-instrumentalist that provides a strong backbone to
her live performances.

Canadian-born vocalist James LaBrie left the country for the U.S.
only to land a choice gig with the ultra-competent progressive
Dream Theater. A band world-renowned for their intensity, accu-
racy and stunning musicianship. they are presently on tour in sup-
port of their Images and Words album which, at last count, has
surpassed a half million unit sales. John Petrucci has been touted
as the next Steve Vai and contributes his input here.

Eclectic rocker Rik Emmett is known for his present “musi-
cian’s musician” productions and his past work with Triumph. Pres-
ently working on his third solo album release. Emmett is in
preproduction writing and rewriting and rewriting again his mate-
rial.

The Tragically Hip have gained a solid reputation for driving,
rhythmic dual guitar pieces. The Juno Award-winning band has
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recently completed a
tour of Australia and is.
at the time of this writ-
ing. on tour in the US. in
support of their latest al-
bum. We spoke with guitarist Bobby Baker.

A hot, fiery player, Phil X of Triumph has also played with the
likes of Aldo Nova and Frozen Ghost. Phil is in preparation for
touring with Triumph. It promises to be a loud and bombastic ex-
travaganza.

And what summer would be complete without Kim Mitchell?
The Canadian hat-meister gained reputation as the iconic player
fronting the ill-fated Max Webster before branching out to continue
a formidable solo career. He also is in preparation for his next al-
bum.

Presently at Arnold Lanni’s (Frozen Ghost) The Arnyard Studio
in Toronto, Tony *Wild T* Springer is in the midst ot completing
his next album project. It is no secret that he has recently returned
from New York after recording a cut for David Bowie's new al-
bum, Bluck Tie White Noise. Springer had also made television
performance appearances with Bowie on shows like Arsenio Hall.
The Tonight Show and David Letterman.

Syl Simone has been the sideman working along side Tom
Cochrane and. previously, Rik Emmett. His technique book and
accompanying cassctte, Sweeping The Nation And Bevond, has sold
successfully in 14 countries around the world.



CM: Ouwtline vour guitar sivle and how you integrate i
into your bund.

¥ Keith Scott: in the beginning, it was a bit of an adjust-
ment because in the band 1 was previously working with, I had a pretty
big say as 1o what was going on with respect to material. | had geared
myself to more guitar-oriented material. 1 was caught up in the fusion
thing in the “70s. My own band showcased that type of guitar playing
but when [ joined up with Bryan, his music didn"t really call for any of
that.

In this case (Bryan Adams). I'm being asked to embellish material
that someone else has written. Adams wants
1o hear guitar that plays off his vocal and |
put a fair bit of study into how and what he
sings and what 1 should play to complement
that. It was necessary to concentrate on
making chordal movements that accent the
song structure. I've been recording with
Adams for 12 vears now and it’s pretty well
second nature to interpret what he is or will
be looking for in a given song. In turn, this
has developed a style in my own playing
that is @ combination of those elements.

Lee Warren: In Michelle’s (Wright)
band. I'm more of a multi-instrumentalist
rather than a guitarist exclusively. Because
of the show format. it’s critical that we play
as close to the performances on record as
possible. Flash is not the primary considera-
tion here, consistency is.

John Petrucci: It's very hard to define my
own playing style. | try to achieve an ex-
pressive sound. emphasising melody. phras-
ing and technique. Chord voicings, rhythm
and arrangement are also important to my
style.

Rik Emmett: | think of myself as prima-
rily a rock plaver/writer but [ have a fusion
approach to guitar playing stylistically.
I don’t mean that description like jazz/rock
fusion but more like a fusion of finger-style
playing with pick playing. I'm not a classical player. but I have some
influences that 1 like to reflect in my work. Hybrid style may be a
good description. For recording. these attributes naturally come out in
the songs I write so there™s not really a forced integration of any sort.

Bobby Baker: For me. it's always been critical for a guitarist to
support the song. 'm not into ripping licks or flash for the sake of
ripping and flash. The song is where it’s at. Although The Hip has two
guitarists, 1've never had any problem with a two guitar situation. I've
always worked in that type of band format so | can easily work with
another player. In fact. if I'm ever playing in a one guitar player gig,
I feel naked. Two guitars have always inspired me.

Phil X: Style? What style <laughs>!? Tt doesn’t matter what kind of
nusic you're into but it is important that you contribute to the song as
part of the team. part of the band. If you had to put a label on what
[ play. I guess I'm a rock player but my influences are pretty off the
walt and I think they ve helped me to find a unique expression.

Kim Mitchell: 1 concentrate more on songs these days rather than
on adopting any sort of new radical guitar techniques. Since | put the
song first, my guitar nuances fall into place naturally. | guess | sub-
liminally take a “mutoid rock with jazz overtones in beachware™ ap-
proach to my soloing.

Tony “Wild T™ Springer: It's hard to define my own style because,
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Tony “Wild T Springer performs on
David Bowie’s new release Black Tie
White Noise.
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being from Trinidad. I'm from a whole different part of the music
world. I'm just a musician not a blues player. not a rock player.
[ try 1o have a vocabulary of everything and try to play with feeling,
I can play jazz or blues. When you combine stuff like that with distor-
tion and wah it sounds like something completely different. 1 try to
work that uniqueness into my music.

Syl Simone: As a sideman. my job is to make the fronting artist
sound good. My approach to playing with Rik Emmett is radically
ditferent from the way | approach a Tom Cochrane tune. 1 add to their
sound by applying my expertise catered to their needs. | mean. music
is music. IU's not the complexity or the sim-
plicity of the music that counts, it’s the vibe.
When | got the Cochrane gig. 1 spent a
weekend transcribing the songs and really
getting into them stylistically. And his style
feeds from the lyrics so it’s important that
['m up on them too.

CM: What are vour influences?

Keith Scott: | started out listening to the
typical rock guys of the day in the "70s
Page. Clapton. Hendrix. Deep Purple. Over
time, I got turned on to more of an improvi-
sational jazz style like John McLaughlin.
I progressed into exploring more traditional
jazz styles. | love Pat Martino. The guy re-
ally swings.

Lee Warren: My siyle definitely shows
in my influences. [ listen to Eric Clapton
from Bluesbreakers days, Rory Gallagher,
early Ritchie Blackmore and Jeff Beck. In
the jazz arca, [ like John Coltrane and
Charlie Parker. For steel playing, | began
with mid-"70s Linda Rondstadt. Eagles,
Poco not old country music. but more
country music’s second coming. Players like
Rusty Young. the late Ron Dann and Mike
Holder (Dann and Holder are local Toronto
players that gave Warren guidance) taught
me loads about the pedal steel.

While | was hanging out at the Gasworks in
Toronto, I'd excuse myself from my friends and go up Bloor Street to
all the cheesy country bars and listen to pedal steel players. 1t wasn't
exactly a hip thing to do at the time but I had the chance to see some
fine players. I guess I had a hybrid set of values.

John Petrucci: Some of my tavourite artists are Alice In Chains,
Metallica. Queensryche and Jane's Addiction. | also listen to Steve
Morse and any Dregs album. Other artists that interest me include Joe
Satriani, Steve Vai. Chic Corea, Mike Stern. John Scofield. Beethoven,
Bach. Stravinsky and Bartok.

Rik Emmett: It's important to have a well-rounded bag of music to
listen to, not just the particular genre in which vou work. Il listen to a
lot of different jazz and classical artists.

Bobby Baker: At one time, 1 listened to guitar music for the sake of
guitar music. But not anymore. I'm interested in people who support
songs. A few of my influences are Jeft Beck. Ry Cooder and Dan
Lanois.

Phil X: I don’t listen to many other players. 1 found when | was
vounger, if I'd concentrate too much on another guitar player I'd start
to sound like him. What good is that when you're trying to be an
individual? My dad got me into bouzouki playing when I was 11
I started looking at the technique of the playing, which was real rip-
ping. and started incorporating that into my guitar style. It develops

continued




great picking articulation. And there’s no raunch on the instrument to
hide mistakes. I like to listen to old Scorpions with Uli Roth. Nuno
Bettencourt for his thythm playing and Jeff Beck.

Kim Mitchell: Recently. I'll listen to Van Halen. Prince and Chet Atkins.

Tony Springer: [ listened to George Benson for a while, as well as
Hendrix. I think that we have a lot in common. Whereas Benson is

very calculated, Hendrix was
more of a feel thing — put a
groove down, crank it up, feed-
back and stuff like that. Every lit-
tle piece of an artist helps to in-
fluence me. Even artists that [
don’t like give me ideas of what
not to do, to correct the wrongs
they do.

Syl Simone: I listen to all kinds
of music. Because I'm studying
right now, I listen to a lot of
Myles Davis and Bill Evans
for chords plus some Allan
Holdsworth and Michael Hedges.
They're very creative. [ listen to
radio, too.

CM: Let's talk tovs! What is in
your present set-up right now?
What have you seen that's hot out
there?

il AR

Keith Scott: | use a Bob Bradshaw rig. This switching system
alternates preamp choices into a tube power amp. First, I usc a
Bradshaw three channel custom preamp. then a Sans Amp rackmount
preamp and a Marshall JMP-1 preamp driving a VHT Classic power
amp. Effects include a couple of Boss SE-50 effects units. a Lexicon
LXP-15 and a sterco compressor. My speakers are a pair of stereo 412
cabinets. Guitars — old Strats. One is a "59 with a maple neck: the

Canada’s summer — lovin Kim Mitchell

other is a "60s rosewood board
axe. I have several of the new
custom shop Fenders with maple
necks. basically stock classic
vintage copics. I do have a cou-
ple of PRS double cutaway
guitars with humbuckers. Al-
though not on this leg of the tour,
I've been carrying a couple of
Gretsches.

[ want to get a guitar MIDI
controller to get into triggering
synths. etc. Roland makes a unit
called a GR-1 that tracks very
well. Korg makes a MIDI unit as
well but I don’t recatl the model.
Of course, I'm always looking to
expand my little arsenal of vin-
tage amps.

Lee Warren: Some of the
cquipment is pretty industry
standard. For example. for pedal

Vintagc CibSOD B Ed MacDonald

Vintage guitar models have certainly al-
ways been popular with axe-slingers and
Gibson electrics are among the most
sought-after. Following is a selection of
vintage Gibson guitars that are most col-
lectible with some discussion on features
and rarities that will prove helpful to
those of you scouting around for that rare
bird.

Gibson Korina Guitars

Korina guitars are instruments made in
1958 by Gibson. Korina is a trade name
for East African limba wood, which is a
light or bleached mahogany-looking
wood that’s weight, grain and resonance
is also similar to mahogany — although it
may vary depending on how cured or
dyed out it is.

The models that fall under Korina are
the Flying V, the Explorer and the
Moderne which has yet to be found since
its introduction back in ’58. Other Korina
models include the Futura, similar to the
Explorer, but with a forked head stock
and a very narrow waist. Recently, [ at-
tended the Dallas Vintage Show and saw
the ‘58 Korina Explorer Bass. There may
be only two in existence and as for the
price, there isn’t one.

Production totals on the following:

1958 Gibson Flying V 98

1958 Gibson Moderne 4-12
1958 Gibson Explorer 38
1958 Gibson Futura 6

1958 Gibson Explorer Bass 1-2

Gibson Les Paul Standards

The Gibson Les Paul Standard is the Les
Paul that players and collectors have been
hunting down since the late '60s. Mike
Bloomfield really helped to start the
“burst” craze when he went to England
in the '60s. Eric Clapton, Jimmy Page, Jeff
Beck, Peter Greene and many other blues
and rock guitarists were taken over by the
tune of the '50s Sunburst Les Pauls, not to
mention the beautiful look of the instru-
ment with its highly flammed or tiger-
striped book-matched curly maple top.
Most of you will have seen examples of
this guitar with the above-noted players
and also with Slash of Guns ‘N’ Roses,
who has helped to popularize it even
more. Production between the years of
1958-60 was 1700 guitars.

The Gibson Les Paul Standard Goldtop
1957 is also a very sought-after model. It
is basically the same guitar as the Sun-
burst Les Paul of the '58-'60 period except
for its solid gold colour on the top and
finish differences on the back with darker
brown or lighter brown stain on the neck
back and sides. Occassionally, black plas-
tic parts may be found in certain early ‘57
models, as opposed to the standard cream
plastic used for pick guards, pick-up sur-
rounds and toggle caps. Production on
the '57 Les Paul Standard was 600 guitars.

All of the above-mentioned guitars
have one thing in common — PAF
pickups. Once you get used to the tone of
a PAF, you'll find its sound easy to detect
on your favourite guitar hero disks from
the past to the present. These PAFs are
very sought-after — Eddie Van Halen
uses one in his custom-made guitar in the
bridge position for live and recorded per-
formance.

The PAF pickups were on many mod-
els of Gibson guitars between 1957 and
early 1963, although most




is tor a Danclectro Tic Tac bass. The preamp feeds a
Peavey ValveVerb. It's a tube-driven reverb and
tremolo unit that sounds vintage. not digital at all.
Very organic. From there. the signal goes to DI hoxes

Tube technology is very prevalent for me. | also
use @ Peavey Rockmaster preamp for guitar. Patched
into that 1 have a Boss digital reverb pedal. There is
another Rockmaster preamp in my rack for the pedal
steel. It has an Alesis Quadraverb in the common ef-
fects loop. The outputs from that Rockmaster go to
the power amp ins of the Nashville 400s. The ulti-
mate situation would be to develop my system with
separate speakers onstage for cach of the instruments.

