
SHAUNA SALISBURY 
3342 FLAGSTAFF PLACE 
VANCOUVER BC V5S 4KÖ 

Moxy Früvous 

(Working With Sound Techs 



We’ve Always Talked Performance. 
Now let’s Talk Price. 

26B Dual Compressor/Gate 
Uses the newly developed dbx AutoDynamic" attack 

and release circuitry which delivers classic dbx 

compression for a wide range of applications—plus an 

advanced new gate circuit which overcomes the functional 

limitations of traditional “utility" gates. Both compression and 

gating provide superior versatility and sonic performance. 

296 Dual Spectral Enhancer 
Cleans up and details instruments, vocals and mixed 

program material on stage or in the studio. Dynamic 

self-adjusting circuitry lets you dial in just the right amount 

of sparkle and sizzle you want. HF Detail and Hiss Reduction work 

together so you can actually cut hiss while adding High Frequency Detail. 

LF Detail solidifies the bottom while removing mid-bass mud. 

274 Quad Expander/Gate 
Four independent channels of high-performance gating or 

downward expansion in any combination of stereo pairs 

or mono channels. Patented dbx VGA and RMS detection 

circuitry provides ultra-fast attack times to preserve the 

character of percussive sounds and an incredibly smooth release that 

won’t chop off reverb tails or hanging guitar chords. 

Now, with the dbx Project 1 series of signal 
processors, there’s no need to settle for second-
tier equipment 

ever-abundant budget 
brands have touted 
great pricing but have 
never matched dbx 

, reliability and 
experience. 

dbx Project 1 is ideal 
reinforcement applications. Each unit delivers real 
dbx sound and rehabdity, plus innovative new 
performance enhancements — at the same price of 
other models with fewer features. 

By using the latest technologies, we’ve streamlined 
the manufacturing process to reduce production 
costs. At last, you don't have to forego the quality 
and features you want to stay within budget. 

So now that we've talked price, isn’t it 
time you talked to your nearest dbx dealer 
and asked for a demo? — _ 

dbx 
1525 Alvarado Street, San I^eandro, CA 94577 

Phone: 510-351-3500 Fax: 510-351-0500 
In Canada contact: 

0281 Clement, I Sal Ie 
Québec, Canada H8R 4B4 

Phone: 514-595-4445 Fax: 514-595-6907 
AutoDynamic is a trademark of AKG Acoustics, Inc. 

dbx is a registered trademark of Carillon Electronics Corporation AKG is a registered 
trademark of Akustische u Kmo-Gerate Ges.m b H . Austria © 1993 AKG Acoustics. Inc 

to save money. 1 hose 

dbx 
PROJECTO 

for both studio and sound 
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How bad 
do you 
want to 
Get Good? 

■ Just a little 
■ Maybe next year 

► ■ REAL BAD 

■ Don’t want to get good 

1-800-255-PLAY 
PERCUSSION INSTITUTE 
OÍ TECHNOEOGY 

OR WRITE TO MUSICIANS INSTITUTE FOR FREE INFORMATION. 
MUSICIANS INSTITUTE BOX 4117 HOLLYWOOD. CALIFORNIA 9ÍMI28 

MUSICIANS INSTITUTE 

THE TIME IS RIGHT ...NOW 
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AFFORDABLE DIGITAL ULENCE 
f—r 

With the Studer D740 CD-R Recorder, you can record Compact Discs in your own studio. 
The possibilities are endless—Music Mixes, Commercial Spot Compilations, Custom Sound 
Effect Libraries, and more. 

The D740 provides total flexibility, with balanced and unbalanced Analog and Digital inputs 
and outputs. In conjunction with the Studer D780 R-Dat Recorder, fully automated CD 
recording is possible. Of course the affordable Studer D740 offers the unsurpassed sonic 
quality that has been a Studer tradition for over 40 years. 

For more information, 
call or fax today: 

STL’DER REVOX CANADA LIMITED 
1947 Leslie Street 

Toronto, ON M3 B2M3 
(416)510-1347 FAX: (416)510-1294 

'Acoustically Rrfect" 
The new Shadow SH-330 \ devices which mar the finish of 
acoustic guitar pickup is for the your treasured instrument, 
most discriminating ear. Shadow It comes complete with a 
has designed the SH-330 to be detachable feed-through end 

flat with an output signal perfect X P' n w'^ a Pre'cut and soldered 
for sweetening in your digital out- ¿7 mini plug. The Shadow SH-330 
board equipment or straight into is available for only $79.95. Call 
your instrument amplifier. This %, or write for more information on 
series of Shadow pickups fit ’N # the new Shadow SH-330 
inside the sound hole without > pickup and the complete 
complicated or damaging Mr Shadow line. 
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“LOOK NO 
FURTHER” 

Omilim«<laSW(0^^ Cote de Liesse/Dorval, Quebec H9P 1A3/Tel (514) 636-9971/Fax (514) 636-5347 

Our extensive line of equalizers is a pretty impressive sight. 

But let’s face it: all equalizers are pretty similar in appear¬ 

ance. It’s what's BEHIND a product that makes 

the real difference. Rane offers many unique 

qualities that you should be aware of when 

considering your next equalizer purchase. 

REPUTATION. Rane is synony¬ 

mous with technological leadership in EQ filter 

designs: Constant Q, Interpolating, State Variable, 

Accelerated Slope, and programmable curve 

combining to name a few. 

AN EXTENSIVE VARIETY of formats lets 

you choose just the right configuration for your partic¬ 

ular need. Instrument or voice, sweetening or feedbacl 

elimination, analog or digital control—all with studio¬ 

grade performance quality. 

RELIABILITY proven by flawless operation of 

thousands of Rane equalizers world-wide, from cinema 

sound to summit conferences, guitar racks to grammy 

recordings. All backed by factory support that is 

second to none. 

VALUE: Superlative quality 

9^ e at affordable prices, the 
unique combination that 

® makes Rane the best invest¬ 

ment for your hard-earned dollar. 

Stage or studio, fixed or mobile: we’ve got just 

the equalizer you’re looking for. Professionals deserve 

the best: Rane. It’s worth it 



Choose from hundreds 
of quality previously 

owned musical 
instruments at 
great prices! 

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 

NORTH AMERICA'S LARGEST REAL-TIME 
AUDIO CASSETTE DUPLICATORS 

MANUFACTURERS & DUPLICATORS OF FINE 
AUDIOTAPES 

• REAL-TIME AUDIO CASSETTE DUPLICATION • 
• OVER 250 LUXMAN K112 AUDIO CASSETTE DECKS • 

• DAT TO DAT TRANSFERS • 
• HIGH SPEED CASSETTE DUPLICATION • 

• MASTERING & EDITING • 

• DIRECT ON CASSETTE PRINTING • 
• CUSTOM LENGTH CASSETTES • 

• NOVELTY COLOURED CASSETTE HOUSINGS • 
• CD & CASSETTE PACKAGES • 

• BULK RATES ON BLANK CASSETTES • 
• BULK RATES ON CASSETTE BOXES • 
• BULK RATES ON CD JEWEL BOXES • 

• REAL-TIME COPIES DIRECT FROM DAT • 

• WE STOCK AMPEX & 3M MASTERING TAPE • 

• BASF CrO2 & LHD NORMAL BIAS • 

• VIDEO DUPLICATION • 

•3/4", VHSANDS-VHS* 
• PAL I SECAM / NTSC CONVERSION • 

• COMPLETE ART & PACKAGING SERVICES • 

• COMPETITIVE RATES • 

• DEMOS • PROMOTIONAL • CORPORATE • 

• INDEPENDENT RELEASES • 

WHEN QUALfTY COUNTS, COUNT ON 
ACCUDUB INC. 

THE ULTIMATE IN REAL-TIME DUPLICATION 

• 70 BATHURST ST. • TORONTO • ONTARIO • CANADA • M5V 2P5 • 

• (416) 368-1262 • 

Independently Yours 
I'he article “Producing & Marketing Your 
Own Record" (CM April 9.3) was very 
informative and timely. 

In the past six months. The Lizard has 
benefited immensely from the number of 
independent bands who are aggressively 
taking matters into their own hands and 
foregoing the usual distribution arrange¬ 
ments with the major labels. The Gravel-
berrys. Universal Honey. Rymes With 
Orange and Big Faith are but a few more 
examples of a trend that your article so 
well addressed. 

As one of a number of radio stations 
releasing homegrown compilations, I 
found the “Putting Together a Product" 
segment accurately reflected the dilemma 
that we found ourselves in when deciding 
on a CD or cassette format. Ultimately, the 
former was chosen for not only its sonic 
superiority but for overall cost-effective¬ 
ness. Keep up the good work! 

Jim Scanlon. Music Director 
The Lizard FM 104.7, Kelowna. BC 

Serious Vocals 
My purpose for writing this letter is to 
thank Brian Vollmer for writing the article 
“Serious Vocals— The Bel Canto 
Technique" in the April '93 issue of 
Canadian Musician. 

This is only my first year doing voice, 
but my teacher tells me that I am at the 
level of some of her fourth and fifth year 
students. Your article has really helped me 
in improving the sound of my voice. I 
have never thought of “inhaling" w hile 1 
sing. It really does work! It helps (he 
falsetto, too. 1 find. 

I thank you again, and hope to read 
more articles by Brian Vollmer in the 
future. 

Mark Murphy 
St.John's, Nßd 

A New Subscriber! 
I recently sent in my request for sub¬ 
scription after reading your April. 1993 
issue. I want to congratulate you for 
publishing an informative, well-written, 
classy publication. I especially appreciate 
the articles written on the business side of 
music, a topic which gets short shrift in the 
fanzines. Keep up the good work! 

Bruce Wozny, Ottawa, ON 

On The Right Track 
I am a songwriter who is just about to start 
into the music industry. I subscribed to 
Canadian Musician a year ago and had no 

choice but to extend my subscription for 
two more years . . . this magazine is simply 
the best. 

1 read the article written by Tim 
Moshansky (CM April ’93) carefully and I 
have a few questions about how to reach 
certain contacts. For instance. SOCAN, 
CMJ (College Music Joui nal) in New 
York, etc. Also, I would like to know if 
there is an easy way to get all the addresses 
of every campus radio station in Canada as 
mentioned in the article. 

Al Barrett. Cap-de-la-Madeleine, PQ 

*Ed: The Head Office address for SOCAN is 
41 Valleybrook Dr., Don Mills. ON M3B 2S6 
(416) 445-8700, FAX (416) 445-7108. You 
may rail their Montreal office at (514) 844-
8377. • The address for CM] is 245 Great 
Neck Rd., 3rd Floor, Great Neck, NY 11021 
(516) 466-6000, FAX(516) 466-7159. • Av 
far as an easy way of getting the addresses for 
Canadian campus radio stations (as well as 
just about every other contact you 'll need for 
Canada), pick up a copy of the Music 
Directory Canada 6th Edition available 
through The Music Bookstore, 23 Hannover 
Dr.. #7, St. Catharines, ON I.2W I A3 
(416)641-2612, FAX (416) 641-1648. 
Credit Card orders (800) 265-8481. 

SHOO TING FOR SUCCESS 
First off. I would like to say how great 
your magazine is and how helpful it has 
been to not only me. but I’m sure to other 
musicians across the country. 

The reason I am writing is to receive 
more information on how to apply for a 
FACTOR award. 1 feel that 1 may be 
eligible for an award and 1 would like an 
address or any information you can give 
me about the organization. 

Mark Holmes, Welland. ON 

’Ed: FACTOR (Foundation to Assist 
Canadian Talent On Record) offers numerous 
types of grants Io artists for recording and video 
production as well as touring. To receive more 
information and applications, contact: 
1 AGI OR, 125 George St., 2nd Floor. Toronto, 
ON • M5A 2NR • (416) 368-8678 
FAX (416) 363-5021. 