The only area I stay away from tubes is in power
amps. They are a little too heavy and bulky and we're
restricted space-wise. My instruments include a dou-
ble neck Lashley LeGrande pedal steel. a Peavey Gen-
eration 3 Telecaster-type of guitar and  several
“Frankencasters” mutated Strats with Telecaster
celectronics and bridge.

Things Pve seen that are happening? Peavey's
Profex I for my pedal steel would be nice. The
Tubemaster has eight 12AX7s, separate 1Q for cach

Wil

steel 1 use a couple of Peavey Nashville 400 amps. T have a rack
system ['m presently refining. It begins with an Alembic F2B dual
channel tube preamp. [ use one of the channels for my acoustic guitar.
which is a Peavey Ecoustic. a new model of amplified acoustic guitar.
We use three in the band. The Ecoustic plays fike an cleetric but
sounds remarkably acoustic. Back to the preamp: the second channel

o

Hip guitarist

Bobby Baker

of the three channels and stereo effects patches for cach channel.

John Petruceei: My present rig consists of a Mesa/Boogice Triaxis
preamp powered by two Mesa Boogie 290 power amps. One power
amp is for the backline (four 412 Duat Rectifier cabinets with Celestion
Vintage 30s) and the other is for a separate monitor mix using two 212

custom Mesia/Boogie wedges. also with Vintage 30s.

Eftects consist of a T.C. Electronic 2290 delay. a
[.C. 1220 and a Eexicon PCM 70, The entire system
is switched by a Mesa/Boogie MIDI Matrix brain and
Abacus remote pedal board.

Both the preamps and power amps are tube pow-
ered. They react better and display more personality
than solid state gear ['ve tried in the past.

Recently when touring through Colorado Springs.
Iwas turned on to one of the most innovative instru-
ments I've cver seen — a TransPerformance Auto-
matic Tuning Guitar. It actually has mechanized
bridge picees controlled by an internal computer. With
the touch ot a button. the tuning changes instantly to
whatever vou happen to program in. Hello!!

Rik Emmett: I'm getting away from solid body gui-
tars and into the jazz acoustic/electries and semi-
acoustic electrics like Yamaha's AE2000. I've been
experimenting with a thinner semi-acoustic electric.
the Yamaha SE1500 series with more powertul
pickups installed. 1 still use Yamaha Pacificas (solid
body. whammy bar). Gibson Chet Atkins electric clas-
sical and a Yamaha 1.55 dreadnought-style acoustic.

continued

guitars in ‘63 had the “patent number”
pickups which still have the nickel covers
and, soundwise, are often mistaken for
PAF pickups. On the live Crossroads
record, Eric Clapton used the ’63 ES-335
Cherry. Check out the tone. He still has
that guitar today with ‘Cream’ stencilled
on its case.

The Gibson Les Paul Standard Goldtop
of '55-'56 and early ’57 utilized single coil
P90 style pickups. These are the guitars
with the stop tailpiece and tone-o-matic
bridge. Many of these that are in need of
repair or a finish will end up as beautiful
conversions to Sunbursts without PAFs
— a great alternative for the player who
can’t find or afford the price of a '57
Goldtop or a '58-60 Sunburst Les Paul.

The Gibson Les Paul Standard ‘54
Goldtop was the Goldtop with the wrap-
around bridge and great-sounding single
coil pickups. Some had all gold necks and
body and weren't too practical.

The Gibson Les Paul Standard "52-'53
Goldtop was introduced with only a
“Made in USA"” stamp on the back of the
head stock. Early examples had no neck
binding. The single coil pickups of this
guitar sound the best to my ear of all the
single coil models. The bridge is a trapeze

tailpiece from hell — it's a big sucker. The
neck angle is also flatter on this guitar. Se-
rial numbers were introduced on some
models in 1953. Some of these also had
gold finish on the neck, but that was verv
rare.

In early 1957, several guitars were
made with only three controls in line and
a selector switch at the usual toggle
switch position. This model was referred
to as the Mickey Baker model and is ex-
tremely rare. Some models came with the
three controls and a traditional toggle
switch — an even rarer find. A few of
these models had only two PAFs, but
most were equipped with three.

You'll find that through to early 1960,
some of these guitars were made with all
mahogany bodies and some had maple
tops. You'll hear the difference if you plug
them in and compare — the maple top is
much brighter (helpful if you're evaluat-
ing a Black finish model with no chips).

Gibson Les Paul Customs

The SG Les Paul Custom (white) was in-
troduced in late 1960 through 1962 and
had three PAF pickups. There were some
custom colours, but most were white. The
ebony fretboard had the same block style
inlay as on the earlier-

introduced LPC model and also had the
“fretless wonder frets”.

The Gibson SG Les Paul Standards
made in the late ‘60s through 1962 were
mostly cherry with some white and some
Pelham blue. The features of this guitar
included an SG-shaped body, small pick
guard, a wide flat neck, Lonnie Mack side
to side tremolo, PAF pickups and nickel
mctal parts. Les Paul was inscribed on the
nut cover. Some rare models have ebony
& pearl under the bridge on the top of the
body. This particular model has been
used by players like Clapton, Duane
Allman, Todd Rundgren, Angus Young
and George Harrison. These guitars were
very light in weight, with an all-ma-
hogany body and neck and Brazilian
rosewood fretboard. Some very rare mod-
els have factory-installed Bigsbys.

The Gibson Les Paul Customs (black)
were introduced in 1954. This model had
the fretless wonder frets, mahogany body,
ebony fretboard and block mother of
pearl inlays. Sometimes it featured gold
Kluson deluxe heads, gold Grovers or
gold Imperials. This was the basic de-
scription through to 1956.

Ed MacDonald is a long-time collector of rare
and vintage guitars. He is based in
Pickering, ON.



Amps consist of a Mesa/Boogie Mark 1V combo (the beauty of the
Mark 1V is that it has tremendous versatility in one very compact box
great for live) and an old S0 watt Marshall with old Celestions.,

| use a Zoom unit direct sometimes. For echoes and reverbs, 1'll
patch in my Roland GP16. A Rockman Octopus switches the Boogic.
The Vox AC30 reissue is a real hot item as are the new Marshall
anniversary combo and Bluesbreaker reissue. The Fender 410 Bassman
reissues are interesting. too.

Bobby Baker: My main sctup is a Mesa/Boogic Triaxis preamp
with a Mesa/Boogie Strategy 500 power amp driving two 212 Boogie
cabs. Tuse an Abacus foot pedal to switch the preamp. My guitars are
two Fender Strats, one floating whammy. one regular and a Telecaster
with a split coil system.

There's always so much amazing stuff out there. But I've always
been somewhat of a Cretan. Until a couple vears ago. I thought it was
dishonest to even have foot pedals in your chain. I ook the leap of
faith with the Boogie rig. It's interesting but it’s a lot like flying a
plane <laughs>.

Phil X: My rig has a Marshall JCM 800 100 watt head. a Marshall
412 with Greenbacks. an Ibanez TSY Tube Screamer and a Samson
wireless unit. A pair of Freiheit guitars are my main axes. As well. |
have a Fender HR Strat and a Les Paul Jr. with a-JB in the treble
position tor slide guitar.

The hot gear out there for me is the Mesa/Boogie Dual Rectifier
head.

Kim Mitchell: My main amps are a pair of 50 watt Marshall JCM
900 heads with two single 12 open back speakers, One is an EV

——wpliThal

speaker and the other is 4 Road. They're a good combination live
because one is very bright and the other is guite warm. Open back
cabinets perform well onstage because they're not so directional and
spread the sound over the stage. For ¢ffects. 1 use a single Quadraverb
for a bit of space. A Boss Super Overdrive is on the tloor for solos. |
still have the same old mutant blue Strat with Gibson electronics. as
well as a few Fender Strats.

Tony Springer: Real simple. A Marshall JCM 800 100 watt head
and a 412 Marshall cabinet. [ use Strats and maybe some wah and
distortion once in a while. That's it.

All T need is a good guitar that stays in tune and plenty of volume.
There is too much to contend with these days. Everybody has a
rackmount this and a rackmount that. It's so synthetic. [ go for a more
natural thing. Just turn it up and let mé feel my thing. There is plenty
of good equipment out there but it all comes down to being in the
hands of the player.

Syl Simone: The centre of my rig is a Mesa/Boogie Quad Preamp. 1t
feeds a MosValve power amp. which in turn drives two 212 Rexx
cabinets with Celestions. I have a couple of Marshalls [ use oceasion-
ally in the studio. My effeets are a single Roland GP16 and BBE Sonic
Maximizer. A Rockman Rocktopus switches the preamp. My guitars
include Ibanez and Charvel with Evans pickups. a Les Paul Standard.
Kramer and a Chet Atkins electric classical.

CM: Do you have a practise regimen of any kind? What would you
recommend to aspiring plavers?

Keith Scott: | always warm up before shows. That makes it a lot
easicr o go there when vour brain and hands are pretuned to the
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instrument. My advice 1o other plavers is to try to go oft the beaten
track when practising, If vou're used to plaving certain scales or songs.
invent ways to make vour brain approach that material differently.

Lee Warren: With the hectic pace of the road. T hardly have time for
a dedicated practise schedule. [ ean sav that it is important to develop
an ability to sustain vourself within a situation as both a playver and as
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legato. exercises. chord theory. improvisation and sight reading.
Guitarists” studies should encompass a wide range of elements per
taining to composition, melody. harmony. rhyvthm. arrangement. and
improvisational technique.

Rik Emmett: As vou get older you spend less time being fundamen-
tally academic and spend more time being creative. § spend some time

a personality. For every guy that

lands a profile gig, there are 150
or 200 guys in the same town that
could run rings around him tech-
nique-wise. But it tukes o special
mix of technical expertise and
tempered judgment for someone
1o survive the stresses of the road
and the studio with a bus-load of
other people over an extended pe-
riod of time.

John Petrucci: My practise
regimen ditfers according to what
1 am doing at the time. For exam-
ple. when recording or touring.
I mainly concentrate on matinte-
nance. [ practise the ditficult pas-
sages that are demanded of me
during cach show or for a particu-
lar track (while in the studio).

I concentrate on technigue
scales, arpeggios. sweep picking,

WHO
WILL
BE
CANADAS
NEXT
HOT
GUMARIST |

Greg Keelor (8lue Rodeo):
“Colin Cripps (Crash Vegas) because
he’s cosmic!”

Mladen (Triumph, Von Groove):
“To be honest? | think it's me! Well, if
it’s not me, it's Phil (X)!"

Brian Hughes

{Justin Time recording ortist, Loreeno McKennitt):
“One that pops to mind is Rob Piltch
who is always very musical and taste-
ful, Lorne Lofsky, who | recently saw
turn some standards inside-out at a
T.O. club and a few others like Ted
Quinlan, joey Goldstein and Geoff
Young.”

Lee Warren (Michelle Wright):

“The next hot player in Canada? There
are so many it's a tough choice, but
Kevin Breit of the Breit Brothers and
sideman deluxe is pretty scary!”

We know who you are. Maybe not your name,
but we do have something in common. We both
know the importance of having the best possible
mics and mixers working for you. And, having

already invested in the kind of big-name

professional mics that do real justice to your

sound, you’ve been

looking to procure a big-
name professional
recorder/mixer that'll work
with you and your mics,
without breaking the bank.
An affordable four-track like
the new TASCAM 464
Portastudio. It comes with

four low-impedance XLR

standard.

keeping my chops up but most of
my time is spent writing material
for my albums.

A practise regimen changes ac-
cording to the age and experience
of the playver. Young plavers who
are still learning a lot should be
studying scales. reading. exercis-
ing. Eventually. vou will come to
a4 time where. as a guitanst. you
discover what vour voice is with
vour instrument and then allocate
much of your time to the exploi
tation of those talents. Students,
experiment and rescarch, Work
on developing techniques and
new techniques,

Bobby Baker: When we had
some time off during @ bicak in
the last touring cyele, [ did setup
a practise schedule of sorts
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midrange EQ circuits on all four mic inputs is also

But, wait. There’s more. Like all the added
versatility and sophistication you get with the

464. Including a dual-point autolocator, plus

return-to-zero. Auto rehearse. Auto punch-in/

out. And two additional
stereo inputs, each with
its own 2-band shelving
EQ Plus dual effects
sends. Two stereo effects
returns. And a two-speed
transport with all
solenoid-type controls for
quick and reliable
response.

balanced mic inputs,
standard. Which means no
mic adaptors to deal with.
And 3-band sweep

Come see your
nearest TASCAM dealer
today and step up to the
464 Portastudio.