WRITE TO US!. CM 
Address your letters to FEEDBACK, 

c/o Canadian Musician. 
67 Mowat Ave., #350. Toronto. ON M6K 3E3. 
Contacting Us 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 

8 



Expect 
some very 

special effects 
when Zoom 
hooksup 

with Samson 
this July. 

Samson, Samson Audio, and now Zoom 
Distributed in Canada exclusively by 

9653 Cote de Liesse / Dorval, Quebec H9P 1A3 
Tel (514) 636-9971 / Fax (514) 636-5347 
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These days, it's hard to find a mu¬ 
sician who doesn't own or have 
access to a personal computer. 
Many of you use it for writing, 

notation, sequencing or storing samples and 
sound libraries (as well as the occasional 
game of Tetris or Crystal Quest), but on its 
own. a computer is little more than an is¬ 
land. 
The emergence and widespread use of 

electronic communication has allowed the 
computer to become the primary source of 
information for millions of companies and 
individuals around the world, and connect¬ 
ing your computer to the rest of the on-line 
world is as simple as purchasing a modem 
and a telecommunications program. 

Without getting into the bits and bauds 
of telecommunications and choosing mo¬ 
dems (there are many good computer books 
that cover the topic in detail), let's look at 
what’s out there for musicians, how to con¬ 
tact others online and why getting connected 
makes sense. 

b Edt íTlv íHddeíd kUDR^nc 
Great! Now your network of contacts has 
extended by leaps and bounds and is only 
limited by how much you want to spend on 
connect time charges (this includes long dis¬ 
tance charges for calling bulletin boards/ 
numbers outside your local calling area — 
be careful, it adds up fast!). Although many 
bulletin boards let you log in for free, some 
charge per minute or hour. In some cases, 
there will be a daily time limit on connect 
time, others use a credit system where you 
either purchase credits or are awarded them 
for uploading files that others can share. 

UJhd’5 On-bnE, Hud 
LUhrt’s bn The Ether 
The most obvious way to contact others with 
your modem is to call them directly. How¬ 
ever. this is not always the most convenient 
way as each of you must have your modem 
on and be present if you want to exchange 
data. The solution to this is to join one or 
more bulletin board services, where you 
have the luxury of logging on whenever you 
wish — any files or messages for you are 
stored within the host computer to be re¬ 
trieved at your convenience 

There are literally hundreds of boards run¬ 
ning in Canada alone. In its simplest form, 
a BBS offers one or more lines, mail func¬ 
tions, forums (topic-specific areas for post¬ 
ing questions and files), file libraries, and. 
if there are multiple lines, there is often a 
chat function where you may converse with 

others in real time. Numbers for these serv¬ 
ices can be found in local computer papers 
and posted on bulletin boards. Some boards 
are platform-specific, but more and more 
boards are popping up that are cross-plat-
form. Some, like MAGIC (Macintosh 
Awareness Group in Canada) have graphi¬ 
cal (point and click) interfaces that make it 
easy to navigate through the system. 

CampuSERfE 
CompuServe Information Service is one of 
the largest (and best) on-line information 
services networks in operation, and offers 
thousands of program files and data records. 

Blue Renewal’ BM 
Staff« Reheve the 
RedTipe-p 20 

Mutual Funos Risk 
and Reward-0 28 

’oof Instan Online 
Fr&Zt-t 36 

CompuServe 

CompuServe Monthly Magazine 

For a modest monthly fee. you can have ac¬ 
cess to everything from American Press 
news services online (updated hourly), to 
weather reports, travel and airline informa¬ 
tion and software/hardware support. 

Most modems and telecommunications 
software packages come with a Com¬ 
puServe subscription kit (usually offering a 
free month of connect time) giving you eve¬ 
rything you need to sign up for the service. 
If you don't have a subscription kit (also 
available at most computer stores), contact 
CompuServe's Customer Service to obtain 
one at PO Box 20212. 5000 Arlington ('en¬ 
tre Blvd., Columbus, OH 43220 (614) 457-
8650, FAX (614) 457-8149. 

Once you have signed up for the service 
you will receive a User ID# for logging on 
to the network. CompuServe has local ac¬ 
cess numbers all over the world (a full di¬ 
rectory is available online), so you may log 
on in Montreal or Japan (using the same ID 
on any modem-equipped computer) with¬ 

out incurring ridiculous long distance 
charges — a perfect way for the touring 
musician to keep in contact (cheaply) with 
a management office while on the road. 

What else is there for the musician on C-
Serve? Lots. The MIDI Vendor Forums 
have files from major manufacturers like 
Lexicon. JLCooper, Eventide. Opcode and 
lots more offering demo versions of pro¬ 
grams, sound samples and files, price lists, 
new product information and support. 
There's Rocknet, a music news feature with 
information about concerts, new releases 
and the latest rock gossip, a whole library 
of reference materials and periodicals at 
your disposal and of course, there’s thou¬ 
sands of other musicians all over the globe 
using the service you can contact. 

UnDERSTRRDIRE THE bRTERRET 
No matter what type of bulletin board sys¬ 
tem you use, sending electronic mail will 
probably be the primary way you keep in 
contact with others. On small boards where 
the person you’re contacting is also a mem¬ 
ber of that board, this will probably just be 
a matter of typing the recipient s name in 
the “Tor” field. 

Many of the larger services (including 
CompuServe. America Online. MAGIC and 
others) offer "gateways” that allow you to 
send mail to people on other networks, and 
this gets a little more confusing. One of the 
more widespread is Internet, an e-mail sys¬ 
tem that connects governmental institutions, 
military branches, educational institutions 
and commercial companies. It takes a bit 
more time for Internet mail to reach its des¬ 
tination (anywhere from half an hour to two 
days), but it’s still faster than snail mail! 

To give you an idea of how you can uti¬ 
lize the Internet, both writer Richard Chycki 
and I are members of CompuServe and 
MAGIC (among others), and we use these 
boards to stay in touch no matter where we 
are. When we’re both in Toronto, we can 
easily send mail on either board by just typ¬ 
ing in each other's name or user ID#; but if 
one of us is travelling, we can still keep in 
touch via Internet and save a costly long 
distance call (to do this, you will need to 
know the person's Internet address). 

What follows is a hypothetical situation: 
If Rich was somewhere that didn't have a 
local access number for C-Serve (say, the 
North Pole) and wanted to e-mail my C-
Serve mailbox from the computer at the 
North Pole University (where the only re¬ 
cording studio there is), it would go some¬ 
thing like this: 

10 e a N M U I C I A N 



IMAGINE A RACKMOUNT MIXER 
WITH ALL THESE FEATURES AND 
THE SOUND OF A PROFESSIONAL 

STUDIO CONSOLE. 
a 22 inputs. 10 XLR bal¬ 
anced inputs featuring a 
low noise, padless pre¬ 
amp design. Six 
true-stereo inputs. 

o4-Band EQ. High and low 
shelving filters: low band 
80 Hz/high band 12 kHz. 
Two resonant mid-band 
filters: low mid 800 
Hz/high mid 2.5 kHz. 

o Quad discrete transistor 
mic preamps. 

a 6 Aux sends: 1 pre; 5 post. 

□ Rotating jackfield for 
conventional mixing or 
rackmounting. 

a 5 dB more overall gain 
than any mixer in its class. 

o High quality, center¬ 
detent Panasonic®faders. 

a 128 dB overall signal-to-
noise ratio, A weighted. 

a Panasonic sealed poten¬ 
tiometers. 

o 10 Hz to 30 kHz frequen¬ 
cy response. 

o 4 true-stereo returns. 

o Ceramic hybrid channel 
design that further 
reduces noise and opti¬ 
mizes stability. 

o The only 4 buss design in 
its class (using 4 dedicat¬ 
ed sub group faders) 
with discrete Group and 
Main summing outputs. 

The New MPL 2242 
Our new rackmount mixer has more fea¬ 

tures than anything in its class. But the real key 
to mixing technology is sound. 

In fact, it has already come through 
with flying colors working alongside studio 
consoles costing over 10 times as much! 

Panasonic is a registered trademark of Panasonic Corporation 9653 C0t6 06 LÍ6SS6, 
© 1993 Samson 

We love defying people's expectations. 
That's why we can hardly wait for you to get 
your hands on the new MPL 2242. 

Because it's easy to see all the features 
that set us apart, but a lot harder to show you 
how great it sounds. 

SAMSON AUDIO 
Distributed in Canada by 

/al. Quebec H9P1A3 Tel. (514) 636-9971 / Fax (514) 636-5347 



ShureLSeriesWirelessTakesYouToAnother Level. 
If you use a Shure L Series system, you'll get a lot 

more than freedom of movement. You'll also get the 
confidence that Shure quality can bring to your perfor¬ 
mance. Although L Series systems are very affordably 
priced, we've built them to meet the stringent 
demands of the world's top performers. 

When we designed the L Series, we incorporated 
some of the most sophisticated design features in wire¬ 
less today, including Shure "Minor Image" companding 
and the very latest in noise-reduction circuitry. Our 
diversity systems include exclusive MARCAD™ tech¬ 
nology—a radically new and highly effective concept 
in diversity reception. And we assure precise system 
compatibility by individually tuning each transmitter 
and receiver for optimal performance. 

L Series systems are designed for versatility, too. 

The body-pack transmitter's "Tiny QG" universal 
input connector accommodates anything from electric 
guitars and basses to keyboards ana horn microphones 
(including the extraordinary sound of the Shure WM98 
miniature instru-

“^‘combine 
all this with 
Shure's legendary reliability and 
ruggedness, and you've got a system 
you can count on... and afford. 

So when you're ready to take your career up 
another level, try the outstanding value in wireless 
today—Shure L Series. Call us at 1 (416) 839-8041 for 
more information and the name of a dealer near you. 
The Sound of the Professionals®...Worldwide. 

THE SHUHEmRELESS 

A.C. Simmonds & Sons Ltd., 975 Dillingham Rd., Pickering, ON LI W 3B2 
(416) 839-8041 FAX (416) 839-2667 



To: 76570.1056@compuserve.com 
(my Internet address for CompuServe) 
From: RChycki@northpole.edu 
(a purely fictitious address for effect) 
I don’t know how much longer 1 can 
stand this cold ... all the faders on 
my SSL desk are frozen solid! As soon 
as I finish the beds for this new album 
bv the Skitzoid Polar Bears 1 will be 
back in town with the story. 

Rich 
Now, as a second example, let’s say Rich 

was logged on to CompuServe in Los An¬ 
geles and needed to send a Macintosh file 
to my MAGIC mailbox via Internet: 

To: Shauna_Kennedy@magic-bbs. 
corp, apple.com (my Internet address 
far MAGIC) 
From: 71712.337@ compusene.com 
(Rich'sInternet address for CompuServe) 
Okay, so 1 lied! I’m thawing out here 
on the beach in L.A. but I have 
uploaded the text for the story in 
MacBinary format (as well as a very 
cool sound file of penguins I sampled 
up north). Enjoy! 

Rich 

In both of the above cases, each of us 
have only made a local call to send or re¬ 
ceive that information, incurring a very 
slight surcharge on CompuServe for using 
the Internet. 

As you can see, using on-line services is 
a convenient, efficient and cost-effective 
way to move data, and opens up new possi¬ 
bilities for the musician, allowing you to test 
out products before you purchase, get in¬ 
formation and expand your contacts. With 
so much of the world turning to digital in¬ 
formation, don’t get left behind — get con¬ 
nected! 

SAFETY Í1ET 
• Make sure your computer has a 

good virus protection program. Al 
though most reputable boards scan 
all new uploads, you always run the 
risk of getting infected. 

• Downloaded software is TRY AT 
YOUR OWN RISK — although 
there are many good shareware 
freeware programs out there, a lot 
of it is written in weird code. 