TEAC Canada Ltd., 340 Brunel Road, Mississauga, ON L4Z 2C2 (416) 890-8008.
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So what do the best sit down and listen to? Here’s a quick look at artists and albums in their collections:

Keith Scott:

Pat Martino Live

Billy Cobham Spectrion
Jeff Beck Rough and Ready
Jimi Hendrix

Lee Warren:

Diamond Rio
Robben Ford
Jimmy Olander
Elvis Costello

/w John McFee* Alniost Blue
Albert Lee Speechless
Jimmy Bryant &

Speedy West* Country Cabin Jazz
Buddy Emmons* &

Lenny Breau Minors Aloud
Jerry Donahue Telecasting
David Lindley EI Raye X
Paul Franklin Acoostix

("pedal dobrot”)

“The list could go on to include
Joe Walsh, David Gilmore, Ricky
Skaggs, Adrian Belew, Andy
Summers, Gino Scarelli, Mark

Steve Stevens and soon ... all
great plavers from whom we
can learn.”

* denotes pedal steel

John Petrucci:

Steve Morse The Introduction
Steve Vai Passion and Warfare
Joe Satriani Surfing with the Alicn
Stevie Ray Vaughan

Couldn’t Stand the Weather

Allan Holdsworth Metal Fatique

Rik Emmett:

Segovia Complete Discography
Chet Atkins Alone

Pat Metheny

Lenny Breau

Ed Bickert

Steve Howe

Steve Morse

Eric Johnson

Bobby Baker:
The Rolling Stones
Ladics & Gentlemen ..

The Rolling Stones
England’s Newest Hitnukers
Derek and the Dominoes
The Outtakes

Phil X:

Van Halen Van Halen |
Alcatrazz with

Yngwie Malmsteen

Roger Waters What God Wants
Manolis Hiotis (bouzouki)

Kim Mitchell:

Allan Holdsworth 10U
Van Halen Double Live
Joe Satriani

Chet Atkins Alone

Tony Springer:
Jimi Hendrix Liectric Ladyland
George Benson

Syl Simone:

Allan Holdsworth JOU
Michael Hedges

Live on the Double Planet

Led Zeppelin
Van Halen

Brian Hughes:

Jim Hall Live

John Scofield Time on my Hands
Wes Montgomery Full House
George Benson Bad Benson
Grant Green

Live at the Lighthouse

Charlie Christian Solo Flight
Anouar Brahen Barzakh

“I'm currently listening to this
one (Barzakh) alot, he plays the
oud, which is a Tunisian lute or
guitar-like instrument with six
sets of double strings and no
frets.”

Miladen:

Rush 2112

Kiss Alive

AC/DC Back in Bluck

Van Halen Van Halen |
Led Zeppelin "anything!”

Knopfler, James Burton, Jeff Beck Blow by Blow

Larrv Carlton

®

lvaré

Lita Ford Playvs With The Best!

Whether  vou  play  rock.  country,
classical, jazz, blues. alternative or some
kind of fusion of stvles. vou see things a
Linle difterently than most people. Lven
if life has forced you into some kind of a
duyv job. vou'd rather be playing.
Because nothing  feels  beuer. Well.
almost nothing. And the more vou play,
the beuer vou are at expressing vour
individuality -something that musicians
have been known for doing beter than
anvone else for centuries.

At Alvarez, we make guitars that reflect
this perspective. They feel good. In fact,
they feel great. And they give musicians
a huge choice of sounds for betier
personal expression.  So that when
vyou'w doing what vou love best, it is the
best -from a musician’s perspective.

Whitiok Marketing_Inc.

111 Industrial Drive, Unit 22
Whitby, Ontario, Canada
Local: (416) 666-5115 ® Fax: (416) 666-1038




I"d start in the morning by playing scales for about an hour. concen-
trating on unfamiliar scales and trying to play scales in new positions.
After that. T worked with some classical sheet music. then had tunch.
After that. I'd jam along to CDs or punch a rhythm into my drum
machine and play along to that.

[ can recommend to players that they should not try to cop flashy
licks from other guitar players. Listening to music just for guitar is a
waste when you should listen to music for the song. Charlie Parker has
as much to offer musically as Joe Satriani.

Phil X: I play anvwhere from a halt hour 1o five hours a day. [ warm
up with scales that range the whole neck and then work in some string
skipping. Once warmed up. I consciously work on new and innovative
stuft to add to my technique. Sometimes that comes real casy. some-
times | have to reach in and pull those ideas out. A player should
practise so that both hands are equal with respect to dexterity. When
your coordination is that good. you can pretty well play anything that
you hear. Hearing is another issuc. Nobody likes to lift stuff. butit’'s a
great way to develop your car.

Kim Mitchell: Lately, I've been following a songwriting schedule
rather than an actual technique/practise schedule.

I recommend that you practise slow. practise relaxed. Picture each
note in your head and name cach note in your head as you play them.
Accuracy comes from that. Pragisg a wide variety of music styles.
Comp jazz chording. Expand outside your workspace.

Tony Springer: I don’t have much time 1o practise here. Back in
Trinidad, I had much more time. I would just play and hang out all
day. There was lots of free time so I'd play 12 hours a day. When I'm

Now In Canada

Now you can electronically browse through thousands
of songs, see them on-screen, hear your selections and
even change keys before having them laser printed,
right on the spot.

Want more? NoteStation is also like having a personal
MIDI sequence library. For the first time, you'll be able
to easily preview GM and GS sequences before buying.
What you hear is what you get, with plug-and-play com-
patibility for all General MIDI systems.

The greatest hits in any key, all at the push of a button.

To find out more about NoteStation™,
please contact Rumark Video, (416) 660-7499.
Rumark Video Inc. is the exclusive distributor for

MusicWriter products in Canada.

Wil AR

on the road. I have time to sit in my hotel room and play.

Syl Simone: On the road. I'm always playing. | always have the
guitar in my hand on the bus, keeping my fingers loose.

Right now. I'm in a heavy practise regimen and working on my solo
record. It's an eight-hour regimen. I start with my cars first since mu-
sic is an auditory art. I'll run through a whole car training program,
working on chording. sweep picking. reading and rhythms with a drum
machine. I'll concentrate on syncopated rhythms until they are very
natural and breathing. Finally. I'm going to do my own record be-
cause. through all the work I've done. 1 think ['ve finally developed
my own guitar voice and [ have something to say with it.

Education in music can’t hurt. If you want to be a busy working
player. you should be fairly well-rounded musically and have a few
ditferent musical bags under your arm. You must have the personality
to stay busy. It doesn’t matter it you can play with your feet it you
can’t survive on the tour bus with the other guys for 14 months. The
bottom line is that you're working tor somebody. ]

Richard Chycki is a freelunce engineer/producer working out of
Metalworks and Forte Sound Studios in Toronio.

GIVE YOUR
INSTRUMENT

World Class Pick-ups
and Electronics for
Acoustic Instruments

EXCLUSIVE CANADIAN DISTRIBUTION:
WES-CAN MUSIC SUPPLIES
2314-124th STREET

WHITE ROCK, B.C. V4A 3M8

Tel. (604) 538-6666 FAX (538-9414)

FISHMAN

TRANSDUCERS




CALL OR WRITE FOR FREE INFORMATION 1-B00-255-PLAY worivwooo, ca soo2s 213-ac2- 1308

MUSICIANS INS7?

GUREAK IS TE NESUIG] VOCALINSTTUT BANS INSEIILE NEYBOARD INATITUTE
OF [1CHN OO G ILCINOTO0Y OF TECHAOLOLY OF TECHNOLOGY OF THEHNOLOGY
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Fender has introduced the Richie
Sambora Signature Series Strato-
caster, the latest in its collection of
signature model guitars.

The creation of the Sambora Strat
was a collaborative effort by Sambora
and Fender senior master builder,
J.W. Black. Fender Signature Series
instruments are created at the Fender
Custom Shop in Corona, CA.

The Sambora Strat features an al-
der body, maple (bolt-on) neck. a ma-
ple fretboard with 22 frets, a Floyd
Rose Original double-locking tremolo
system and a DiMarzio bridge-
position humbucker. Custom Shop
"Texas Special” single-coil pickups in
the neck and middle positions help
create a classic “fat Strat™ sound.

The guitar features Sambora’s
trademark “star” fretmarkers beauti-
fully inlaid and doubled to mark the
12th position. It is available in classic
Vintage Arctic White and Cherry Sun-
burst.

For more information. contact:
Fender Musical Instruments, 7975 N.
Hayden Rd., #C-100. Scottsdale. AZ
85258 (602) 596-9690, FAX (602)
596-1384.

O DO

Recent projects:

RECORDING:

Kim Mitchell, Gowan, Marc Jordan,
Razorbacks, Kish, MVP_ T.B.17.8.T..Toronto
Maple Leafs, Hagood Hardy.
REHEARSING:

Alannah Myles, Killer Dwarfs, Kim Mitchell,
Gowan, John James, National Velvet, Marc
Jordan, Manteca.
SHOWCASING:

Too Bad To Be True, and Indian Nation
VIDEOS FILMED:

Devon, Acid Test, and Organized Rhyme
MOVIES FILMED:

The Naked Lunch
TV SERIES FILMED:

Top Cops, Secret Service, Kung Fu. New
Music, Soul 'n' City, Rap City, Much Music
SOUND TRACKS:

Pre production (imax) Fires of Kuwait
We offer:

24 track studio
Digital editing suite
Real time cass/duplication
Record company
Graphic art studio
10 000 sq. ft. multi-purpose space
Office & rehearsal studio
space available
Tel (416) 461- 4224, Toronto
Fax: (416)461-4607, Toronto

RIGHT NOW IN THE

NVIUSIC
BUSINESS

THE A-Z GUIDE TO CASHING IN ON YOUR TALENTS

BOB BAKER

ORDER YOUR
COPY TODAY!

Send payment for $19.95 plus $3.00 shipping
and handling plus $1.61 GST to: ’
The Music Bookstore, 23 Hannover Dr.,
#7, St. Catharines, ON L2W 1A3
FAX (416) 641-1648.

Credit card holders call

 (@00) 265-8481. |

,,,,,, 1

63
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Rorg A% Multi-Effects Units

Korg’'s new A4 multi-effects processors are presented in a
convenient floor package. Two models are available. for
guitar and bass respectively.

The A4 utilizes a 21 bit. 64-times oversampling A/D
converter. an 18 bit D/A converter and a sampling fre-
quency of 48 kHz (better than CD quality). A user-friendly

: Play the Best ... Own the Best ©

Armerncan swamp maple body,
black stain high-polish. 24-fret
three piece wenge neck Passive
MEC P pickups. Five hot colours

val
Also availa

4-band equalizer Turbo bass

Masler volume control. mains and

Ask your dealer
about Warwick
Custom Basses

Bass&Amps&Rock'n'Roll.

Available exclusively at all Long & McQuade locations:

925 Bloor St. W., Toronto, ON (416) 588-7886 2812 Quadra St., Victona, BC (604) 384-3622

2777 Steeles Ave. W., North York, ON (416) 663-8612 8790-120th St., Surrey, BC (604) 594-9421

380 Simcoe St. S.. Oshawa, ON (416) 686-0663 1505-17th Ave. S.W., Calgary. AB (403) 244-5555

1311 Tecumseh Rd E , Windsor, ON (519) 252-3442 2424 Dewdney Ave . Regina. SK (306) 569-8501

757 Corydon Ave., Winnipeg, MB {204) 284-8992 437-2nd Ave. N., Saskatoon, SK (306) 664-1966
10204-107th Ave., Edmonton, AB (403) 423-4448 1744 Midland Ave., Scarborough, ON {416) 751-9785
1664 West 4th Ave , Vancouver, BC (604) 734-4886 3117 Sheppard Ave. E., Scarborough, ON (416) 492-2525

o4

interface makes for fast parameter changes via front panel
edit knobs and includes an edit compare function. There's
also a handy built-in chromatic tuner.

A total of 60 programs are available including 30 fac-
tory presets and 30 user programs. The Ad’s MIDI im-
plementation allows remote control of program changes

fFury
BBM

Three
ickup
eries

Fury has introduced the BBM Three
Pickup Series. The configuration of
one humbucking pickup and two sin-
gle-coil pickups expands the instru-
ment's tonal range and versatility.

This model features an eastern soft
maple body with a hard maple core.
The hard maple neck is available with
either a maple or pau ferro finger-
board. The fingerboard has a 9" ra-
dius. 22 jumbo nickle silver frets and
a scale length of 25.064".

The guitar is equipped with master
volume control, Fury ZP20 pickup at
the bridge and two ZP5S single-coil
pickups. A tap switch allows the ZP20
to function in either single-coil or
humbucking mode. Pickups are se-
lected with a 5-position lever switch
and each is reverse-wound for hum
cancellation in mixed modes.

The BBM is available in a wide se-
lection of colours with Fury's high-
mass bridge/tailpiece or high-mass vi-
brato. Left-handed models are also
available.

For more information. contact:
Fury Guitar Sales Inc.. PO Box 9111.
Saskatoon. SK S7K 7ES8 (306) 343-
1425.



as well as saving programs via SYSEX dumps.

The guitar model's effects include compressor. distor-
tion/overdrive. amp simulator. noise reduction. 3-band
EQ, pitch-delay, chorus/flanger and reverb. The bass ver-
sion’s effects consist of compressor. dyna-exciter. noise
reduction. 6-band EQ. chorus/flanger and reverb. plus a
synth bass effect which creates analog synthesizer bass
sounds by altering the harmonic structure of the bass
signal.