• Never upload commercial programs 
— it’s illegal and unfair. 

• Send in your shareware fees. 
• Disable call waiting if you’re using 

the same line for your modem that 
you use for your phone — getting 
disconnected while downloading a 
1.6 Meg file at 2400 baud is a drag. 

Breaks 
. . . LIST’N UP! is a free music sampling and information hotline that lets you, the 
buying public, hear before buying from your home, office — anywhere there’s a touch¬ 
tone phone. Just dial (416) 96-MUSIC (416) 966-8742. and you're introduced to a menu 
of nine music categories (all major genres except classical). Select a category that offers a 
menu of artists, punch in the desired entertainer and you get a brief intro to the CD fol¬ 
lowed by five one-minute samples of songs in digital quality. You can skip forward or 
backwards through songs and raise or lower the volume as desired. The artist roster is 
rotated regularly, so there is always new music. 
. . . The Pearl Players Challenge held at this year’s Music West attracted players from 
all over the U.S. and Canada. The Open Competition was won by Gary Grace of Welland, 
ON (now living in Vancouver) who won a one-year Pearl Endorsement package and will 
be performing clinics on behalf of Pearl Canada geared towards the street level musician. 
. . . Other Canadian musicians in the winners circle include saxophonist Scott Sanft ot 
Surrey, BC who walked away with "Outstanding Tenor Saxophonist, Solo Division" in 
the Lionel Hampton Jazz Festival held at the University of Idaho School of Music. Scott 
won a top-of-the-line professional model LA-800 Tenor Sax from L.A. Sax Company and 
will be featured in an upcoming 
L.A. Sax publication. 
... from .lune 23 to August 13, 
1993, major radio stations will 
participate in one of Canada’s 
first national songwriting compe¬ 
titions sponsored by Standard Ra¬ 
dio in conjunction with Sound 
Source, Canadian Musician mag¬ 
azine and the Songwriters Asso¬ 
ciation of Canada. 

Participating stations include 
103.5 QM-FM Vancouver, K-97 
Edmonton, Classic Rock CJAY 
& The New Mix 1060 Calgary, 
MIX 92 Regina, Q-94 FM Win¬ 
nipeg. MIX 99.9 Toronto, MAJIC 
100 Ottawa, MIX 96 Montreal 
and VOFM The Best On The 
Rock in St. John’s. 

The ten participating stations 
will solicit demos of unpublished 
songs from their respective listen¬ 
ing audiences. Nine winners will 
receive a Tascam Porta 07 Mini¬ 

Surrey BCs Scott Sanft, a winner in 
the Lionel Hampton Jazz Festival. 

Studio plus a weekend seminar in Toronto with Canada’s most successful songwriters in 
conjunction with the Songwriters Association of Canada. Submissions will be evaluated 
on lyrical content, musical arrangement and commercial potential. 

Each of the nine finalists will compete nationally for a grand prize of $10,000 cash and 
their own recording session featuring Canada’s top studio musicians to be produced by 
Eddie Schwartz for a final release on MCA Records. The winner will be announced Octo¬ 
ber 5, 1993 on Sound Source’s nationally-syndicated radio show. Countdown Canada. 

For more information, contact Gary Slaight at Standard Radio (416) 960-9911, Lesley 
Soldat at Sound Source (416) 922-1290 or Mike McLaughlin at the Songwriters Associa¬ 
tion of Canada (416) 924-7664. 
... 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 include bio and contact 
information with your package and address to: QI07 c/o 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 (Mon., 11 p.m.); 
CIFM-FM Kamloops 
CIZZ-FM Red Deer 
CJOQ-FM Timmins 
CFRQ-FM Halifax 

(Mon., 10 p.m.) 
(Tues.. 11 p.m.) 
(Sat., 10 p.m.) 
(Tues., 11 p.m.) 

CJMG-FM Penticton 
CFPL-FM London 
CILQ-FM Toronto 
CJMO-FM Moncton 

(Sat., 10p.m.) 
(Sun.. I Ip.m.) 
(Tues., 11p.m.) 
(Sat., 11p.m.) 

. . . Red Deer College will be hosting a Leonard Cohen Conference October 22-24, 
1993. Individuals interested in attending or participating should contact Shirley Jorgensen, 
Conference Coordinator at Red Deer College. PO Box 5005. Red Deer. AB I4N 5H5 
(403) 342-3320, FAX (403) 340-8940. 

CANADIAN MUSICIAN 



blue snuno 
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The Handbook of Sound System Design 
(by John Eargle) 
The most up-to-date information on the practical and 
theoretical aspects of sound reinforcement. Detailed chapters 
include electrical, acoustical and psychoacoustical fundamentals, 
high-, low-, and mid-frequency systems, loudspeaker arrays, 
theatre sound overviews and more. 
ELOO2.$48.95 

Concert Sound 
Go behind the boards with top touring acts and shows how 
the pros are doing it today! Exclusive coverage on top sound 
reinforcement companies and over a dozen major touring acts 
including U2 s Zoo TV Tour, AC/DC, Gloria Estefan and Dire 
Straits. Also includes coverage of theater sound, festival 
productions such as Lollapalooza, safe rigging, monitor mixing 
and drum miking. 
HLI38.$22.95 

Lighting By Design 
Basic theory and practice of lighting design for live 
performance, theatre, film and television. Includes light 
measurements, suspension systems, automated lighting 
systems, servicing and maintenance, and more. 
FPOO3.$57.95 

Also available: 
The Stage Lighting Handbook, 3rd Edition MMO I O $24.95 
Electronic Musician’s Tech Terms HL I 44 $ I 2.95 
Set Lighting Technician’s Handbook FPO I 6 $24.95 
The Master Handbook of Acoustics, 2nd Edition TBO I I $24.95 

Microphones, 3rd 
Edition 
(by Martin Clifford) 
An outstanding guide for sound 
technicians on choice of 
microphones and proper 
technique for truly professional 
sound for recording indoors and 
out. 
TBO I 2.$23.95 

2675 

MICROPHONES 
3RD EDITION 

MARTIN CLIFFORD 

Just look at all the great new titles on live sound and lighting from The Music Bookstore! 

NAME-ADD 10% SHIPPING & HANDLING 
ADDRESS_(min. S3.00) 

CITY_SUB TOTAL 

QTY CODE TITLE PRICE 

BOOK TOTAL 

PROV/STATE_CODE_ ADD 7% GST (Canadian Orders) 
PHONE_FAX_ 

ENCLOSED IS MY PAYMENT FOR $_ TOTAL PAYABLE 
CHARGE TO MY 

"BOOKS BY MAK." 

CARD NO. 
EXPIRY DATE_ 

SIGNATURE 

TO ORDER ANY OF THESE BOOKS, JUST COMPLETE THE COUPON ABOVE 
AND MAIL WITH YOUR PAYMENT TO: The music bookstore, 23 HANNOVER DR., #7, 
ST. CATHARINES, ON L2W1A3 Please allow 2-3 weeks for delivery. 
Please make cheques payable to THE MUSIC BOOKSTORE 



Breaks 
. . . Take part in an opportunity to mar¬ 
ket your music nationally and internation¬ 
ally. X-1T Music Productions has become a 
part of a marketing initiative funded with 
the aid of the Ministry of Culture. Tourism 
and Recreation, which seeks to gain expo¬ 
sure for talented artists who may appeal to 
a smaller audience. Submissions in the gen¬ 
res of Latin. Native, Canadian Folk. Afri¬ 
can. Jazz. R&B. Reggae. East Indian. Asian, 
Caribbean and any culturally oriented fu¬ 
sion styles are particularly encouraged to 
apply, however, all styles of music will be 
considered. 

To receive further information, contact: 
X-IT Music Productions. 15 Ossington 
Ave.. Toronto. ON M6J 2Y8 (416) 533-
1861. FAX (416)588-4157 
. . . Vintage guitar nuts won’t want to miss 
Canada's V intage Guitar Show, happen¬ 
ing August 21-22, 1993 at the Pickering 
Recreation Centre in Pickering, ON. Inter¬ 
national dealers and collectors will be fea¬ 
turing stringed instruments of all types for 
purchase or trade. Admission to the event 
is $6.00, and if you present any stringed in¬ 
strument at the door for sale or trade, you’ll 
receive $1.00 off the admission price. For 
more information on the event, contact Tun¬ 
dra Music at (416) 420-9582. 

EVENT SCHEDULE 
NMS ’93 

New York, NY 
July 20-24, 1993 
(416) 588-8962 

Canada’s Vintage Guitar 
Show 

Pickering, ON 
August 21-22, 1993 
(416) 420-9582 

CountryFEST 
Calgary, AB 

August 23-29, 1993 
(403) 233-8809 

Alberta Country 
Music Awards 

Calgary, AB 
August 29, 1993 
(403) 233-8809 

Country Music Week 
Hamilton, ON 

September 16-19, 1993 
(416) 739-5014 

Canadian Country Music 
Awards 

Hamilton, ON 
September 19, 1993 

(416) 739-5014 

CMJ 1993 Music 
Marathon 
New York, NY 

November 3-6, 1993 
(516) 466-6000 

The Record Industry 
Conference 
Toronto, ON 

March 17-20, 1994 
(416) 533-9417 

MusiCan ’94 & CMX ’94 
Toronto, ON 

March 17-20, 1994 
(416) 533-9417 

The Juno Awards 
Toronto, ON 

March 20, 1994 
(416) 485-3135 

TTplR 
91 Jan 

Plug into a tradition of quality sound 

from Sony. Musical equipment 

1^^^^^^ retailers and 

pro dealers now 

carry a full range of Sony gear 

to meet your performing and 

recording needs including wired and 

wireless microphones, headphones, 

DAT recorders, signal processors 

and more. 

Plug into Sony - the sound choice. 

Live! 
<CD « 

SONY 
Professional Audio Products 

100. 

DÖS1

Digitai 

Digrta' 

Sony of Canada Ltd., Communication Products Group, 411 Gordon Baker Road, Willowdale, Ontario M2H 2S6 
Tel: (416) 499-1414 Fax: (416) 497-1774 

Sony is a registered trademark of Sony Corporation. Sony of Canada Ltd. is an authorized user. 
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SHERPA 
DRUM 
PADS 
By Paul Lau 

Sherpa is not just another company with 
an electronic product. It’s a company 
that is dedicated in developing a cost-

effective, high quality electronic percussion 
pad system. 

Sherpa is a Canadian company that indi¬ 
vidually handcrafts all Sherpa pads. The 
workmanship speaks for itself and the de¬ 
sign is very innovative. Starting with the hi-
hat pad. it has four W" plugs in the back — 
two are for open and closed action and ac¬ 
commodate some older MIDI interfaces 

which do not have a lootswitch for open/ 
closed control; the third connects to a 
footswitch controller and the other to a di¬ 
rect trigger to accommodate newer inter¬ 
faces. This particular pad also has a sensitiv¬ 
ity boost switch to give a bit more perform¬ 
ance reaction. The hi-hat pad will mount on 
any hi-hat stand, therefore allowing the 

drummer to use a stand he is comfortable 
with and not having to deal with a switching 
device under his foot. I found that the ca¬ 
bling was very neatly organized since all the 
switches were enclosed in the same pad. 

The cymbal (ride or crash) pads can 
mount directly onto all cymbal stands with 
no extra clamping required — a convenient 
and well thought-out feature. Both the hi-
hat, crash and cymbal pads have a slight 
curve in their design which is quite usable 
for the natural percussionist or drummer. 

This year. Sherpa has developed the 
patented SP63DTCP, which is an ex¬ 
tra pad (bell) above the main pad on 
the cymbal pad. This practical design 
is quite intuitive to the needs of real 
drummers, and one reason why the 
Sherpa innovations are becom¬ 
ing more and more accepted among 
musicians. 