For more information. contact: Korg Canada. 620
McCaffrey. St. Laurent. PQ H4T 1IN1 (514) 738-3000.
FAX (514) 737-5069.

with the introduction of a newdi
amplifiers and extension cabine

reliability assure that they. Wik

be the choice.of many of .
today's best players.

,¢l~

Great looks, great sound andcalid o
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Yorkville Sound celebrates its 30th Anmyersaw &
2 0f ba

 THE BOTTOM LINE
- From.the compact 50B to the 400 watt,

rack-mountable 400BH head, Yorkville
“bass amps come with the quality and
_features demanded by pros.
Effectnve simplicity was our goal. Yorkvulle

‘-‘.

-_'engineers considered the most likely

.usés for each amplifier, the features most’
p1a,yers want and the simplest controls

3 qmck{y and _easily from a Yorkville bass &
, amp Advancedcomputermodellng and %
“-cgxtensive Jistening tests, combined with

"-30years of experience in designing

hlgh sfficiency P.A. enclosures, guarantee

‘natural sounding cabinets, Yorkville Amps

- ¢ome with an unbeatable 2 year Unlimited
ransferable Warranty* .

- Visit your dealer and check out Yorkville's
_-bottom line...the sound you want, to sound

_your best.

CANADA Yorkville Sound Ltd.
80 Midwest Rd Scarborough, Ontario M1P 4R2

L USA Yorkville Sound Inc.

Q0 Witmer Industrial Estate, Unit #1
2 Falls, New York 14305

valld in USA and Canada only.




Hal Leonard Introduces New Guitar Chord Books

IHal Leonard Publishing has announced
the release of two new publications for
guitar plavers The Guitar Chord
Whee! Book and The Ultimate Gui
tur Chord User's Guide — both ex
tremely useful guides to the use of

chords in guitar playing.

The Guitar Chord Wheel Book in
cludes over 22.000 chords that allow
the player to learn 10 chords and im
mediately have 120 chords at his/her
command. The Guitar Chord Wheel

B lifference Is |

eal”

MARCUS MILLER
BASS

JONAS HELLBORG

PERCY JONES

BASS BASS

DARRYL JONES
BASS

STANLEY JORDAN
ELECTRIC GUITAR

1N

VICTOR BAILEY
BASS

These great artists
have discovered the
DR Difference... a
major improvement

in tone, feel, and
durability.

b6

THE HANDMADE STRING
’ Feel the Difference.

, 12

Hear the Difference.

the Difference is Real

Ml S 5, AT e bt Gt A by 5500 )

DR the HandMade Strings -

B & J MUSIC, 469 King St. W. Toronto, ON. M5V 1K4

Book includes all fingerings. a spe-
cial section on open string chords and
cah be used in all styles of music in-
cluding rock. blues. jazz. metal and
country

I'he Ultimate Guitar Chord Us-
er's Guide is a comprehensive guide
to finding. playing and using chords.
This complete guide to chords not
only gives forms. positions and
fingerings. but also shows how chords
are used in mwsic. It includes two
helpful sections of music theory in
tormation that teaches how to find.
alter and substitute chords. as well as
explanations of harmonic functions.
modes and blues harmony.

For more infornmation. contact: Hal
l_eonard Publishing Corp.. 7777 W.
Bluemound Rd.. Milwaukee. Wi
53213 (414) 774 3630. FAX (414)
774-3259.

Gibson
Les Paul
Signature
Strings

Gibson Strings has unveiled their new
"lLes Paul Signature™ electric guitar
strings. Gibson's new string set. de-
signed to the exacting specifications of
the legendary Les Paul. bring out the
maximum tone and playability of the

guitar that bears his name.
l.es Paul Signature strings are
wrapped with premium nickel for a
continued on page 68




~PRODUCTS

Evolution
Humbucking
Pickups

DiMarzio has announced two models of pickups endorsed l

by guitarist Steve Vai in the new Evolution Series.

The Evolution neck and bridge humbuckers are the
result of two years of research to come up with the right
sound for a very demanding player — Steve Vai. Both
pickups are designed for maximum impact and power.
The neck pickup is fat. punchy and loud. The bridge
pickup is tight. aggressive and louder. Both pickups in-
corporate DiMarzio's patented dual-resonance configura-
tion. which the manufacturer claims picks up more har-
monic overtones than ordinary humbuckers.

Evolution pickups are available as the neck model.
DP158 and DP158F. and the bridge model. DP159 and
DP159F. All DiMarzio Humbuckers are available in regu-
lar and f-spacing. F-spaced pole pieces are wider. for
better string alignment with trembridge guitars. They are
available in a wide range of standard DiMarzio colours.

For more information. contact: Efkay Musical Instru-
ments. 2165 46th Ave.. Lachine. PQ HS8T 2P1 (514)
633-8877. FAX (514) 633- 8872.
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compressor

¢ The DL241 is a user friendly
unit that sounds good and has
a per channel pricing that
should put a scare into the
competition ”’

George Peterson.
Mix

¢ should not be at all
surprised to see the DL24] join
Drawmer’s original DS201 gate
among the ranks of the

classics

Dave Foister.
Studio Sound

% twenty years of reviewing products
| have seldom come across such a good
product 2

Martin Homberg.
Fachblau

 Once again Drawmer have hit
on a winning formula based on
flexibility, ease of use and true
innovation. The DL241 is
destined to become a modern
classic amongst compressors »

Paul White.
Recording Musician/Audio Media

WHY NOT FORM
YOUR OWN
OPINION?

Drawmer
GERRAUDIO

DISIRIBUTION INC

Exclusive Canadian Distributor:
2 Thorncliffe Park Dr. Unit 22 Toronto, ON

M4H 1H2 (416) 696-2779
FAX: (416) 467-3819

)



ECH'hC
Educatioml Services Inc.
1717 East, René Levesque Blvd,
Suite 440
Montreal Qc.
H2L 413
514-521-2060

Limited i t - Hand:
Métro Papineau

Gilles VALIQUETTE'S
FAMOUS SCHOOL!

PROFESSIONAL
COLLEGIAL
TRAINING in

COMPUTER
ASSISTED
SOUND
DESIGN

MESS permit #749841

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

and walk away with
AEC” Attestation of
Collegial Studies
French or English
Loans and bursenes
Complete in-house
state of the ant
music technology

STUDIO-LAB

YOUR KEY TO CANADA’S

MUSIC SCENE

Music Directory Canada

6th Edition

This is the “Bible” of the Canadian music industry —
the largest, most complete resource guide of its kind

in Canada. Over 700 pages and 6,000 listings

covering all aspects of the

industry. Music Dircctory Canada,

6th Ldition will be out in Junc.

Don’t wait. Order your copy today.

To order, have your credit card
ready and call 1-800-265-8481 or
send cheque/MO for $29.95 plus
$3.00 shipping and handling plus
7% GST to: CM BOOKS,
23 Hannover Dr. Unit 7

St. Catharines, ON L2W 1A3
For more information, call (416) 641-2612 or

68
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| Les Paul Signature Strings

’ continued from page 67

full, warm tone. The Swedish steel

“hex” core gives these strings extra
l tuning stability due to reduced slip-
page. The cover-to-core ratio and
special gauge result in a string that's
responsive and ideal for lead and
rhythm work.

Gibson’s new Les Paul Signature
electric guitar strings are easily iden-
tifiable by their distinctive four-colour
wrapper which features a classic Sun-

burst Les Paul on the front.
| For more information, contact:

Yorkville Sound, 550 Granite Ct.,

Pickering. ON L1W 3Y8 (416) 837
J 8481. FAX (416) 837-8746.

Sablnc
PIR-700

The Sabine PIK-700 Six-Note
AutoTuner automatically senses and
displays the pitch of the string you are
tuning for hands-free operation. It is
suitable for tuning all guitars, banjos.
mandolins and violins.

The PIK-700 replaces the meter
and needle display found on most tun-
ers with a solid-state LED array, pro-
viding continuous indication of tun-
ing error by varying the LED blink
rate. The LED display is easy to read,
even in the dark or at an angle.

The PIK-700 can be recalibrat-
ed to match the pitch of any refer-
ence instrument at the touch of a but-
ton. Other features include hands-
free Power Off, automatic Sleep
Mode and low battery indicator. An
optional CM-1 contact microphone
is also available to allow for easy tun-
ing of acoustic instruments in noisy
environments.

For more information, contact:
Sabine Musical Manufacturing Co.
Inc.. 4637 NW 6th St.. Gainesville,
FL 32609 (904) 371-3829, FAX
(904) 371-7441. [ ]




HEY, AXEMEN!

NEW TITLES AVAILABLE FROM THE MUSIC BOOKSTORE FEATURE

GUITARS, GUITARS, GUITARS
&  JAM TRARW

The Newest Product on the market for quitarsts to practice thew technique. Backing tapes
feature full arrangements and include tips on scales and techmques. Uith tablature.

Ms076 Blues Trax for Guitar $15.95 Mso8t Modern Blues JamTrax $12.95
ms077 Classic Rock JamTrax $12.95 Ms082 Rock JamTrax $15.95
mso78 Country JamTrax $12.95 mso83 Rhythm & Blues JamTrax  $15.95
Ms079 JamTrax for Guitar: HM  $15.95 Ms074 JamTrax for Bass: HM $15.95
Ms080 Jazz JamTrax $15.95  mso7s JamTrax for Bass: Blues  $15.95

American Guitars: An
Illustrated History

(Tom Wheeler) A comprehensive
history of the development of the
guitar from the Civil War through to
1991 More than 800 black-and-white
photos and a 16-page colour insert.
HPOO4 $32.95

T:
ULT lll\l-i/\'[‘E
GUITAR

BOOK

The Ultimate Guitar Book
(Tony Bacon) A unigue documentary
on the evolution of the modern guitar
from its early acoustic roots to the
most recent synth-guitars. Covers
how they are made, how they work,
and why some are more significant
than others. Hardcover.

HPOO5 $45.00

Customizing Your Electric
Guitar (Adrian Legg)

A comprehensive guide with easy-
to-follow diagrams and instructions.
Written by one of the world's best
guitarists, Adrian Legg.

MS017 $12.95

The Guitar Player Repair Guide
(Dan Erlewine) Everything you ever
needed to know about the set-up
and repair of acoustic and electric
guitars and basses.

HLO27 $25.95

CREDIT CARD HOLDERS CAN ORDER IMMEDIATELY BY CALLING TOLL FREE 1-800-265-8481 (canada and U.5,) OR FAX (416) 641-1648

QTyY | CODE | TITLE o - - | PRICE
BOOKTOTAL
NAME ADD 10% SHIPPING & HANDLING
ADORESS (min. $3.00)
v siTOTAL__|
PROV/STATE CODE ADD 7% GST {(Canadian Orders) i
PHONE FAX
ENCLOSED IS MY PAYMENT FOR $ TOTAL PAYABLE
CHARGE TO MY
J J J SIGNATURE_ _ B
m E’ @ TO ORDER ANY OF THESE BOOKS. JUST COMPLETE THE COUPON ABOVE
AND MAIL WITH YOUR PAYMENT TO
CARD NO. ——— THE MUSIC BOOKSTORE. 23 HANNOVER DR.. #7. ST. CATHARINES. ON L2W 1A3
EXPRYOATE _ Please allow 2-3 weeks for delivery. Please make chequ ole 1o The Music Bookstore.
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SHOPPING FOR OUR

A\ Sound Engincering

and Recording
r located in London,
__J ON.

Lzlsl issue’s column presented a budget
for building a sound system and gave
you a number of points to consider when
building your own rig. As promised. this col-
umn we Il begin shopping for our dream sys-
tem.

The single most expensive item in our
sound system will be our front of house mix-
ing console. so we might as well start here.
Many manufacturers offer mixers with a lot
of bells and whistles, but not without the
compromise of quality in both manufactur-
ing and components. Serviceability is an im-
portant factor to consider. Make sure you
purchase a board whose manufacturer is
fairly common in most places. There are a lot
of really nice consoles available that aren’t
too widely used or recognized. This can cause
somie serious inconvenience when trying to
get parts. Another thing to keep in mind —
engineers other than vourself will inevitably
be running vour system. so it’s important
that you stick with industry accepted equip-
ment. Size is another thing to consider. Many
manufacturers offer all the features that
youll need without taking up ten feet to do it
in. Speaking of features, keep in mind that
for evervthing extra you want. you should
expect to pay for it. If vou're not paying for it
now. vou will in the long run when vour
console starts falling apart. Purchase a mixer
that has a reputation for providing many years
of trouble-free, road worthy use and a solid
manufacturer’s warranty.

Let’s take a look at some of the features
we should consider:

1. It's important that the input stage of the
console can be reduced by 10-20dB. This
can be done with either a pad button or. in
some cases. by the gain attenuator itself.
You'll appreciate this function when tak-
ing dircct signals from bass guitar heads.,
kevboards or just strong vocalists.

2. The EQ section of the console is another
arca where the more flexibility you have,
the casier it will be to achieve your sounds.
The average medium-priced board (around
$10.000) will usually provide you with a
sweepable high and low mid and a fixed
high shelved at 10-12 kHz as well as a
fixed low shelving down from around 80)
Hz. A nice option to have is a 100 Hz shelv-
ing button (low end roll off). This allows
vou 1o casily take care of unwanted rumble
in vocal and guitar as well as drum mics.
An EQ defeat button comes in handy also
for cemparing your flat to equalized sound.

0 eananian mosician

3. The auxiliary section is another arca
where vou need to give some thought. With
this particular system, we Il be running the
monitors off of two aux sends. therefore.
we should find a mixer capable of provid-
ing six independent sends. This will leave
us plenty of sends for running effects. Some
consoles offer a switching set-up where
auxiliaries 3 and 4 become 5 and 6 by
depressing a button. This is a cost-effective
way of providing six sends. but can become
a real hassle if you want to use an effect on
aux 3 at the same time as an effect on aux 5
or 6. Make sure the auxiliaries are easily
switched from pre to post for both the fader
and the equalizing section. Some consoles
will offer this feature on board. while oth-
ers will have to be switched by removing
the rail and changing a couple of pins
around. Pulling rails can be a bit of an
inconvenience if you're in a burry and a
real hassle it vou drop one of the pins on
the ground at an outdoor show.

4. Group assignment sections are usually
fairly standard. Some manufacturers will
provide a separate button for cach particu-
lar subgroup. while others will save on
space and money by using two groups on
one button. I personally prefer a separate
button for cach, but both designs work
just as well. Most consoles of respectable
quality will offer at least four individual
subgroups. To accommodate my mixing
habits. 1'd prefer to have either four stereo
groups or eight single groups. This allows
me at least four individual subgroups when
running stereo. Isolating a problem in a
hurry is a lot easier when similar informa-
tion is grouped. You should make sure that
the grouping allows vou to go directly to
vour mix left and right.

5. Most respectable mixing consoles give
vou the ability to insert into cach channel.
This is a virtual must. This feature will
allow you to insert noise gates. compres-
sors and effects which are all crucial to
accomplish a controlled mix. The ability to
insert on the individual subgroup comes in
pretty handy as well.

6. Consoles that allow vou to take a direct
line out of each channel as well as the
insert are great when using the mixer for
multitrack recordings.

7. Most sound boards vielding a price tag
above S1500 will be equipped with a PFL
(pre fader listen) function.

A Craig is owner
operator of ALC.
Sotnd and Lighting
and The Chtario
Instinwee of Live |

8. A channel on/off button is pretty much
standard equipment on most consoles, al-
though several carlier models omitted this
function.

9. As of late. many manufacturers have
gone to an LED style of mctering rather
than the conventional needle type VU me-
ter. 1 find this form of metering a lot casier
to work with. One of the problems com-
monly found with the older style was the
constant need to replace the light bulbs
used to illuminate the meter as well as the
difficulty in getting an accurate reading due
to the rapid movement of the needle.

10. Another nice feature is that of the phase
reversal function. This is really handy when
miking a snare drum from both the top and
bottom. When miking multiple racks of
toms. reversing the phase on every other
microphone will help eliminate some un-
wanted overtones.

11. Balanced outputs for mains. subgroups
and auxiliaries is also an important factor
to consider. Your system will run a lot
quicter if evervthing is balanced.

12. Phantom power on the individual chan-
nels is a feature that is becoming more and
more @ necessity. Most condenser micro-
phones. active DI boxes and miniature
headset microphones require phantom
power to operate.

13. Make sure the frame of the console is
constructed ol good quality materials. Stay
away from consoles without individual in-
put strips. 1t's a lot cheaper to ship a single
rail ofl for repair than it is an entire sound
board. not to mention you can still operate
the mixer. Mixers that are manufactured
mounted in their own roadcase seem fairly
practical: although without extreme care
when handling. can produce serious
cracked solder joints.

14, Some consoles come equipped with
BNC jacks for Little Lite use. This comes
in handy when working in poorly lit rooms.

I hope this information helps make vour
next purchase of a live mixing console a little
casier. I've personally had extremely good
luck with both Soundcraft and Allen & Heath
mixing consoles. Check out the next issue of
CM when we continue building our dream
system. ]



S ome years ago. when I still played drums and knew nothing
about music. I remember reading a Modern Drummer interview
with Buddy Rich in which he stated that if a band couldn’t go into a
recording studio and cut an album in a four-day period, then they
weren’t worth recording in the first place.

Thanks for the wisdom of that observation, but I think that if every
band did that. those that do what [ do would need a day job selling
shoes. Then again, Buddy probably didn’t have a recording budget
to cover much more than that anyway. After all, we all know how
to make a million dollars playing jazz — start with five million.

There is a point to this drivel. Really. I got booked for a session
last week with an engineer well-known for a monstrous catalog of
jazz albums he has done. The session consisted of two six-hour days
to record four tunes with a quartet — drums, upright bass, guitar and
vibes.

The engineer phoned me the night before to discuss a start time.
Considering a noon start time, he asked me if we might begin at 9:30.
I was of the opinion that this was a bit excessive for set-up time, but
as it turned out. we made use of every minute. We toyed around with
placements for the different instruments, baffles and the studio’s
grand piano, all according to the acoustics in ditferent parts of the
room. By the time the musicians arrived with their equipment, we
had the entire room set up. placement. mic selection and all. Tape
was rolling within thirty minutes of instrument set-up.

Out of all the toys and buttons on the console, the only things the
engincer used were faders! EQs? Gates? Compressors? Effects? You
kidding? If the instrument sounds good in the room, he told me. it
will sound good on tape without doing anything to it. All you have
to do is pick the right mic. If you do anything to it aside from that,
you're changing the sound and God help you if you do that. This is
jazz. boy. and all we are doing is recording exactly what the musi-

He was right. It sounded great and we finished recording after five
hours. an hour ahead of schedule. Talking to the engineer during the
session revealed some interesting facts. I learned that he had been
doing this for 28 years. a fairly good indication that he knows a few
things I don’t. He told me about the first console he worked on —
ten faders, mono output, no pan pots, no EQ and one echo send —
and the great recordings that were made on that equipment. He told
me about using a kick drum mic and a single overhead mic for the
rest of the kit: and he told me about doing live recordings in one
particular venue, using the can as the control booth (stall?)! Back
then, he said. the musicians knew how to play and you didn’t need
all this fancy crap they put into consoles nowadays. Hell, back then,
the musicians listened to each other and played together with dynam-
ics. so the balance came from the players, not the faders. Besides,
the printing and the knobs on all this fancy new crap is too damn
small. That stuft is for the young people with good eyesight and no
ears. If you're too busy playing with all the toys, how can you pos-

Eric Abrahams is Head Engineer at
Cherry Beach Sound and an Engi-
neering Instructor at Trebas Institute
for Recording Arts.  His credits in-
clude Kim Mitchell. Gowan. Russian
Blue, Harlott Mansion and Roxy Lane.
His credits do not include VISA,
MasterCard. American Express, or
Canadian Tire, because someone else
records their commercials.

sibly listen to the music? I'm here to enjoy the music. not to do work!

I was thinking that this was starting to sound like those stories you
hear from your parents about their childhood. Ones like, “When I
was your age. we had to get up at four o'clock in the morning to
milk the cows and then walk ten miles to school and back. uphill in
both directions and we liked it!” You get the idea (thanks to my dad
for the ancecdote).

The next day. they came back for the mix. We had four tunes. con-
stituting twenty-five minutes worth of music. mixed in about three
hours. This certainly was a refreshing change from most of my rock
mixing sessions. where we're lucky to get a single four- or five-
minute tune mixed in four hours. The client agreed, adding that good
Jjazz was a case of the engineer simply capturing what the musicians
create, whereas rock was a case of the band performing. overdubbing
and layering and then having the engineer create something out of
it, using all of modern technology’s finest offerings.

Well, that is certainly a different way of looking at it. It is. none-
theless. a valid observation. Anyone who has attended a live band
or jazz combo performance and then listened to a recording of the
same group at home will have noticed that. in both cases. the sound
is about the same. On the other hand. anyone who has attended a
rock band’s rehearsal in their jam space will remember silently vow-
ing never to buy the album if that’s what it’s going to sound like.
Ever since the beginnings of rock. the striving for bigger-than-life
drums and guitars, nifty effects and studio “tricks”™ has been ongo-
ing and endless. Symphonic and jazz recordings have sounded es-
sentially the same for fifty years. save for cleaner studio recording
mediums and better consumer reproduction systems. The recording
of jazz and classical is of a very purist and naturalist philosophy and
lends the music a unique charm and simple beauty. This is not to
say that the process is simple. The simplicity of the engineering is
the result of having taken several hours placing mics. EQing the snot
out of a jazz snare drum to make it sound like Queensryche would
be about as sacrilegious as putting pyro in the orchestra pit and hav-
ing Axl Rose take over the lead for Phantom. You just don’t do that.

I've done some jazz and classical recordings with these less-is-
more and KISS (Keep It Simple Stupid) philosophies in mind. I cer-
tainly haven't been doing it for twenty-eight years. but the recordings
did sound very good and my next jazz recording is going to sound
better. Achieving a good live juzz mix using no EQ or dynamics
processing and a single reverb is a very different challenge and gives
you a satisfying feeling. Sort of like “Look. Ma. no hands!™.

Just because there is $50.000 worth of reverbs. delays. harmoniz-
ers. gates, compressors. EQs and multi-effects processors in the rack.,
doesn’t mean you have to plug in every patch cable in the studio in
order to use them all at once. If it’s warranted, go nuts. I'd be wor-
ried if the patch bay didn’t resemble a tossed salad while mixing a
dance tune, but if that’s what it looks like during a symphony album
mix, I'd suggest you start again.

Always keep in mind the requirements for the music in question
and ask yourself, “Does it really need this?™. If you're not familiar
with the musical style you will be working with on a project. spend
a few bucks and buy two or three CDs to familiarize yourself with
the style. It will be worth the headaches you'll spare yourself and
you may be surprised at what you hear. Do the job efficiently and
quickly with preparation and you may be rewarded with a repeat cli-
ent. [ ]

CANADIAN MUSICIAN]]
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Trade Marks & Trade Names

n order to acquire rights, a trade name or trade mark must be

distinctive. not confusing with another and must be used to distin-
guish particular services or wares in the marketplace. The key con-
cept is that the name must not be confusing with another name.
Therefore. a thorough name scarch should be undertaken before us-
ing any name or logo in an attempt to avoid possible legal entangle-
ments.

Unregistered names which are used in the marketplace acquire
common law rights as a trade namc or trade mark on the basis that
they are recognized by the public in any given geographic territory.
However, there are distinet advantages to registering a trade mark or
trade name. although because of the lack of knowledge or because of
the costs involved. many choose not to register their valuable trade
marks or trade names. Those advantages are outlined below.

Advantages of Registration
Only registercd marks acquire exclusive rights nationally upon regis-
tration. Unregistered marks would only acquire national protection if
they were used nationally. Unregistered marks, in addition. cannot
take advantage of the procedures which a registered mark acquires
with respect to trade mark infringement actions. They are subject to
the vagaries of common law actions such as “passing oftf”". Once the
namec is registered. it is presumed to be valid and. in an infringement
action. the registrant is presumed to be the owner of the trade mark.
Once registered and upon use., one is granted the exclusive right to
usc the name in association with the registered wares and services in
Canada for 15 vears. The registration can be renewed perpetually by
paving renewal fees but, like a business. a trade mark should be
regularly reviewed and updated.

Criteria for Registration

The name or logo must meet the criteria of being registerable under
the Trade Marks Act (the "Act™). An application for registration can
be made on the following grounds or any combination of these
grounds:

1. it is used in the ordinary course of trade and associated with
a particular ware or service:

2. on the basis of proposed use. although use must be
commenced before registration is granted:

3. it has been registered and used in a foreign country: and/or

4. on the basis of being well-known in Canada. even if the
forcign trade mark is not used in Canada.

Registration Procedure
The registration procedure in Canada consists of the following:

1. The search of the Trade Mark Registrar to ascertain whether
or not there are potentially confusing trade marks and trade
names. Note that the computer scarch is not exhaustive and a
search through telephone directories is often advisable in
addition to the computer search.

2, Preparce the application cither based on use. proposed use or
a combination of the two. File the application with the
Registrar in order to get a priority date. After that. the
Registrar will send a letter with respect to receipt of the
application and will review the application with respect to
any technical deficiencies in the draft application in order to
ensure that the application complics with the regulations of
the Trade Marks Act.

MUSIC1AN

3. Assuming there are no problems with the application and no
trade mark cited in an office action by the Registrar against
the trade mark application, then the Registrar will advertise
the trade mark in the Trade Marks Journal. 1f there has been
no objection within 30 days of the date of advertisement in
the Trade Marks Journal, a Notice of Allowance will be sent
to the applicant or the Trade Mark Agent for the applicant.

4. It the application was based on proposed use and not on
actual use. a Declaration of Use is required. In order to be
registerable, trade marks have to be used prior to gaining an
actual registration. This Declaration must be filed within six
months of the date of the Notice of Allowance.