Except for the new reverse beater 
bass pad. the snare, tom and bass pads 
all have the same 11" wide playing 
surface. There are single and dual trig¬ 
gers for these pads and as well, they 
come with a (patent pending) univer¬ 
sal mounting system which is adjust¬ 
able to fit any tom stand. The reverse 
beater bass pad (one of the new Sherpa 
products for this year) will fit any 
pedal rig and is great for compact mo¬ 
bility and usability. One interesting 
feature I noticed was the suspended 
playing surface of the reverse beater 
bass pad. which increases the dynam¬ 

ics of the "feel" for playing and is quite us¬ 
able with a double pedal. The double pedal 
feature seems to be of great interest to seri¬ 
ous drummers. 

Sherpa prides itself with its "soft touch/ 
high bounce" playing surface, which pur¬ 
portedly helps reduce the chances of devel¬ 
oping the painful tennis elbow that comes 

Manufacturer’s Response 
I'd like to thank Paul Lau and Canadian 

Musician for doing a greatjob reviewing the 

Sherpa pads, especially upon the new releases 

of the hi-hat, cymbal, bell and reverse beater 

bass pads. The new bongo-percussion pad 

will be released soon and it is an innovation 

we at Sherpa are quite excited about. I was 

impressed with the in-depth look into the 

details of each individual pad. 

I am confident that this article will excite 

and entice drummers to explore the MIDI 

percussion world and try Sherpa products. 

Sherpa Persad, President 
Sherpa Enterprises Inc. 

from playing on hard surfaces. The actual 
stick bounce increases controllability, giv¬ 
ing smoother control over the sticks for more 
accuracy in complex playing passages. The 
round-edged pads are encased in a sleek, 
high-impact plastic giving them maximum 
strength and durability, yet they are very 
lightweight and compact. 

The optional Sherpa rack stand system is 
made of polished chromed steel tubing held 
together by lightweight heavy-duty alum¬ 
inum castings (these racks are also individu¬ 
ally handmade). Sherpa has looked into de¬ 
veloping a built-in MIDI interface but pres¬ 
ently still relies on MIDI interfacing through 
other drum trigger-related hardware such as 
that from companies like Alesis. Kat. 
Yamaha and Roland. 

Using the Sherpa Pads in my studio for 
the first time. I found that they responded 
very well. The tracking on the sequencer was 
more than accurate and the re-triggering of a 
hi-hat pad at extreme rates was not a prob¬ 
lem. The actual size of the pads, especially 
the crash, takes a little getting used to due to 
the fact that they are small, but it really 
wasn't much of an issue. Sherpa is now in 
the developing phase of a eight-inch bongo 
percussion pad specifically for a MIDI per¬ 
cussion set-up. Overall, the Canadian-made 
Sherpa electronic percussion system is a 
cost-effective, high quality system that 
would be a nice addition to any MIDI set-up 
as well as being useful in live applications. 
These pads are well worth enquiring about 
the next time you're in the drum department 
of your local music store. 

For more information, contact: Sherpa 
Enterprises Inc., 935 The Queensway, #556, 
Toronto. ON M8Z 5Y9 (416) 251-3625. 

Paul I. au is a freelance MIDI consultant 
and musician based in Toronto. ON. 
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8500 BALBOA BOULEVARD 
NORTHRIDGE, CA 91329 USA 

818 *893 *841 1 
FLASHFAX: 818*895*8190 

Ha Harman International Company 



THINK OF IT AS THE WORLD'S 
LARGEST COLLECTION OF CLASSIC 

ANALOG KEYBOARDS. 

dynamic analog-sounding digital filters to give you the kind of 

vintage KEYS 
V CLiSSIC IEIL0C minus 

HOMF/FNTFR 

Vintage Keys delivers 8 megabytes (expandable 
to 16) of the highest quality, digitally sampled 
classic analog keyboard sounds from the past 

30 years. Look no further for 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 you’ve come to expect from E-mu, but 

that’s only the beginning. We’ve added 32 of our 

Moog Taurus Pedals 
Foot-controlled analog bass 
synthesizer with huge, killer 

bass sounds. Used by pro¬ 

gressive guitar and bass -

players with three feet. 
Wurlitzer Electric Piano 
Unique bass sounds-the portable 

electric piano that dominated 

Supertramp. Also used in "Money' 

and "I Am the Walrus." 

Mellotron 
World's first analog 

PlaYback 
machine-it put the 

moody in Moody Blues, 

lb 35 internal tape players 
> (one for each key) created a haunting 

sound. The people most haunted were 

roadies-constantly realigning the tape heads. 

Classical keyboard favored 

by funk musicians of the 70s. 

Nine-volt battery not included. 

Hammond B-3 
Wicked power-the champ 

of rock 'n'roll and 

R&B. Combined with its 

Leslie speakers, its sheer 

tonnage put the sweat in 

BlooaSweat & Tears. 

Fender Rhodes Mark I 
Mellow, metallic-a xylophone 

with keys. You can blame Jazz 
Fusion on this instrument. The 

electric piano of the '60s and '70s. 

Oberheim OB-Xa 
Thick, rich, fat analog 

synths. Think of Van 

Halen's 

"Jump." 

Minimoog 
The first 

affordable 

monophonic synthe¬ 

sizer. Great bass sounds. 

ARP 2600 
Monoohonic, miles of wire, built-in 

speakers and reverb. Remember 

the modular keyboard around 

Edgar Winter's neck? This was it. 

MASTFR FDIT < CURSOR > 

Ahhhh.. • 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 you 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 Keys. 

Think of it as a truckload of the world’s coolest analog 
keyboard gear-all in a single sound module. 

\ Yamaha CP-70 
\ The standard in 

electric grand 

pianos used by many 
including Gabriel and Genesis. 

Problem was, it didn't weigh much 

less than a real one. 

Fairlight 
The first digital workstation-known for its breathy 

vocal samples and a orice tag that left you gasping 

for air. Progressives loved this one. Plus, the CRT 
looked cool m stage. -< 

Farfisa Organ 
Organ sounds that drove go ao dancers wild. 

Less expensive than a B-3. Elvis Costello and 
Blondie put its sounds to great use. 

ARP String Ensemble 
A keyboardthat simulated strings. It did 

one thing, in its own way, and aid it very well. 

ProphetS 
The ever-populor 

programmable 

polyphonic synthesizer 
with wonderful, rich analog sounds. 

Its real wooden frame was perfect for getting 
scratched every time you took it on the roaa. 

Moog Modular 
This grandfather of elec¬ 

tronic music put synthesis 
and "Switched-on Bach" on 

the map. Because of it, 1/4" 

phone plug manufacturing 

became a growth industry. 

Yamaha DX7 
Digital synthesizer with FM synth technology 

developed at Stanford. Brilliant sounds. 

With all the money you saved, 

you could have afforded to 

go back to school to 
learn how to program it. 

Y Any song between '83 
and'86 used one. 

Rhodes Chroma 
Thick, mellow, beautiful 

analog sounds. Eight- voice polyphonic synth 

that borrowed ARP electronic technology and 

Rhodes-type mechanics. 

expressive control these instruments were famous for. Combined 
with special features like polyphonic portamento and our unique 

MIDIPatch" modulation system, Vintage 
Keys lets you recreate the analog mood and 
feel. And just try to find a classic analog 
keyboard that offers you 32-voice polyphony, 
16 channel multi-timbral capability and 
6 assignable polyphonic outputs. 

Of course, like most of those great analog 
keyboards, Vintage Keys is incredibly easy to use and designed 
and built in the U.S.A. 

So visit your E-mu dealer and listen to a demo today. Get 
ahold of your dream sounds without the nightmare. 

Vintage keys 
V CLASSIC H R H L 0 G HEYBOARDS 

E-mu Systems, Inc. 
P.O. 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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DNA BEAT BLOCKS 
GROOVE CONSTRUCTION KIT 

By Paul Lau 

W B C Music Research, the Toronto-
based music software company 

y which developed the DNA 
Groove Template has continued to impress 
the music industry with the release of the 
DNA Beat Blocks Groove Construction Kit. 

To remind you of what DNA Groove 
Templates are. they are templates that are 
created from real performances played by 
real musicians. The timing of each pulse is 
extracted and is provided in the form of a 
quantized template that is two bars long. 
These groove templates allow you to cap¬ 
ture a ''humanized" feel and place it in your 
sequences. The Beat Blocks form the foun¬ 
dation from which over 10.000 groove vari¬ 
ations are derived. 

When one thinks of drum loops playing 
along with your sequencer, there are two el¬ 
ements that prevail : the first one being the 
notes on your sequencer that are locked into 
the computer's internal clock: and the sec¬ 
ond one being the drum loop that is locked 
into the groove of an external clock — the 
groove and feel of a human playing. The 
problem of aligning the two together, other 
than at the beginning of bars, is that there is 
a tendency for the parts to "go out". There¬ 
fore. DNA Beat Blocks was developed — 
an offspring of the DNA Groove Templates. 

DNA Beat Blocks is a new Canadian 
product that was developed to harmonize 
and weave together the rhythmsof these two 
elements and assist in the composition and 
recording of your songs. The DNA breaks 
dow n the audio data into its rhythmic finger¬ 
prints which is then also transferred into 
groove templates for use in your sequencer. 
Once again. Steinberg's Cubase is the first 
sequencer software program to incorporate 
a feature which allow s the use of these tem¬ 
plates. As you groove quantize your MIDI 
data this allows you to transfer the feel of 
the audio into the MIDI domain. There are 
31 variations of the feel. This translates into 

the versatility and capability of being able to 
use a variety of optional drum tracks and 
locking into the pocket without having the 
problems of aligning to the internal compu¬ 
ter clock. 

The DNA Beat Blocks Construction Kit 
is an innovative concept in the creation ot 
drum tracks and the beat blocks are a series 
of musically-related drum loops. The CD is 
divided into tracks and within these tracks 
there are drum loops that work together, with 
each loop consisting of tw o bars. This is how 
it works — the main loop represents the 
standard drum groove that you would like 
to use. The hi-hat block is a variation of the 
main block where the hi-hat pattern changes. 
The snare and kick blocks are variations on 
the main block, and here we find that there 
are rhythmic variations on the snare and kick 
respectively. The fill blocks usually have 
some kind of roll in the second bar. Con¬ 
struction of a "seamless" drum track is quite 
easy and intuitive — you sequence these au¬ 
dio loops in a required order to fit the musi¬ 
cal application. Once the drum track is con¬ 
structed in the sequencer, you then can load 
the feel/groove template that matches the 
drum loops. The feel may also be transferred 
to other sequenced rhythmic parts. 

The DNA Beat Blocks groove construc¬ 
tion kit comes in compact disc format. There 
are more than 350 different drum loops on 
each CD. featuring artists like "Funky Drum¬ 
mer" Clyde Stubblefield of James Brown 
fame and Armando Borg (each with their 
own DNA Beat Blocks CD). Canadian re¬ 
cording artist Wilson Laurencin, a session 
drummer/percussionist and producer (Percy 
Sledge. Vanity. The Platters) has over 500 
loops and matching DNA groove templates 
on his DNA Beat Blocks CD. 

I found the sample CD to have an endless 
supply of useful tracks — it's hard to decide 
w hat to use! There are spoken tips through¬ 
out the CD giving insight from the artists as 

to what the grooves are about and their ap¬ 
plications. The DNA Beat Blocks are all 
stereo digital recordings and there is a very 
easy and helpful manual that itemizes all 
the drum loops and includes the tempos to 
two digits. WC Music has wisely provided 
floppy disk versions of the DNA Groove 
Templates for all computer formats — Mac¬ 
intosh. PC/compatible and Atari (these 
match each drum loop on the sample CD 
and include the MIDI file of the groove). 