5. The timing of a trade mark application can be crucial in
certain circumstances, particularly if there are potentially
confusing and conflicting trade marks. Note it is a priority
registration system and that the filing date can be absolutely
critical. In some cases. your trade mark rights can be lost if
your application is preceded by a potentially conflicting and
confusing trade mark application.

The procedure in the United States is similar to the Canadian system,
but it would be misleading to say that the U.S. system is identical. It is
not. There are a number of distinct differences. In order to fully pro-
tect a trade mark or trade name throughout the world. one must reg-
ister the trade mark or trade name on a territory-by-territory basis. Each
territory has ditferent laws and regulations and costs for doing so.

Cost of Registration

Canada
The approximate cost for the trade mark scarch is $75 without an
opinion and $125 with an opinion. The Government fees payable are
currently $150 on filing the application and $200 on registration.
Legal fees for drafting the application and corresponding with the
Trade Marks Office are in addition to the disbursements referred to
above. The total of fees and disbursements is likely to be $750 to
$1000.
It takes from 12 to 18 months to have a trade mark registered if
there are no problems encountered.

United States
The fees payable for a U.S. application (normally done with the
assistance of a U.S. Trade Mark Agent who can be hired by a Cana-
dian law office) is as follows: $250 U.S. for the registrability scarch;
8400 U.S. per class: legal fees are in addition to the above.

The approximate cost of the U.S. application and registration for a
trade mark inclusive of fees and disbursements is about $1500 U.S.
The entire search, application and registration procedure takes from 9
to 12 months.

The above is summary advice only and. in
specific fact situations. skilled legal advice
should be obtained. |

Paul Sanderson is « Toronto-based lawver in
private practice who specializes in entertainment
and arts law. He is the Co-Founder of ALAS (Artists
Legal Advice Services), a summary legal advice
service for artists of all disciplines. A published legal
author, he has recentdy released the second edition
of his book Musicians and The Law in Canada, as
well as having contributed to a number of legal
Journals amd periodicals.
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Dynamic driven protection

PROFESSIONAL SOUND SYSTEMS

(D CSX 25 Full Range Speaker (5) CSX 70 Full Range Speaker (9) CSX 50BII New Killer Sub.

¢ 12 inch two way speaker * 4 x 12 inch three way speaker ¢ 1 x 18 inch Subwoofer
* 250 Watts Program . ¢ 1500 Watts Program * 1000 Watts Program
(@ CSX 35 Full Range Sp;:aker (&) CSX 28M Monitor Speaker @ CSX 60B Subwoofer
* 15 inch two way speaker * 12 inch two way speaker ® 4 x 15 inch Subwoofer
® 375 Watts Program * 250 Watts Program * 1500 Watts Program
(@ CSX 52 Full Range Speaker  (7) CSX 38M Monitor Speaker (1) CSX 40B New Killer Sub.
® 15 inch true three way speaker ¢ 15 inch two way speaker * 2 x 15 inch Subwoofer
¢ 500 Watts Program ® 375 Watts Program * 750 Watts Program
(@) CSX 57 Full Range Speaker CSX 58M Monitor Speaker (@ Behind the flag and Product:
* 2 x 15 inch three way speaker * 2x 12 inch three way speaker A full support network
* 750 Watts Program * 500 Watts Program of dealers across Canada and
the United States.

For the dealer nearest you, contact Community's exclusive Canadian rep: WHITE RADIO LIMITED
940 Gateway Drive, Burlington, ON. L7L 5K7 « Phone (416) 632-6894, Direct Toronto Line 798-7959
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The International Pop and Rock Showcase
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October 11, 1993 - Tsumagoi, Japan August 14, 1993 - Sunfest Concert, Winnipeg
“Canada’s Premiere Rock Festival”

British Columbia: The Big Easy, Vancouver - The Prairies; Sutherland Bar, Saskatoon
Ontario: The Horseshoe, Toronto - Quebec: Le Fuzzy, Montreal - The Maritimes: Misty Moon, Halifax

a P

Victoria + Vancouver + Kelowna - Chilliwack - Edmonton
Calgary - Regina - Saskatoon - Winnipeg - Thunder Bay - Toronto - Hamilton
London - Ottawa - Kingston - Kitchener - Barrie - Montreal - Sherbrooke
Quebec City - Trois Rivieres <« Moncton - Halifax - St. John's

PRODUCED BY

YAMAHA ;@f M5iow

PO Box 308 Deita BC VK 3Y3
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Drawmer DL441 Quad
Compressor/Limiter

The DL441 s a four-channel compressor
limiter designed for case of use in a mini-
mum of rack space. yet providing ex-
treme tlexibility and control. The DLA4L is
contigurable as four independent channels.,
vet cither channels 172 and/or 3/4 can be
stereo linked.

Key teatures include a Switchable Hard o
Soft Knee compression to obtain the cotrect
compression slope over a wide range of uses.
Auto Attack and Release removes the need
tfor manual adjustment by constantly follow-
ing the dynamices of the signal. thus presery -
ing crisp transients without allowing exces-
sive peaks 1o pass. A smooth. lively recovery
from compression minimizes side etfects
such as pumping and breathing.

Other teatures in the DLA4 include Peak
Level with zero response time cero off-
shoot circuitry provides an adjustable limit to
the peak fevel This is of particular interest
for digital recording and CD mastering. Com-
prehensive Metering displays Gain Reduc-
tion and input and output levels. A peak LED
indicates Peak Level activity and all
switchable functions have LED indicators.

For more information, contact: Gerraudio
Distribution Inc.. 2 Thorneliffe Pk, Dr.. #22,

Toronto, ON Md4H 1H2 (416) 096-2779,
FAX (416) 467-3819.
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Samson Audio Pro Mixers

Samson Audio. a new division of Samson
Technologies, has introduced three mixers
the MPIL, 2242, the MPL 1602 and the MPL.
1502.

The top-ot-the-line MPL 2242 s a 22
channel mixer with six stereo and ten mono
channels, complete with XER inputs tor “in-
put-hungry™ MIDI musicians and live appli-
cations. It can tunction as a 19" rack mount
or siton a tabletop — the juck field in the rear
of the unit can rotate 90 degrees to facilitate
this featuie.

Fhe MPLL 2242 05 a true 4 buss mixer (us-
ing tour dedicated sub group taders). and it
has PEFL and in-place soloing functions — alt
ot which can be monitored using the unit’s
LED meters. Additional teatures on the MPL
2242 include a 4 band EQ on each channel
and »ix aux sends and returns.

The MPL. 1602 ofters the same basic elec-
tronics as the 2242 with several modified fea-

tures. It features 16 channels with 3 band EQ,
three aux and is a 2 buss mixer. The MPL
1602 is for the budget-conscious musician
who needs a professional quality mixer.

The MPL 1502 is a compact-sized unit
with 15 channels (five XI.R mic inputs and
five stereo line inputs) and 3 band EQ. Addi-
tional teatures include two aux sends: a peak
overload detector: Tape In/Out function tor
cassette or CD1and four auxiliary returns to
stereo.

Hybrid circuitry is used on the mic
preamps. equalization and master outputs of
cach MPL model, providing the units with an
overall signal to noise ratio of approximately
128dB.

For more information. contact: Omni-
media Corp. Ltd.. 9653 Cote de Liesse.
Dorval, PQ HYP 1A3 (514) 636-9971. FAX
(514) 636-5347.

dbx 760X Dual Microphone Preamplifier

The dbx 760X provides two channels of high-petormance micro-
phone preamplification. Ty pical applications include direct-10-DAT
or sampler recording, tield recording and use as a performance up-
grade tor existing microphone preamplificr stages i a mixer. The
extremely transparent circuitry is tlat +0.-0.15dB from 20 Hz
- 20 kHz. and has a functional bandwidth ot 2 Hz - 200 kHz.

Each channel of the 760X provides standard professional mic pre
features including gain trim. polarity reverse. 48V phantom power
and overload indication. The half-rack wide unit comes with all nee
essary hardware tor mounting in a standard EIA 197 rack by aselt.
alongside another 760X or alongside any other half-rack standard
Processor.

Alvarado St.,
3510500,

AKG Acoustics Inc.. 1525
San Leandro. CA 94577 (510) 351-3500. FAX (510)

For more information. contact:

an 1)
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Rocktron ~ Fostex X-28H
Velocity Bass ~ Multitracker

Fostex has announced the new X-28H High-Speed Multitracker.

The new Fostex X-28H incorporates all the advanced features of
the X-28 and adds a high speed tape mode for improved sound qual-
ity.

This new recorder teatures a flexible 8 channel mixer with dual
function input/tape controls to optimize the X-28H for combining
virtual MIDI tracks with tape tracks. Other significant features in-

| clude a stereo AUX return and an easy-to-use rehearsal function.
Rocktron Guitar Rack Technology has introduced the Velocity Bass For more information. contact: Erikson Music. 620 McCattrey,
to their Velocity Series of power amplifiers featuring current feed- | St. Laurent. PQ H4T IN1 (514) 738-3000. FAX (514) 737-5069.
back and reactance control design.

The Velocity Bass incorporates Rocktron’s Speaker Reactance
Simulation. which the manutacturer claims vields the warm sound of
a tube amplifier. Speaker Reactance Simulation provides high speed.
wide bandwidth amplification and increased punch and definition.

The Velocity Bass handles all speaker configurations and will op-
crate at 4 ohms to produce 165 watts per channel. up to 16 ohms |
bridged to produce 240 watts mono. |

For more information. contact: Solo Protessional Products, 2870 |
Technology Dr.. Rochester Hills, MI 48309 (313) 853-3055, FAX |
(313) 8535937, '

Sound Palnter

0 DENNIS CHAMBERS, USING DIFFERENT ELEMENTS OF PERCUSSION

in his set-up is like painting a picture with sound. And while his sound “color”

of choice for his current gig is LP's Mambo cowbell, he knows that LP offers a
vast selection of other bells for his painter’s palette.

“Depending on the music, I'll play either a Mambo bell, Black Beauty® or Ridge
Rider”." remarks Dennis."and ontop of all that. [ really like the low pitchof the Salsabells.
Each has it'sown sound. it's own color and mood, and because it's all from LP, [ know the
stuff will last.”

With nearly 30 vears of quality and commitment behind us, LP offers the largest
selection of sound colors available, from the Cha Cha, Timbale, Songo and Rock bells, to
the Ridge Rider, Mambo and Prestige line. You can start to add color to your sound by
choosing any one of over 20 different bells, because, like Dennis Chambers says:
“When it comes right down to it, painting that picture is really what it’s all about.”

Trust the Leader®
( ) For full colour catalogues please send $4.00 to
Dennis Chambers with the LP Mambo Cowbell Kaynotes 2165 46th Ave., Lachine, PQ. H8T 2P1

A |
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Gibraltar Intrucer Bass
Drum Pedals

Gibraltar’s line of Intruder bass
drum pedals has been updated and
enhanced with the addition of two
new models. a single pedal (GISP-
S) and a double pedal (GIDP-S).
Intruder pedals feature an easy-
to-change dual chain. sprocket
drive system. Other features in-
clude Gibraltar’s all new Dual
Surfuce beater (a combination of
wood and felt bass drum beater);
an adjustable beater shaft weight:

¢lip and an independent bearing
mechanism (instead of a fixed
pin): rock plates (stabilizer plates)
which eliminate “heel hop™: casy access hoop clamp: hardened steel
beater shafts; and a totally redesigned. smaller und lighter pedal board.
All Intruder single pedals include adjustable pedal board height
and beater swing adjustments which do not affect the spring tension.
For more information. contact: Coast Music, 620 McCaftrev.
St. Laurent. PQ H4T INI1 (514) 738-3000. FAX (514) 737-5009.

a new spring with an S-hook |
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~ Trace Elliot Sound
~ Management
Series Bass Combos

| Trace Elliot have made upgrades to several of their popular bass
| combos.
The company’'s recently introduced GPI2SMX pre-amp has now
‘ been provided for four combos — the new 1210HSMX (4 x 10" + HE
horn). 1210SMX (4 x 10" without horn), 1215SMX (I x 15") and
l 122HSMX (2 x 10" + HF horn). All have a maximum output ot 200W
| r.m.s. (J00W peak power) and are supplied with Kevlar speakers and
| variable tuning.

Key teatures of the new combos now include a variable valve/solid
state input stage with split high and low signal processing: 12-band
graphic EQ: split. variable high and low pass compressors: and a
unique EQ balance control (1o adjust the bias between the high and
low frequency signals and acting as @ “master tone” control). Addi-
tionally. a new switchable tull range/high pass eftects loop has been
included at the rear panel to enhance the units™ professional appeal.

! For more information. contact: The Russ Heinl Group. 10471
| Resthaven Dr.. #24. Sidney. BC V8L 3H6 (604) 656-5133, FAX
[ (604) 656-5137.

Pearl Delivers

Pearl Imagewear and CD Audiophile Collection

Now

N
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you can own a collection of CD’s from

today’s hottest drummers and percussionists
while looking great in Pearl Imagewear...
“Clothing with a Beat”.