I find that WC Music has taken a large 
bite out of the rigidness of MIDI music w ith 
their unique products. If used creatively, the 
possibilities in retrieving the dynamics of 
the human feel in MIDI music are limitless. 
I thoroughly enjoyed the sample CD and 
groove templates and suggest that if you're 
serious about sequencing, this is something 
you've got to check out! 

For more information, contact: WC Mu¬ 
sic Research. PO Box 1275. Stn. K. Toronto. 
ON M4P 3E5 (416) 444-6644. FAX (416) 
496-2884. 

Manufacturer's 
Response 

We would like to thank Paulfor bringing 
our innovative product to the attention 
of Canadian Musician readers. We 
believe that musicians will find our 
product a precise musical link between 
the “real ” audio world and the MIDI 
sequencer world. Thanks Paulf or afine 
review and a job well done! 

Ernest Cholakis 
President/Developer 
WC Music Research 
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For Whom 
the Beltona 

It Tolls for Thee! 
The Continental Triplate Replica 

is also available. 

Mandolin Brothers 
Call for your Freo Catalog (718) 961 -3226/6585 

Ó29 Forest Avenue, Staten Island, NY 10310 

WERETHE 
SECRET 
BEHIND 

EVERYONE 
ELSES 
SOUND. 
For years, we’ve been 

MAKING A NAME FDR EVERY¬ 

ONE ELSE. NOW WERE MAKING 

A NAME FOR OURSELVES. TO 

LEARN MORE ABOUT THE BEST 

SOUNDING BASS SPEAKERS 

AND AMPS AVAILABLE, 

CALL 1-514-631-5787 

AUDIONOVA INC. 
EXCLUSIVE CANADIAN DISTRIBUTOR 

I EDEN■ 

R IJ 4) JI 

by Richard Chycki 

P ROQUCI 

Digidesign 
SoundTools II 

Digital technology has a firm grip on 
the music industry. Its pristine sonic 
quality and supreme editing capa¬ 

bilities are showcased well by Digidesign's 
Sound Tools II hard disk recording system. 

Essentially a two-track recorder (four 
channels with third-party software), the 
Sound Tools II package consists of a Mac¬ 
intosh computer NuBus card and a single 
rack space Pro Tools audio interface unit. 
This is the same unit that comes with their 
flagship Pro Tools hard disk system. A siz¬ 
able, fast hard drive is also required as a 
single mono track of digital audio eats up 
about five Megs of hard drive space per 
minute. That will be discussed later. 

Sound Tools II can be installed into any 
Macintosh II. Centris 650 or Quadra series 
computer by simply sliding into an open 
NuBus slot. As with any Macintosh, instal¬ 
lation of the Sound Designer II software is 
a simple click on the Installer icon. For this 
review, I installed the system into my 
Quadra 700. A 50-pin connector and ca¬ 
bling system interfaces the Pro Tools unit 
to the card. The Pro Tools unit has corre¬ 
sponding +4dB balanced XLR analog in¬ 
puts and outputs, also digital I/O for both 
AES/EBU and S/PDIF formats. The audio 
interface features 16 bit A/D convertors. 
64x oversampling and 18 bit DACs. A sim¬ 
ple front panel LED metering system is not 
useful for critical level adjustment but at 
least lets you know that the track is send-
ing/receiving audio. The Pro Tools unit can 
also interface to external word clock. 

I should mention that when I first started 
researching this system, I spoke with sev¬ 
eral digital audio buffs here in Toronto and 
nobody was certain of the Sound Tools II 
recording capabilities with respect to 
number of channels. I heard that two of the 
channels were disabled and Sound Tools II 
was strictly a stereo package: that it could 
output four channels but could only record 
two at a time; and that it could record four 
at a time but only two of the outputs were 
activated. Hmm . . . 

When used with a digital audio/sequen-
cing package that contains the latest digital 
audio engine (I use Opcode Studio Vision 
version 1.43). Sound Tools II is a discrete 
simultaneous four channels in. four chan¬ 
nels out recording package. However, the 
Sound Designer II editing package included 
with Sound Tools II edits only a pair of 
channels at a time. If greater editing power 
is required than what can be found in the 
sequencer package, you can import audio 
files into Sound Designer II a pair at a time, 
manipulate them as needed, and then im¬ 
port them back into the sequencer. 

Since this is a Digidesign review. I won't 

go off on a tangent explaining digital audio 
sequencer packages. I will mention that with 
Studio Vision it is possible to record up to 
16 tracks of digital audio per sequence and 
up to 26 sequences per song. You can only 
monitor these tracks in lots of four. You can 
create a mixdown sound file of all these 
tracks for monitoring reference. Coupling 
Sound Tools II to a multitrack allows you to 
up/download tracks in lots of four over sev¬ 
eral passes. A somewhat costly SMPTE in¬ 
terface unit is recommended when slaving 
Sound Tools II to a tape unit for the best 
sound reproduction as Sound Tools II has to 
adjust its playback sampling rate to allow 
for tape anomalies. However. I experienced 
no difficulties at all reversing the process 
using the Sound Tools II/Macintosh system 
as my SMI’TE master and syncing the deck 
to it. Who knew? 

Sound Designer II is powerful editing 
software. An overview of the program ma¬ 
terial appears at the top of the screen. This 
overview is the platform from which you 
can zoom into portions of the material, down 
to single samples if you wish. A more de¬ 
tailed waveform drawing appears beneath 
the overview. A variety of icons allow you 
to select playback, zoom, waveform draw¬ 
ing. play lists and a scrub wheel function. 
Note that the scrub algorithm works very 
well. The Sound Tools II system is compat¬ 
ible with the JLCooper CS-l Control Sta¬ 
tion fora more tape-like feel to the operation 
of the system. Markers can be placed at any 
number of areas of the program material for 
reference. By defining "regions", you can 
edit these regions together as a nondes¬ 
tructive play list. This feature cannot be 
over-emphasized. Besides the obvious re-
move-a-verse-here type of editing, you can 
work around ticks and pops, vocal and in¬ 
strument anomalies, etc. (by referring to a 
"better" region of the track and substituting 
it) without committing these changes to the 
sound file because changes like that take 
time — a fair bit of time. Although I had this 
program running on a Quadra 700, which is 
no slouch in the world of Mac. doing a sim¬ 
ple cut and paste including waveform re¬ 
draw of four minutes of audio took about a 
minute to accomplish. It doesn't sound like 
a long time, but if you have to do 50 or more 
modifications, which isn't all that uncom¬ 
mon to a single vocal track, you have a bit of 
waiting time while the software runs its 
course. Any edits from the play list can be 
assembled seamlessly by selecting the ap¬ 
propriate crossfade times and styles, from a 
quick five millisecond butt joint to a long, 
smooth overlapping X-type for gentle 
segues. 

Aside from standard cut and paste capa¬ 
bilities. Sound Tools II allows nondes¬ 
tructive editing via an easy-to-use play list 
system. A variety of real time graphic and 
parametric EQ options are available, as are 
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several types of dynamics modifiers (ie. 
noise gating, expansion and compression). 
EQ and compression quality is very good, 
without the phase distortion normally en¬ 
countered in the world of analog EQ. Play¬ 
back volume is adjustable for any selectable 
portion. Pitch shifting can be applied to the 
digital audio. This feature is laid out particu¬ 
larly well. A tunable pitch reference win¬ 
dow pops up and plays an oscillator tone at 
the correct pitch. Selecting preview loops 
the portion of audio and allows you to pitch 
it relative to the oscillator. Cool. cool. 
COOL! Sound quality, especially for the 
relatively minimum pitch shift required to 
fix a vocalist that “came in a little under” for 
a particular note, is excellent. That is, the 
singer sounded like he/she sang it dead-on 
in the first place. Pitch shifting must be de¬ 
structively written to file (it is undoable once 
done). 

Like the other modifications, any changes 
written to a sizable file take a chunk of time. 
All modifiers can be previewed before com¬ 
mitting them to the file. Also note that any 
of these modifiers may be applied to an en¬ 
tire track or any portion selected, all the way 
down to a single sample. Stereo time com¬ 
pression and expansion can also be per¬ 
formed. Careful with this algorithm. Al¬ 
though fairly radical time compression can 
be done to speech, 1 could not get a glitch-
free modification on dense music material 
with even a slight time change. 

Digidesign has taken a plug-in approach 
to the incorporation of additional modifiers. 
A plug-in module, Digidesign Intelligent 
Noise Reduction (DINR). allows a user to 
selectively remove many forms of noise 
from the program source with little or no 
artifacts. I first saw this at the NAMM show 
in Los Angeles when a hissy cassette piano 
performance was transferred into Sound 
Tools 11 and the analog noise was transpar¬ 
ently removed from the source. As well, 
DINR has a sophisticated hum cancelling 
algorithm to search and destroy this com¬ 
mon noise gremlin. This is accomplished by 
a variety of harmonic filters. Notch filters 
can be used to attack any other form of 
pitched noise. It should be noted that DINR 
is more ideally suited to relatively consist¬ 
ent background noise like hum and hiss 
rather than transient noises like pops and 
ticks. These are likely better left to manual 
removal. Using DINR is simple. By select¬ 
ing a portion of silence, or rather part of 
your program material where the noise is 
fully exposed. DINR analyzes some of the 
noise and uses these results to “learn" the 
noise. This graph-like result can be fine¬ 
tuned by dragging the graph line into the 
appropriate position. DINR works quickly: 
however, for minimal artifacts you will find 
that some time will be spent fine-tuning. The 
result is well worth the additional work. I've 
yet to see anything in the analog world that 
approaches this method of noise removal. 

With such a digital storage-intensive op¬ 
erating system, an excellent hard drive is 
essential. Dynatek makes a full line of dig¬ 
ital storage systems for both musical and 
business applications. They furnished us 

with a 1.2 gigabyte hard drive with a DAT 
tape backup system from their TRACK se¬ 
ries for this review. The TRACK series is an 
extremely rugged, rackmountable storage 
system specifically designed to handle the 
rigours of road use. Applying any sort of 
physical shock to a hard drive is a definite 
no-no. Dynatek's proprietary shock mount¬ 
ing system isolates the drive from any sort 
of vibrational shock, like truck transport, and 
from impact shock like dropping the unit. 
Dynatek's Compass software made for easy 
formatting of the disk. The included Retro¬ 
spect software provided equally simple 
backup to the DAT system. Backup is espe¬ 
cially important for any computer system, 
but if you're doing sessions where you have 
to recall a number of clients' works, it's a 
necessity. Dynatek makes it a quick, pain¬ 
less venture. 

It would take a book to explain all the 
editing abilities and applications of the 
Sound Tools II system. Suffice to say that 
the user is limited by his/her imagination. 

Manufacturer's 
Response 

Thank you for reviewing Sound Tools 
II. In the next year, Sound Tools II users 
will be seeing a number of third-party 
software options to take advantage of 
the digital signal processing and 
recordingfeatures oft he Sound Tools II 
system. This not only includes products 
from the digital audio sequencer 
developers (Opcode, Mark of the 
Unicom, Steinberg and Emagic), but 
also Digidesign and third-party DSP 
plugins, like our DINR package. With 
the addition of these products. Sound 
Tools II will be a very cost-effective and 
modular two-to-four track audio 
production tool. 

Toby Richards 
Product Manager 

Digidesign 

Sound quality is on par with CD. Digidesign 
is already well known for their intuitive, in¬ 
novative approach to digital audio and car¬ 
ries that concept through in Sound Tools II. 
My only complaint was the amount of time 
taken to destructively modify files. Although 
the quality is exemplary of. for example, 
pitch correcting a vocal in the digital do¬ 
main with Sound Tools II. the amount of 
time taken using the oT pitch-shifter-and-
punching method on tape is considerably 
more expedient. As technology advances, 
we can see the day where tape-based sys¬ 
tems arc the exception, not the rule. 
Digidesign has led the way in this field for 
some time, providing us with a clear view of 
the way music technology will go. 