To order. simply drop us a line. at the address listed below. indicating
items and guantities you want. We accept money orders. certified chegues.
and Visa (be sure to list your card number and expiry date). Please include
GST (+ TVQ for Quebec residents). and $2.00 shipping & handlng. Pledse
allow 4 to 6 weeks delivery

Iv
[c0a [ wateaoReyesd: «Hana atns:Case) Shows il -7
Ball Shirt
Ball Cap ot angeini
| T-Shirt t 518 ﬁ

Pear| Canada. attention Pearl Software Promotion; 620 McCafirey » St-Laurent. PQ = H4T 1N1 « Tel: (514) 738-3000
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When YOU want to
sound your BEST
make the...

Accompaniment Tapes & CDs

Over 2400 Hits To Choose From

Pop/Rock * Wedding * Country
Rap/Soul/Alternative x B-Flat The Cat
Contemporary ChristianxSpecial Occasion

| MARK

Call For Your Free Catalogue: {416) 660-7499

Rumark Video Inc. is the exclusive disiributor lor Sound Choice® products in Canada.

Recorded in Original Keys
Includes Easy-To-Read Lyrics
and Demonstration Vocal

o

The art of handcrafting
fine American made
musical instruments
continues at The Heritage
Company in Kalamazoo,
Michigan. Heritage offers
a full line of instruments
from jazz guitars to solid
bodies to banjos and
mandolins. Write for

our catalogue, price list
and history.

Foritage Huiter e
of Kalamazoo

225 Parsons St.,
Kalamazoo, MI 49007

(616) 385-5721

Sold Through: Lasar Music Corp., P.O. Box 2045, Brentwood, TN
37027 (615) 377-4913 FAX (615) 373-4986.
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Sabian Hand Hats

Sabian has introduced a unique concept to cymbal playing — Hand
Hats. The first in a planned series of Personal Percussion instruments,
this is literally a hand held hi-hat. Small and lightweight. it's held in
| one hand and is ideal for percussionists and drummers, as well as for
the novice who wants to enjoy creating rhythm without a drum or
percussion sct up.

Comprising a trigger activated. gun-like design with a pair of 6"
brass cymbals, the Hand Hat is capable of a variety of playing op-
tions. It can be activated with its trigger. played with a stick or beater
or even shaken about with the cymbals loosely touching.

Hand Hats play casily and sound very ditferent from regular hi-hat
pairings. Only 6" in diameter. the cymbals are the smallest imagina-
ble, designed to contrast with any surrounding cymbal sounds. The
responses range from a smooth “chick” sound when played closed. to
a fast *bark’ when quickly opened and shut for rapid accents.

For more information. contact: Sabian Ltd., Meductic. NB FOH
1L0O(506) 272-2019. FAX (506) 272-2081.

' RealFeel Brush Pad

RealFeer

| o :

: HQ Percussion Products has announced the new RealFecl Brush Pad.
| The RF-12B is a 12" double-sided practice pad with HQ's popular
’ gum surface on one side and a special material on the other side that
| resembles the feel of a coated drum head so brush technique can be
' practised. As with other 12" RealFecl models, the new Brush Pad can
| be played on a tlat surface or mounted on a snare stand.

l For more information. contact: Power Percussion, 15 Tangreen Ct..
[ #4006, Willowdale, ON M2M 3Z2 (416) 250-6345, FAX (416) 222-
| 6674.
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Sennheiser ProForce
MD515/MD516
Dynamic Microphones

Sennheiser has introduced the MD515 and MD516 dynamic microphones as part of their new
ProForce line.

The MD315 is a dynamic. supercardioid microphone constructed of a durable. high-tech
glass composite that is designed to resist cracks and dents and reduce handling and cable
noise. Sennheiser’s Spring Capsule Suspension system along with an “active mass™ is incor-
porated to help climinate any remnant handling noisc. The “active mass™ also moves the
microphone’s centre of gravity away from its axis. thus preventing it from rolling off tables or
similar flat surfaces.

Enginecred for live performances. the MDS1S is equipped with NdFeB (Neodymium/Tron
Boron) magnets and super-light membranes and voice coils to withstand high sound pressure
levels and deliver powerful bass tones without losing high end response.

The MDS16 is identical to the MDS 1S except for a noiscless on/oft switch for performers
with the need to control their microphone from the stage.

For more information, contact: Sennheiser (Canada) Inc.. 221 Labrosse. Pointe Claire, PQ
HOR 1A3 (514)476 3013. FAX (514)476 2979.
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WORLD CLASS
TRAINING

* RECORDING ARTS

* MUSIC MANAGEMENT

¢ RECORD PRODUCTION

e COMPUTER GRAPHICS

* VIDEO PRODUCTION

* INTERACTIVE MULTI-MEDIA

MIDI musicians: take advantage of exceptional prices ‘
on these popular MIDI products - while quantities last!

§1100 w/18MB + digital |/0* $4999 | |
§1100EX Expander for $1100 $1850 | |
’ PEQ-6 6-channel/7-band MIDI EQ $299 | |

I@ ans SE-50 Multi-FX processor $499
RE-1000 Delay processor $299

- . SampleCell sampler card for Mac Il $1199
digidesign ,imedia Lc digital audio for Mac LC $1199

St 2016 16-channel rack-mount mixer $399
FO ex 812 12-ch/8-buss recording console $1399
01/W keyboard w/sequencer* $1799
01/W FD keyboard w/seq/floppy drive*$2199
01R/W rack-mount sound module $1499
03R/W rack-mount sound module $1150

JD-800 keyhoard w/front-panel controls* $1999
§C-55 Sound Brush half-rack sequencer $599

i
ROIa nd SPD-8 drum controller w/sounds $499 i
|
|
sy |

ATTEND SUMMER SCHOOL
RECEIVE $3000 IN
EDUCATION GRANTS®

*Some restrictions apply
e Financing available
¢ Fulltime or parttime studies

¢ Excellent track record and
success

* 15 years of training excellence

INSTITUTE of
COMMUNICATION ARTS

|

|
3246 Beta Ave., Burnaby, [
B.C. V5G 4K4

CF-10 MIDI fader controller $99
CN-20 MIDI note-entry unit $99

* Indicates di umt(s) tities limited - visit or call today'
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SAVED BY TECHNOLOGY |
416°928-6434 . ovioniveics

298-5400 !
Toll Free 1-800-661-1885 |
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CASSETTE COVERS
¢D COVERS OR
POSTCARDS

*320

IN FULL COLOUR

MORE INEO ADEACTOR

JEN ST W TOHONIO ON
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GALBRAITH

High quality, low cost
publicity photo’s — Fast.
« Gloss or matte finish.
+ Colour or black & white.
« As low as .89 per print.
« Ask for your free customized
information kit.
201 Dutferin St Toronto, Ontario M6K 1Y3
(416) 5316913

= Value

For More Than Just The
Best Price On Independent
CD & Cassette Manufacturing
Get All The Facts

M s C
|

MANUFACTURING

SERVICES

TORONTO OFFICE
67 Mowat Ave. Suite 431
Toronto. Ontario M6E 3K3
Phone: (116} 516-8751
FAX: (416) 5169448

ATLANTIC OFFICE. (902) 492-1818
THE INDEPENDENT CONNECTION

EDUCATION

RANDY POTTER SCHOOL OF Pi-
ANGC TECHNOLOGY teaches piano
tuning, repairing. regulating, voicing,
business practices, dealer and manu-
facturer relations, apprentice training.
Only home study taught by a Regis-
tered Piano Technician including writ-

write for catalogue. 61592 Orion Dr.,
Bend, OR 97702. (503) 382-5411.

Attn: People who want to make
money as band singers! Through
our revolutionary accelerated vocal
technique you'll become a singer in 10
hours guaranteed (video proven). We
assist in placement with working
bands. For no obligation, discounted
introductory session, please call
(416) 512-TUNE (8863). P.S. QOut of
province residents please inquire
about our weekend special crash
courses.

FOR SALE

Fender BXR 400 Bass head and
matching cabinet, Cabinet contains
two 10s and an 18 and is biampable.
Call (416) 873-2890, Marc.

24 Track Digital/Analog A-DAM
studio with Macllf/x, StudioVision
SoundTools, SampleCell etc., Meyer
Sound HD1 Monitors, Lexicon Re-
verbs, Urei Compressor, Rocktron,
Aphex Dominatorll, 32X24 Biamp
Legend mixer, Neumann, Shure,
Sennheiser, Milab mics, Marshall,
Fender, Ovation, Harry Colbe, Martin
guitars & gear. Selling package or by
piece. Vancouver, B.C. (604) 535
9624,

OPPORTUNITIES

Organizing 1st Annual Blues Harp
Contest Projected for Summer of
1994 in Haileybury, Ontario, Canada.
Need some response from interested
individuals wishing to participate, also
to help organize this event to make it
an annual happening!! Call Northern
Jazz Line (705) 672-2298 between
7 pm. & 10 p.m. or write: R. Porter,
Northern Jazz Line, Box 1, Site 1,
Comp. 2, Haileybury, ON, Canada
POJ 1KO.

Wanted: Demo Tapes from Canadian
Blues Bands for radio airplay. Send
CD/tapes with bio to Tom Hathaway
c/o CIRX Maximum Blues, PO Box
315, Prince George, BC V2N 4852

Availabie: For F/T work in Toronto
area in concert promo, artist mngmt.,
festival organization. | have 26 yrs
mngmt exp. and just finished course

ANADI A

ten and video tape training. Call or |

at Harris Institute. Ph: John McHugh
(416) 449-3474,

AVA Music is a cooperative label for
singer/songwriters. You write and per-
form it. we record and master it, you
press the CDs casseltes, we distrib
| ute it nationally. Low risk. inexpen-
sive, eftective. RR#1 Milibrook, ON
LOA 1GO. (705) 741-4072.

PRODUCTS

WIRELESS GUITAR TRANSMITTER.
Build your own for $39.95! (shipping
and taxes extra) ULTRA QUIET DE-
SIGN. Kit includes PCB and all elec-
tronic components. For "Experienced
kit-builders” only! Order TOLL FREE
24 hours/day. RadioActive TRANS-
MISSIONS 1-800-263-9221 Extension
2587. LIMITED TIME OFFER!

DOUG THOMPSON GUITARS offers
20 years of expertise in restorations,
repairs and custom orders. New, used
and vintage guitars. Trades welcome
Box 841, NELSON, BC V1L 6A5
(604) 359-7724.

PEDAL STEEL GUITARS — FAC-
TORY DIRECT accessories, parts, in-
structional material, strings for all fret-
ted instruments, contact: Emmons
Guitar Co. Inc., Box 1366, Burlington
NC 27216 (919) 227-2782

MUSIC BY MAIL Little valley
Records have guitars, amps & acces-
sories delivered to your door. WE
CARRY ALL BRAND NAMES. (613)
623-2003.

TUBE FX LOOP, ultra-quiet, high
headroom, variable send level. De-
signed for Marshalis, etc. Send
$10.00 for plans to. DECADE, 918
King St. W., Suite 100, Sherbrooke,
PQ, Canada J1H 183.

PUBLICATIONS

THE MUSIC BOOKSTORE — MIDI
tips, rock riffs, the music business
"how tos" and more! Titles included
l — WELCOME TO THE JUNGLE,

HOW TO MAKE AND SELL YOUR
OWN RECORDING. LEAD GUITAR
and many others (see advertisement
in this issue). For a free catalogue of
exciting new publications, contact:
The Music Bookstore, 23 Hannover
| Dr., #7. St. Catharines, ON L2W 1A3.
(416) 641-2612, FAX (416) 641-1648.

PUZZLED BY MUSIC THEORY?
Learn quickly and easily: THEORY
FOR THE MODERN MUSICIAN. Send
$10.95: Culp Publishing, 372 Dieppe
| Street, London, Ontario NSA 3A6

TRAN TRALKS

MIDI SEQUENCES

'/

Premiere Source of
PRO MIDI SEQUENCES
Quality service great prices & a large
selection of popular songs. All computers
| & most dedicated sequencers supported

FOR ATARI ST

® OnStage MIDIFile Player  continuous
MIDIFle playback without monitor
[ ® 16+ — add 16 more MIDI channels
¢ Editors - for Sound Canvas & TG100
Major credit cards accepted

TRAN TRACKS, INC.

350 5th Ave., #3304, NY NY 10118
Phone 201-383-6691 FAX 201-383-0797

SOUNDS FANTASTIC »

“Fast Turnaround. Great Prices”

CDs
Digitally Duplicated

CASSETTES
Complete Printing
&

Packaging

(eonotron'

Tel: 613-726-1660. FAX 613-726-1609

1-800-363-TAPE

'BOLDBUY ER$CANAD.