For more information, contact: Digidesign, 
1360 Willow Rd., Menlo Park. CA 94025 
(415) 688-0600, FAX (415) 327-0777. 

Richard Chycki is a freelance 
engineerlproducerlguitarist 
based in Toronto, ON. CM 
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Twee, 
Hanòs 
People in the media certainly seem to think that what I do is some¬ 

thing of a novelty, playing the acoustic guitar exclusively. For me 
the acoustic always seemed like THE guitar to play — what other 

instrument is as portable and wondrous sounding? Sure, electrics used to 
hold a certain powerful fascination for me. as they do for most people with 
testosterone, but years spent playing in really loud, smoky bars perform¬ 
ing someone else's tunes convinced me that 1 needed to vent my creative 
frustrations in some more unencumbered way. Hence my fixation with the 
blessed acoustic. 

I don't think I'm being too reac¬ 
tionary when I say that, despite the 
occasional resurfacing of the 
acoustic sound on the airwaves 
(Indigo Girls, intermittent Neil 
Young songs and other, more Ex¬ 
treme examples), the electric gui¬ 
tar has become the "normal" guitar 
to play. Most of my teenage guitar 
students come to me with the idea 
that they'll learn the basics on an 
acoustic to save parental eardrums 
and then "graduate" to an electric 
guitar. Similarly, what I do is often 
relegated to "folk music" status (a 
dead category since about 1962) 
simply because I'm not playing 
Steve Vai licks through a mountain 
of Marshalls cranked to 11. People 
who ignore the categorizations and 
actually listen to my music hear 
shades of R&B. Hendrix, world 
music. Merle Travis. Eeo Kottke 
and maybe even Don Ross in my 
sound. Yup. the acoustic is cool. 

My first two Duke Street CDs. 
Bearing Straight and Don Ross 
were solo guitar records. The in¬ 
strument was recorded in such a 
way as to recreate the acoustic 
sound of my George Lowden six-
string as purely and simply as pos¬ 
sible. Engineer Ron Searles used a 
stereo pair of Neumann U-87s 
placed strategically in front of the 
axe with just reverb to sweeten 
things up. We took the same ap¬ 
proach to the solo guitar tunes on 
my new release. Three Hands. but 
I was planning to do some band 
work this time and even sing a lot. 
A bit of reinforcement was called 
for (I don't object to electricity if I 
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need it!). Here entered the trusty out¬ 
board gear. 

For the band tunes (Al Cross on 
drums. David Woodhead on bass and 
Matthew Fleming on percussion), we 
used the aforementioned Neumanns 
as well as my Ring Music bridge-plate 
mounted piezo transducer running 
through my outboard gear. 1 tend to 
avoid rack-mounted effects so that 
I'm not too weighed down on the 
road. From the guitar 1 run the signal 
through a T.C. Electronic dual para¬ 
metric EQ (to eliminate problem fre¬ 
quencies). a T.C. pre-amp (to boost 
the tiny voltage of a piezo to line 
level), a T.C. stereo chorus, pitch mod/ 
Hanger and an Alesis Microverb (also 
stereo). Each of the T.C. boxes is 
about the size of a pack of cigarettes, 
and the reverb is a half-rack. 

Recently I made some modifica¬ 
tions to my set-up to get more of a fat. 
juicy acoustic sound live through a 
PA. John at Ring Music in Toronto 
installed a Sunrise magnetic pickup 
in the soundhole and then wired the 
piezo and the magnetic up to a stereo 
end-pin jack I wanted the magnetic 
so that I could boost the bass sound 
comingout of the guitar (the piezo on 
its own is great, but the combination 
of the two is even better). I split the 
signals at the end of a specially manu¬ 
factured Rodam stereo patch chord 
and run the magnetic through most of 
my effects. This way the piezo, which 
is more acoustic sounding, doesn't get 
too mucked around with. I end up 
with a stereo pair of processed signals 
from the Sunrise and a mono piezo 
sound running up the middle. Sounds 
vummy. 

All my effects, power bar. stereo and mono patch chords and 
other junk lit into a tiny suitcase. Hey. Robert Fripp says the 
musician of the future has to be portable. Welcome to the future. 

The band tunes on Three Hands work amazingly well. The 
acoustic sounds monstrous and seems perfectly at home with a 
pretty darned loud rhythm section. Needless to say. I'm still 
mighty perturbed when I go into record stores and see my al¬ 
bums racked next to Pete Seeger compilations (nothing against 
Pete. I've met him once and I think he's groovy). 

I've also just finished a guitar tablature book (The Answer 
Book} of some of the solo instrumental tunes on my three discs. 
Included here is a section from "Big Buck", originally a solo 

I
“. . .whatI do is often relegated 
to 'folk music"status (a dead 
category since about 1962) simply 
because I 'm not playing Steve Vai 
licks through a mountain of 
Marshalls cranked to 11." 

tune, but recorded as a duet with violinist Oliver Schroer on 
Three Hands. Most of my original pieces arc in strange tunings 
with unusual names, but this one is in Drop D tuning (Standard 
tuning with a D on the 6th string) and might prove a bit more 
user-friendly. 

As you can see. the piece doesn't employ any of the usual 
"Travis picking" alternating bass shtick (oom-cha boom-cha) 
that characterizes a lot of more traditionally-based fingerstyle 
playing. Rather, a strong melody line in the treble strings is 
supported by a very independent bass line. The result illustrates 
more of the "pianistic" nature of the guitar, in that the various 
voices intertwine without forming tried-and-true patterns. I've 
written the piece out with standard notation on top and tablature 
on the bottom. All the information you could possibly need to 
play the tune can be found using a combination of the two sys¬ 
tems. 

I always find that there's more and more to learn about the 
incredible things an acoustic guitar can do. Once you've discov¬ 
ered natural and artificial harmonics, two-handed tapping, guitar 
percussion and neck bending (not to mention working on your 
compositional chops) who needs whammy bars, trans-trems and 
zillions of foot pedals? Well, someone once asked Segovia what 
someone really needs to be a great guitarist. His reply? "Strong 
fingernails." 

Toronto-based Don Ross, in addition to his three recordings, has written 
music for radio, television and theatrical scores. In 1988, Don (a status Micmac 
Indian) became the first Canadian to win the prestigious U.S. National Guitar 
Championship in Winfield. Kansas, and has performed at the Montreux Jazz 
Festival in Switzerland. 
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D 

Working 
Sound 
Techs 

■ recently had an unfortunate experience with a sound tech al an industrial gig. 
The show was a '50s and '60s tribute, 

and we had never worked with this particu¬ 
lar soundman before. My keyboard rig soun¬ 
ded fine through my own amp (which I just 
use as a monitor), but I had the feeling that 
the keyboards were quiet and thin in the 
house mix. There’s usually very little a per¬ 
former can do to change or improve the hou¬ 
se sound other than provide a clean, consist¬ 
ent signal to the board, so that’s what I try to 
do. When I’m on stage, a sound tech will 
mix me to his or her own taste anyway, so I 
try not to interfere. 

Sometime during our second show, there 
was suddenly an obnoxiously loud, distorted 
sound through the mains; I realized it was the 

keyboards, and frantically pulled down 
sliders and pots till the levels were reason¬ 
able again. After the show, we discovered 
that an extension to the XLR cable coming 
from my DI box had a loose connection. As a 
result, the board was getting very little signal 
from me. so the tech had turned the gain on 
my channel way up. This, of course, resulted 
in a dirty, quiet, and extremely thin sound. 
When a chance vibration made the connec¬ 
tion more solid, there was much too much 
signal for the settings the tech had made, and 
loud ugliness was the result. 

When I asked him why he didn't realize 
something was wrong at the start of the night, 
the soundman said. "Oh you know, sixties 
stuff. I thought you wanted that cheesy 
sound." 

This nightmare illustrates two big prob¬ 
lems that sound technicians have with 
keyboardists: keyboards are hard to mix. and 
many techs have no idea what the keyboards 
should sound like. 

Those of us who deal with different sys¬ 
temsand technicians from night to night have 

to be aware of these problems and do our best 
to make life easier for the sound tech. I spoke 
with Dan McLean Jr., an extremely talented 
soundman and musician who has been in¬ 
volved with live production for artists rang¬ 
ing from Spinal Tap to Marie Osmond, and 
we worked out some ideas ... 

Consistent, High Levels 
Presets on most keyboards vary a lot in the 
amount of signal they put out. Adjust the 
sounds you use so that a patch change does¬ 
n't also mean a huge volume change. Try 
playing all your patches, as you play them 
live, through a small mixer and check out 
the VU meters. Engineers just hate it when 
you suddenly put their needles in the red 
after a bunch of quiet sounds. 

Also, be aware that live rock per¬ 
formance has traditionally lacked 
extreme dynamic changes. I be¬ 
lieve this is a sad. unmusical fail¬ 
ing; however, if you are playing 
w it h all kinds of sensitive Crescendi 
and decrescendi. from pianisissimo 
to fortissimo — but your guitarist 
remains on eleven, most of your 
playing will just be obscured. Even 
your loud points might get lost, as 
engineers (out of fear that you'll 
suddenly spike them with a loud 

sound) will sometimes just turn your overall 
volume down. The ideal is that the whole 
band plays with sensitivity and plays dynam¬ 
ics together for a tech that is open-minded 
and responsive. In the absence of that ideal, 
just play loud. 

Clean Signal 
Most popular keyboards have built-in ef¬ 
fects. Many presets are just lathered in re¬ 
verb so that they will sound w arm and gor¬ 
geous in the store — and leave the store in 
great numbers. Make sure to edit your preset 
effects to reasonable levels. An engineer 
can't do anything w ith a piano that sounds 
like it's in the Taj Mahal — he certainly 
can't blend it with drums in a bar-room. 

If your signal is going through any other 
boxes on its path to the board such as vol¬ 
ume pedals, sub-mixers, EQs or effects, 
make sure all pots are clean and well-con¬ 
nected. all cables are functioning cleanly and 
gain is optimized at every point in the path 
(ie. no redlining meters, no pots on I or 2). 

... I asked him why he didn't 
realize something was wrong 
at the start of the night, the 
soundman said, “Oh you know, 
sixties stuff I thought you 
wanted that cheesy sound. ” 

Engineers can't clean up unwanted distor¬ 
tion. A VCA-type volume pedal is prefer¬ 
able to a potentiometer-based pedal, as it 
doesn't directly affect the signal path (it 
doesn't pick up RF. lose signal when it gets 
dirty or cut out altogether), although expres¬ 
sion pedals that affect volume through MIDI 
controller #7 can be a problem, as patches 
must really be tailored to react responsively 
and consistently. 

Choice of Sounds 
Every sound engineer has a mental image of 
what drums, basses, guitars and vocals shou¬ 
ld sound like. Since most engineers rarely 
work with real pianos, organs, strings, horns 
and other acoustic instruments, they have a 
hard time with keyboards that emulate these 
sounds or produce new sounds no one has 
ever heard. I once played a synthesized pen¬ 
ny-whistle solo, which the soundman 
thought was feedback. If you want to be 
heard, you have to stay away from the kind 
of subtle shadings and layerings you might 
use in the studio (or with a sound engineer 
who has an intimate knowledge of your 
band's repertoire) and play more obvious, 
accessible sounds. 

You should also be aware that two differ¬ 
ent sounds at the same volume may have a 
different apparent volume; an analog brass 
pad will cut through a mix much more than a 
piano or mellow organ patch. Bring the level 
of cutting' patches down so they sound as 
loud as softer patches. Use patches that are 
reasonably consistent in level throughout 
their range; sounds that are boomy or irritat¬ 
ingly piercing may not be obvious on a small 
keyboard amp or home system, but send 
sound techs' fingers rushing to the 'mute' 
button when heard through a PA. When play¬ 
ing your sound check, make sure to cycle 
through your most-used patches so the engi¬ 
neer can get an understanding of your sound 
intentions. 