BOX 241 PORT McNICOLL ONT LOK 1RO
[FINALLY AVAILABLE INC A N A D A

N suPER
SUURCE| SOUNDS

Unlimited. Inc
WE ARE YOUR AUTHORIZED

' CANADIAN  DISTRIBUTOR

| "AS ONLY SOUND SGURCE CAN DO
. PH.: 705-534-4415
| FAX: 705-534-4487

|  DEALERINQUIRIES INVITED FAX OR
| PHONE FOR DETAILS DON'T WAIT I

Want to keep up with the ever-
changing music industry? Need a
one-stop resource guide for compa-
nies, names, numbers, facts? Order
MUSIC DIRECTORY CANADA, 6th
Edition (see ad this issue). Only
$29.95 plus shipping & handling
Canadian residents add 7% GST. To
order contact: The Music Bookstore,
23 Hannover Dr., #7. St. Catharines,
ON L2W 1A3 (416) 641-2612. VISA,
Mastercard. Amex accepted

|

|

|

|

|

|

!

| If you're serious about a career in
| music, get SOME STRAIGHT TALK
[ ABOUT THE MUSIC BUSINESS by
[ Mona Coxson, a no-nonsense, step-
[ by-step guide to the music industry
[ Order today and get the inside track
on making it in the music business.
Only $19.95 plus shipping & handling.
Canadian residents add 7% GST. To
order contact: The Music Bookstore,
23 Hannover Dr., #7, St. Catharines,
ON L2W 1A3 (416) 641-2612 VISA,
Mastercard, Amex accepted

Ragas for Guitar — $12.98 ppd. (For
cassette add $8.98 ppd.) Michael
Kleniec, Box 525, Stn. "P". Toronto.
ON Ms5S 2T1

Here it is . . . Over 100 Metal Licks!
An intensified lead guitar study pro-
gram professionally designed to get
you playing like the pros immediately!
Book includes all popular style metal,
rock and blues/rock lead guitar licks.
Over 100 of them! Order now, send
$16.95 + $3.50 S&H to: 1.G.C.I. Pub-
lications. Box 64037, 11528-107 Ave.,
| Queen Mary Park, Edmonton, AB,
| Canada T5P 4K7

RECORDINGS

ALTERNATIVE MUSIC free flyer
Squidhead & Squiddly
SASE to RJE International, 2004-3160
Jaguar Valley, Cooksville, ON L5A 2J5
FAX (416) 588-8168

g B B

SERVICES

GRAPHIC DESIGN FOR ALL YOUR
CREATIVE NEEDS: Brochures,
Promo Kits, Catalogues, Print Adver-
tising, Logo design, Posters. Call
Maureen Jack, WHITNEY GRAPH-
ICS, 23 Hannover Dr., #7, St
Catharines, ON L2W 1A3 (416) 641-
2974, FAX (416) 641-1648.

MUSICIANS, SAVE THIS AD! 60 CDs
of your song for $450. New concept in
CD mastering. Call (506) 755-6140

| PUNCH AUDIO: Canada’'s one-stop
| source for cassette, CD and video
| manufacturing. From custom-wound
| blank tapes to a fully packaged prod-
| uct including artwork and printing, no

order is too large or too small for
| Punch Audio to give your project the
| care and attention you deserve! Call
| Leesa at {416) 868-6633, or write to
| us at 43 Mutual St.. Untt 3, Toronto,
Ontario, M5B 2A7

Signs by Charmaine. Truck lettering.
banners, specializing in murals, por-
traits and back drops. Phone: (519)
421-2459, Woodstock, ON.

| HIGH QUALITY PROFESSIONAL SOUNDS |

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. Frequency discount: 3 ads-
4%, 6 ads-8%, 12 ads-12%. Payment
In Advance. Visa, MasterCard &
American Express accepted.

Contact: Penny Campbeli,
Canadian Musician,
23 Hannover Dr., #7,
St. Catharines, ON L2W 1A3
(416) 641-3471, FAX (416) 641-1648




THINK OF IT AS THE WORLD'S
LARGEST COLLECTION OF CLASSIC
ANALOG KEYBOARDS.

Fairlight

The first digitol workstotion—known for ifs breothy
vocal samples and o price fag that left you gosping
for air, Progressives loved this one. Plus, the (RT

looked coof on stage.
Mellotron
o= World's first analog
l sample playback
r ¥ machine—it put the

¥ moody in Moody Blues.
:/( Its 35 internal tape players
{one for each key) created a haunting

sound. The people most haunted were
roadies—constantly realigning the tape heads.

Hohner Clavinet

Clossical keyboard favored

by funk musicians of the '70s.
ine-volt battery not included.

Moog Taurus Pedals
Foot-controlled analog bass
synthesizer with huge, killer
bass sounds. Used by pro-
gressive guitor and bass
players with three feet.

ARP 2600
Monophonic, miles of wire, built-in
speakers and reverb. Remember
the modvlor keyboord around
Edgar Winter's neck? This was it.

Oberheim 08-Xo
Thick, rich, fot onolog

synths. Think of Van
Halen’s
“Jump.”

Worlitzer Electric Piano

Unique bass sounds—the portable
electric piano that dominated
Supertramp. Also used in “Money”
and “I Am the Walrus.”

Hommond B-3

Wicked power—the champ
of rock 'n’ roll ond

R&B. Combined with ifs
Leslie speakers, its sheer
tonnage put the sweat in
Blood Sweat & Tears

Rhodes Chroma Q

Thick, meflow, beautiful
analog sounds. fighr- voice polyphonic synth
that borrowed ARP electronic technology ond
Rhodes-type mechonics.

t5
Yamaha DX7 y
Digital synthesizer with FM 's/mh technology ;’r': gi;f"’ ’ﬁgg;zlor
developed af Stanford. Brilliant sounds. Farfisa Organ polyphonic syrthesizer
With ol the money you saved, Organ sounds that drove go-go dancers wild with wonderlu{ rich analog sounds.
you could have afforded to Less expensive than o 8-3. Elvis Costello and Its real wooden frome was perfect for geftiny
g’ga l;‘,"‘zo': :;’:;"o; ;‘;m P Blondie put its sounds to great use. sratched every time you took it on the roa
Any song between ‘83 /
and ‘86 used one. Moog Modular Feelnlder Rho«/’gs Mn;k Illo
This grandfather of elec- M h"“{"r melallic—a Z” ophone
tronic music put synthesis with keys. You can blome Jozz
ARP String Ensemble Yamaha CP-70 and “Switched-on Bach” on Fusion on this instrument ﬂle,
A keyboardghar simuloted srrir'v’gs. It did / The standard in the map. Because of it, 1/4” Minimoo electric piano of the '60s and '70s.
one thing, in its own way, and did it very well & e "f grand phone plug manufacturing The firs 9
., pianos used by man became a growth industry. Hordabl 0
including Gabriel and Genesss. attordable -
Problem was, it didn't weigh much monophonic synthe-

less than a real one.

Ahhhhooo the warm, rich sounds of classic analog

keyboards bring back a lot of sweet memories. And those same
fat basses, thick pads and sizzling leads are taking a command
ing role in today’s music. But how quickly vou forget their
incredible weight and size, their terrible reliability, and the fact
that they would go out of tune at the drop of'a hat. To give you
the pleasure without the headaches, E-mu created Vintage Kevs.
Think of it as a truckload of the world’s coolest analog
kevboard gear—all in a single sound module.

Vintage Kevs delivers 8 megabvtes (expandable
to 16) of the highest quality, digitally sampled
classic analog keyboard sounds from the past

30 vears. Look no further tor dozens of Hammond

B-3 organs, Wurlitzer and Rhodes pianos, ARP,

Prophet, Moog and Oberheim synthesizers,

Mellotrons and much more. 384 sounds in all!

Vintage Keys features the same great sound

quality vou’ve come to expect from E-mu, but

that’s only the beginning. We've added 32 of our
dynamic analog-sounding digital filters to give vou the kind of

sizer. Great bass sounds.

expressive control these instruments were famous for. Combined
with special features like polyphonic portamento and our unique
& MIDIPatch” modulation system, Vintage
Keys lets vou recreate the analog mood and
teel. And just try to find a classic analog
kevboard that offers vou 32-voice polvphony,
16 channel multi-timbral capability and

6 assignable polvphonic outputs.

. :\\. < . . .
=== Of course, like most of those great analog
kevboards, Vintage Keyvs is incredibly casy to use and designed

and built in the U.S.A.

So visit your E-mu dealer and listen to a demo todav. Get
ahold of your dream sounds without the nightmare,

VINTAGE KEYS

E-mu Systems, Inc.
P.0. Box 660015, Scotts Valley, California 95067-0015 » 408-438-1921
U.K. E-mu Systems, Ltd., Suite 6, Adam Ferguson House,

Eskmills Industrial Park, Musselburgh, EH21 7PQ  44-031-653-6556
All trademarks are property of their respective companies
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If you are unsigned and would like to be a part of
“Showcase”, send us a complete bio, glossy black
and white photo (no colour, no photocopies), 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 features unsigned
artists. Send your complete package to:
Showcase. Canadian Musician, 23 Hannover Dr., 47,
St. Catharines, ON L2W 1A3.

LQURTEEN FY ]

Style: Funk/Metal

Contact: Michael Diabo. 35 Leaman Dr..
#216. Dartmouth. NS B3A 2K8

(902) 461-0277.

Alot of fresh and exciting music is coming out of
Halifax these days. and this four picce band scems
destined to continue the trend. Fourteen Eyz have
released a 3-song EP nearsighted. and have es-
tablished a solid local following. The sound is part-
funk. part-mietal. but three of the four band members (guitarist/vocalist Michael Diabo. drummer
Wade Coftin and bassist Mark Gosine) actually met while studving jazz at St. Francis Xavier Uni-
versity in Halifax. The quality of the musicianship is evident. and all three tracks on this EP are
very groove-oriented. with some great bass work by Gosine on the track “Desert Nation™ and solid
drums on “Babies™ Vocalist Chuck R. provides a perfect counterpoint to the technically proficient
players, plaving the vocals loosely over the band. keeping the overall sound fresh and the feel very
much live. If one had to put them somewhere among the current crop of “funk/metal/grunge™ bands
currently taking alternative music to the mainstream. theyv'd be on the funkier side of Pearl Jam and
Soundgarden. but on the grungier side of the Chili Peppers and Living Colour. Not a bad place to
be when vou're just starting out. Expect to hear more from Fourteen Evz.

LY BONNEVILLE

Style: Country/Blues
Contact: Electric Desert Records. P.O Box 983.
Station NDG. Montreal, PQ H4A 383
(314) 483-0614. FAX (514) 483-1122,
My only question after hearing the new release from Mon-
treal-based guitarist, vocalist and songwriter Ray Bonneville
is “"Where has this guy been. and why haven’t we heard
from him until now?” On The Main. Ray’s first album, out
on indic label Electric Desert. is a gem. IU's a rich. warm
blend of country. blues and roots rock. in the vein of Mark
Knopfler and Erie Clapton. The guitar work by Ray and
lead guitarist Brad Hayes is wondertully subtle and laid-
back. For fans of singer/songwriters like John Hiatt and
John Princ. the title track will more than satisfy. Ray has a laid-back. bluesy vocal style. full of
cemotion. He also plays a mean harmonica on tracks lke “Blue Train™ And | am a sucker for a
shide guitar!

After 25 vears in the business. Hving everywhere from Scattle to Boston to New Orleans, this
man has honed his cratt well 1f vou like pure. blues-based “slowhand™ guitar. do vourself a favour
and find this record.

e VO CHRONICLES

Style: Pop/Rock

Contact: Lowland Chronicles. Box 32039,
Regina. SK S4N 7L.2 (306) 789-(0736.
Although this record has been out for a while in the
Saskatchewan market. only recently has Lowland
Chronicles” self-titled 1992 debut come across my
desk. This power-pop trio offers nothing new mu-
sically. and the less-than stellar production quality
on the cassette hampers the listening pleasure.
Nevertheless, the musicianship of the three mem-
bers. guitarist vocalist Tim Schuette, drummer/vo-
calist Gord Smith and bassist-keyboardistvocalist Scott Harwood does shine through. All three
share lead vocals and songwriting credits. which. in most bands. generally means whoever sings
the song. wrote the song. The band has picked up a handful of regional and national awards as a
result of this record. including a FACTOR New Talent Demo Grant and individual live perform-
ance awards at the 1991 Saskatchewan Gold Fever Festival, Thetr cassettes apparently sell well
regionally and the single “Annie™ has received radio and video support in their native provinee.,
Having an indic release and a video is a good business move on the part of this band and will
provide them with great promotional tools as they look across the country for gigs. and their bio
package is one of the best T've seen. Lowland Chronicles are definitely on the right track.
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AXEcellent -
Effects!

Imagine three totally new kick-ass effects For rock and blues players preferring a
combined in a single guitar processing system.  mellow edge, the TR 3R provides chorus,
No more patch cords or the hassle of dealing digital delay/sampling and a smooth, warm

with a bunch of pedals. distortion.

The DOD TR 3 Series offers three models; Whatever sound you want to create, DOD
TR 3B for bass players, TR 3M for metal maniacs  has the guitar processing system for you.
and the TR 3R for rock guitarists. The TR 3's Effects that are AXEcellent by design.

feature three great effects combined in a single
compact chassis, each providing up to twelve
different effects combinations.

Bass players will feel naked without the TR 3B, @i [ )i /)
which offers chorus, seven-band EQ and com-
pression with variable attack and release times. A Harman International Company
Guitarists that are hell-bent for metal will Disteibuted in Canada b
0 q ] . g 1stripu m Can :
kill for the Tp- your—face.-off dlsto.rtlon, rich Erikson Music C‘:mada, gZO McCaffrey
available on the TR 3M. [ (514) 738-3000 FAX (514) 737-5069