1 hope these suggestions are helpful and 1 
will continue to discuss keyboards in live 
rock performance in future columns. Just re¬ 
member. if you screw up. stare at the drum¬ 
mer. 

I. en I chiman is a Toronto-based keyboardist who 
can often be found logging on to computer bulletin 
board systems in the middle of the night. 
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AN MRODUCTICN 
This issue. I would like to introduce 

the concept of rudiments for the de¬ 
velopment of slap technique. It is the 

subject of a book I am writing entitled Slap 
Science: Rudiments for Slap Bass, which I 
expect to have released by the end of 1993. 

Slap is often referred to as "drumming on 
the bass” and is usually used as a predomi¬ 
nantly rhythmic technique. It therefore 
stands to reason that we can apply drum 
concepts to the bass in order to enlarge the 
rhythmic scope of slap playing. Rudiments 
are exhaustive sets of combinations of left 
and right strokes, and drummers practice 
them to develop stick control, technique and 
chops. In the same way. the elements of the 
slap technique can be broken down and ar¬ 
ranged into single-beat combinations to be 
practised and applied. 

We first need to analyze the components 
of slap. First is the slap itself, executed by 
the thumb. Second is the muted slap, which 
involves the muting of a regular slap, usu¬ 
ally by the left-hand. Third and fourth are 
the pop and the muted pop, played by either 
the index or the middle finger of the right 
hand. Last is the almighty rest, essential for 
all rhythm. The much-discussed “thump", 
which involves a muted twack of the left 
hand fingers on the E-string, is an essential 
component of most flashy slap tricks and 
something that I include as a variation of the 
muted slap (more on that later). 

These five components of basic slap tech¬ 
nique can be arranged into rudiments, or 
single-beat combinations. Since quarter 
notes and eighth notes rarely present any 
difficulty to players who have any experi¬ 
ence at all with slap, it’s only really neces¬ 
sary to work on sixteenth note rudiments 
(four to a beat), eighth note triplet rudiments 
(three to a beat) and sixteenth note triplet 
rudiments which are usually combined with 
an eighth note preceding or following the 
triplet. Artificial groupings such as 5 and 7 
are also possible, but very difficult and. ulti¬ 
mately, not very useful. 

Once all of these combinations are found 
(and this is no small task — I’ve researched 
over 800 resulting rudiments), we can go 
about discovering the multitude of possibili¬ 
ties that arise from hammer-on and pull-off 

variations. These include all possible se¬ 
quences and repetitions of hammer-ons and 
pull-offs and the “thump", which is essen¬ 
tially a muted hammer-on. both played and 
muted at the same time by the left-hand 
fingers. The variations that result number 
over 1400. which means that there are over 
2200 separate single-beat combinations to 
practice! 

The rudiments (which will all appear. 

analyzed in gory detail in my book) are 
vitally useful for several reasons. First, 
they provide an invaluable tool for devel¬ 
oping slap technique because they force 
you to analyze what is possible, what is 
impossible and why. Secondly, they com¬ 
prise every rhythmic combination possi¬ 
ble. so practising them prepares you for 
any slap situation possible — quite liter¬ 
ally. because any slap part ever played is 
made up of rudiments. Thirdly, they de¬ 
velop a greater understanding of rhythm 
and make it infinitely easier to pick out 
and identify what other skippers are play¬ 
ing. Lastly, they are useful for those pio¬ 
neers out there who want to do something 
new. 

Rudiment theory is pretty much break¬ 
ing things down into their smallest ele¬ 
ments in order to better understand the 
whole, and that is really the task of sci¬ 
ence. But what you do with that knowl¬ 
edge. hopefully, is not science. It's art. 

Peter Murray is a bass teacher, session musician and 
producer based in Toronto. He plays with Toronto-
based act surrender dorothy and is busy completing 
his instructional book. _ 

CM 

CANADIAN MUSIC! 

Here are the 36 sixteenth note rudiments that combine slaps, mute pops and rests. The slapped note here is low G. 
but of course, you can and should move these patterns all over the neck. Muted pops can be played on any string, but are 
notated here on the G string. The note values and hammer-on/pull-off variations for these rudiments aren’t written in. but 
they’re easy to figure out. For rudiments that include slaps followed by one or two rests, simply experiment extending the 
note-value of the slap, eliminating rests. Also try replacing "double slaps ” with hammer ons and pull-offs, for example. G 
to A or A to G. Practice these rudiments (in repetitions of 4. followed by a bar of rest) with a metronome or drum machine 
and watch your tempos. Speed is never as important as rhythmic consistency and tone quality. Once you’re somewhat 
familiar with the rudiments, try composing grooves and bass lines using one or two of them as a base. You’ll probably find 
yourself playing parts that you wouldn’t have otherwise thought of. 



Get 
that 

Gig 
♦ n this column. I would like to discuss the 
■ various ways to approach an audition. The 
I first thing you should consider, of course, 
is whether or not the band in question is the 
right band for you. You should also be realis¬ 
tic about your own qualities and decide it you 
are suitable for them. 

There are many types of bands and gigs, 
so I’ve simplified them into the following 
categories: 

The Money Making Gig 
This is generally a Top 40 act or a wedding, 
tribute, weekend or jam band that is assem¬ 
bled to make spare money on weekends or 
part-time. 

Original Band (Unsigned) 
This scenario will usually require a lot of 
dedication, rehearsal, patience and commit¬ 
ment while the group strives together towards 
their common goals. 

Recording Act (Signed) 
This is a more established, professional gig 
which will usually require your contacting 
them through their management. It is to your 
advantage to have assembled your own pro¬ 
motional kit when try ing out for such a posi¬ 
tion. 

However you found out about an opening 
in a band that you'd like to audition for (eg. 
newspaper ads. bulletin boards in music 
stores, word of mouth, agents), there are a 
few things you should get together to make a 
good impression. 

Whatever your previous experience has 
been, you should include as much oi the fol¬ 
lowing as possible: 
c-xA good quality, clear photo of yourself 
(8x10 glossy preferable) 

t?A recording of your playing (basement 
tapes, live tapes, demo tapes or anything 

you have that best represents you ) 
iA comprehensive bio (this should in¬ 
clude all of your qualifications and expe¬ 
rience. References such as ex-band mem¬ 
bers. agents and managers are helpful). 

Contact 
This is probably the most important part of 
an audition because you have to make a good 
first impression on each other. This is basi¬ 
cally a screening process where you both 
judge your compatibility. 

You should appear confident and should 
basically have about the same musical expe¬ 
rience. attitude, taste and influences. Don't 
make any false claims. You'll save yourself 
some embarrassment because it will come 
out sooner or later. If everything seems to go 
well, you'll probably be invited to audition 
(which is quite an accomplishment in itself). 

Material 
In most cases, the act will specify some songs 
for you to learn (usually three). Listen to what 
they want from you as a player. If they tell 
you that they want you to improvise, then go 
ahead. If they ask you to play exactly the 
same as the original recording, then play it as 
close as you possibly can. Don't feel like you 
have to put everything you can do into one 
song or "overplay" the song (if you are audi¬ 
tioning for a Rolling Stones tribute band, play 
like Charlie Watts — not Neil Peart). 

Equipment 
Find out what you need to bring to the audi¬ 
tion. You might need your whole kit. just 
parts of it or they may have a kit set up for 
many drummers to audition with in the same 
day. 

If you have to bring your own kit. you 
have two extra opportunities to impress them. 
The first is w ith your equipment. It has to be 

right for the job (don't bring a heavy metal 
double bass kit with 20 cymbals to an audi¬ 
tion for a polka band). 

The second opportunity is that you'll be 
spending more time w ith them as you set up. 
You can get to know each other better while 
you set up as efficiently as possible. 

Follow their lead... 

The Audition 
This is your big chance. Try to appear confi¬ 
dent w ithout being arrogant. Be punctual and 
be as prepared as possible with their material 
before you get there. Don't make excuses for 
poor performance and don't overstay your 
welcome. 

Try not to be discouraged if there are a lot 
of drummers auditioning. Just try to relax and 
play your best. Follow their lead. It they like 
what you're doing and want to spend some 
more time jamming, that's great. If they end 
the audition, thank them and pack up. Now is 
not the time to impress them with a drum 
solo. They might have another audition com¬ 
ing up or they may need some time to think 
about other prospects. 

Above all. don't be discouraged if you 
don't get the gig. Nobody gets every gig that 
they audition for. If you think you made some 
sort of blunder, learn from your mistake and 
don't repeat it. Keep trying until you find the 
right band. 

Toronto-based Jeff Salem is currently on lour with I1ST 
throughout Sorth America supporting their latest 
release. Reign of Terror. You can catch Jeff at one of his 
Pearl drum clinics or CDM instructional clinics 
promoting his own Complete Drum Method series being 
held across Canada. 
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BREATHING 
r 11 

In my last column. I outlined the different kinds of breaths and how to take them 
without upsetting the embouchure for¬ 

mation. When I left off. you had just fin¬ 
ished taking a proper diaphragmatic breath 
and were ready to start your playing phrase. 
This is where many players have developed 
a bad habit. 

To picture what happens, let’s return to 
our voice comparison. Take a normal breath 
betöre speaking a sentence and. just before 
speaking, hold your breath briefly so that 
the first word is delayed by about a half¬ 
second. What happens? During that delay, 
your diaphragm and throat tighten up and 
your first word has an unnatural, forced 
quality about it. In our natural speech pat¬ 
terns. which we take for granted, the words 
follow the inhalation with no delay. The 
breath is a natural and connected part of the 
sound that follows. Your attack must follow 
your inhalation with no delay. Some players 
use this delay to place their tongue against 
the top teeth, 'bottling up the air' in the 
hopes of a clean attack. What generally oc¬ 
curs, however, is an unnatural explosion of 
sound, accompanied by a tension of the body 
prior to the attack. This is the opposite of the 
relaxed, flowing style we want in our play¬ 
ing. 

At the moment of attack, immediately fol¬ 
lowing the inhalation, three physical actions 
must occur. O The diaphragm must snap up 
from its relaxed inhalation position. You 
may think of the air column inside you as a 
pipe organ. The lower notes require a longer 
column with a lower diaphragm position, 
and the higher notes require a shorter col¬ 
umn with a higher diaphragm position. Re¬ 
gardless of the register being played, the dia¬ 
phragm will continue to rise until the end of 
the phrase, as it supports the decreasing col¬ 
umn of air within you. 0 Your embouchure 
must form with the necessary tension to pro¬ 
duce the vibrations with your lips. Your 
mouth corners should be pointing down and 
pushing slightly forward to meet the back¬ 
wards pressure from the mouthpiece, never 
pulled back in a smile. When you pull back 
your mouth corners, you stretch your lips, 
making them thinner and more vulnerable to 
the pressure from the mouthpiece. Here 
again, learning to take a breath without dis¬ 
turbing the basic embouchure formation will 
assist you in achieving the split second re¬ 
formation to begin playing. The more you 
must contort your embouchure to get it ready 
to play, the greater the chance that a note 

will not be centred, or will be missed alto¬ 
gether. © Your tongue must jump up and 
the tip must contact the back of your teeth or 
the roof of your mouth and snap back to give 
a clean attack, articulating one of six sylla¬ 
bles: DAA. DOO. DEEorTAA. TOO. TEE. 
depending on the hardness of attack desired 
and on the register Io be played (see my pre¬ 
vious article on The Tongue'). The key to a 
successful attack lies in the coordination of 
these three actions. If any one occurs before 
the others, your attack will not be as clean or 
accurate. At the end of this column. I will 
give an exercise to develop the coordination 
required here. 

I consider the support from the diaphragm 
to be absolutely crucial to the high range, as 
well as your basic sound. When working on 
high-range with students, one of my favour¬ 
ite phrases is to get the notes to ‘flip into the 
slot'. When your note is in the slot', all that 
is needed to maintain it is a steady column 
of air. Increasing or decreasing the velocity 
ot the air will make the note louder or softer. 
Putting the note in the slot requires a combi¬ 
nation of the proper embouchure formation 
and the proper diaphragm support. To make 
students aware of the help that the dia¬ 
phragm can give. I have them play a G on 
top of the staff and then try to slur to the 
high C, using only a definite diaphragm lift, 
no embouchure manipulation whatsoever. 
Usually we can get the C to jump out of the 
horn (assuming the embouchure develop¬ 
ment has proceeded to a reasonable level). 
When we repeat the exercise, allowing the 
embouchure and tongue level to help ex¬ 
ecute the interval, as well as the diaphragm 
lift, the result is usually a big. centred, al¬ 
most effortless high C. This illustrates how 
much the diaphragm can help in slurring in¬ 
tervals and in producing the higher notes. It 
also shows how little embouchure manipu¬ 
lation is necessary to produce tones a fourth 
or fifth apart. If you observe a well-devel¬ 
oped player playing two-octave arpeggios 
up and down, you will see a minimum of 
embouchure movement. This is necessary 
for flexibility and the ability to play with 
control in all registers. You will find the an¬ 
gle of your horn moving up or down as you 
travel through the various registers. This is 
your pivot and will be the topic of another 
discussion. Simply put. your pivot transfers 
weight from one lip to another to allow them 
to continue vibrating in all registers. 

One further topic remains in this over¬ 
view of breathing techniques and that is the 

concept of timed breathing. When speaking 
in sentences, they are of varying lengths, 
from only a few words to quite long phrases. 
Yet. at the conclusion of each sentence, we 
are neither gasping for air nor exhaling huge 
amounts of excess air. This is timed-breath¬ 
ing and again, it is what we strive for when 
playing. Many students are under the mis¬ 
taken impression that the route to secure, 
confident playing is to take a huge breath for 
every entrance. Your goal is to finish every 
playing phrase at the same state, air-wise, as 
when you started it. That is. not fully ex¬ 
hausted of air. but also without excess stale 
air that must be expelled before your next 
inhalation. Practice phrases of varying 
lengths, experimenting with breaths of dif¬ 
ferent sizes, until you become aware of the 
benefits of timed breathing and strive to in¬ 
tegrate this into everything you play. 

To work on integrating the concepts of 
proper breathing, coupled w ith controlled at¬ 
tacks. I recommend playing two-octave ar¬ 
peggios from top to bottom. Every note is to 
be played singly, removing the mouthpiece 
between each one. The order to remember 
for mouthpiece placement is: PLACE-
INHALE-PLAY. If you do not get a clean 
attack, remove the mouthpiece and try that 
note again. If the note speaks clearly, hold it 
for eight beats. The hard part is that this 
exercise is to be played pianissimo. This can 
be difficult, especially above the staff, but 
do not give in to the temptation to increase 
the volume to make the note speak — that 
goes against what we are trying to accom¬ 
plish. If anything, reduce the volume on sub¬ 
sequent attempts, even if all you get is air. 
Concentrate on the coordination of the dia¬ 
phragm. embouchure and tongue to achieve 
the best possible attack. You may be sur¬ 
prised at how difficult it is to get repeated 
clean attacks at this volume level. This exer¬ 
cise will work wonders to improve not only 
the accuracy of your attacks, but your over¬ 
all chop response as well. Incidentally, this 
is the best routine I know for trying to inject 
a little life into chops that have been beat up 
the night before. 

Strive to achieve control over your breath¬ 
ing techniques and you w ill have gone a long 
way towards brass-playing excellence. 

Chase Sanborn is a freelance trampel placer ami 
teacher in Toronto. He has toured with Ray 
Charles and is currently active as a jazz and/or 
lead trumpet player. 
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I'm humming a pitch right now. Assum¬ ing you could hear me. you'd have a 
couple of options to discover what the 

note is. Trial and error ("Oops, it's not a B-
flat . . . nope, it’s not E ... ah ha! It s F# ) 
involves a reference schedule based on your 
initial incorrect choice. This gets you tan¬ 
gled up in names of notes, wrong hand shapes 
and fumbling in the dark for the pitch until 
you stumble upon it. In short, not efficient 
or reliable. 

So let’s start again with a new pitch. This 
time, let's not get caught up in thinking of 
what buttons to push. Instead. Id like you to 
detach your pragmatic, critical, thinking sell 
from this process and allow the intuitive self 
to take over. Listen carefully to the note and 
sing it. allowing 
yourself to develop 
an ’aural concept' 
of the sound. Sing¬ 
ing the pitch will al¬ 
low you to physi¬ 
cally manifest the 
sound, making it 
tangible and no 
longer a disembod¬ 
ied intangible thing 
in the air. Now. 
keeping your judge¬ 
mental. nosey, med¬ 
dling self out of the 
picture, allow the 
intuitive self to play the note. 

This is the first step in a process that even¬ 
tually will allow you to quickly learn melo¬ 
dies and play in any key comfortably, be¬ 
cause you no longer are thinking about names 
of notes or fingers, but instead, your only 
concern is sound. Ever get stumped on a 
horn line at rehearsal? Is there a riff that 
you’d like to play but you can’t seem to lift 
it off of the record? Is there a tune that you 
(repeatedly) can’t remember? Chances are. 
your aural concept of the melody is flawed. 
The test is if you can accurately sing it. This 

is not only a matter of pitches (interval rela¬ 
tionships) but rhythm, also: you may need to 
approach each separately, starting with the 
rhythm. Often, solving the rhythm puzzle 
will permit the melodic line to flow immedi¬ 
ately. 

The purpose of this process is to allow 
your ear to do the work of assigning hand 
shapes to create the desired pitches. Y ou have 
probably already discovered and internalized 
the role your ear plays in automatically ad¬ 
justing air flow and embouchure. Initially, 
you had to experience what your tongue was 
supposed to do when articulating a note or 
consciously breathe properly to achieve a 
consistent sound, never mind a specific vol¬ 
ume. Now the ear passively guides the 

breathing mechanism 
and embouchure to 
achieve the desired ar¬ 
ticulation. tone and 
volume. 

The next step in a 
player’s development 
is to discover music as 
sound, not notes or 
fingerings. Forget eve¬ 
rything anyone ever 
told you about F# be¬ 
ing three fingers on 
your left hand and one 
finger on your right 
hand. For starters, it’s 

not even F# — it's concert E or A, depend¬ 
ing on whether you're playing an E-flat or 
B-tlat horn. Instead, it 's just a sound. 

With my newer students who can play 
most of the notes on their saxophones. I have 
a discovery exercise that never fails to in¬ 
spire anyone who tries it. 

Initially, 1 ask the student to play a C ma¬ 
jor scale, doubling the length of the tonic 
notes at either end of the scale as to auto¬ 
matically imply a sense of time and there¬ 
fore. of phrase. The sound (aural concept ) of 
a major scale is usually an easy/familiar 

The toughest part of 
developing this aural skill is 
allowing the ears to lead the 
fingers and to detach your 
critical mind from the 
process. I sometimes ask the 
student to have the critical 
self take two steps back so as 
not to interfere with the aural 
process. 

melody for them to relate to. 
After playing the scale. I then get them to 

sing the scale to experience the physical 
manifestation of the sound in their voices. 
Now 1 introduce a new tonic note which, 
much to the students initial horror, is F#. 
Now we sing F# major paying close atten¬ 
tion to singing the scale properly. And now, 
with some encouragement and a pep talk 
similar to the single note discovery exercise 
mentioned earlier, the student allows their 
ear to lead the fingers to the correct notes by 
listening to what comes next. The doubled 
note value of the tonic on either end of the 
scale introduces momentum, which gives the 
student a sense of phrase and meter. Much 
to the students' surprise, the scale practi¬ 
cally plays itself: the fingers falling into place 
without intellectual guidance, but rather, with 
aural guidance based on a strong aural con¬ 
cept of the sound of a major scale. 

We immediately follow this exercise with 
simple melodies which are played in an 
“easy" key. sung, sung in a transposed key 
by shifting the tonic and then once again, the 
transposed melody is almost flawlessly 
played by the astonished student. 

The toughest part of developing this aural 
skill is allowing the ears to lead the fingers 
and to detach your critical mind from the 
process. I sometimes ask the student to have 
the critical self take two steps back so as not 
to interfere with the aural process. 

Further info on the “process ' described 
can be found in books such as The Inner 
(¡ame of Tennis by W. Timothy Gallwey 
and Wild Mind by Natalie Goldberg. 

Gene Hardy is the alto tenor ha ri bass saxophonist and 
violinist for the Bourbon Tabernacle ( hoir and teaches 
privately in Toronto. Gene has also contributed 
performances to albums by the Barenaked Ladies. 
Rheostatics. Big Sugar. Corky di the Juice Pigs and 
Gregory Hoskins and the Stick People. Gene will he 
conducting free clinics al Long Á McQuade stores across 
Canada this July and August. 
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ver the past 15 years 1 have sung 
in many venues and done numerous 
live and recorded sessions. They all 

present different challenges to getting the 
best artistic and technical performance. 

There are. however, certain techniques 
common to all situations. Live singing, by 
its nature, forgives a multitude of technical 
sins in favour of a dynamic delivery. Com¬ 
mitting to tape, however, is another story. 
What works live doesn't always translate in 
the studio. In this article. I am going to walk 
through some trouble-shooting procedures 
for studio situations. 

Hear yourself 
Headphones, instrument balances, reverb, 
delay and EQ monitoring, engineers and 
mixing consoles are the variables here. If 
you are not getting the vibe, either to sing 
inspiredly or to sing in tune, experiment w ith 
the following: 

Headphones 
Choose a pair that sound bright and clear to 
you. Don't choose a pair that hype the bot¬ 
tom end. because that will distort your over¬ 
all pitch picture. What differentiates singing 
in tune aloud in a room and singing with a 
band blasting in your ear are all the conflict¬ 
ing harmonic frequencies. The bass frequen¬ 
cies. by the nature of their harmonic struc¬ 
ture. are confusing to the ear. So. while lots 
of bottom end might make you swing better, 
it could be the culprit if you are singing out 
of tune. You may even want to invest in a 
pro-quality pair of headphones to lake with 
you from studio to studio for consistency. 

Non-Synthesized 
INSTRUMENTS 

Take your overall pitch centre from an in¬ 
strument that doesn't go out of tune — like a 
synth or piano. As mentioned above, the 
number one trouble-maker is the bass — 
even if the fundamental note is in tune, the 
upper harmonics are not and they will mess 
with your ear. Make sure the bass is tucked 
into the track in your headphone mix. The 
same goes for guitars, horns, strings or any 
other real, pitch-fallible instrument. 

If you're still having problems after the 
bass is turned down, check anv other live 

0 track for its intonation and turn down the 
offenders. Also, individual drums might 
hamper you depending on your vocal range. 
I find the snare drum to be right in my vocal 
frequency, so I turn it down or thin out the 
EQ. That also goes for mixing. Often, the 
heart of a voice's EQ range is sucked up by 
an improperly equalized snare drum —sud¬ 
denly your passionate performance sounds 
boring— it could be nothing more than the 
pesky snare EQ. 

Reverb, Delay & EQ 
Any good engineer will experiment w ith you 
to send you reverb, delay and EQ levels that 
sound good to your ears. Every one is differ¬ 
ent in this regard — some people like to sing 
dry. whereas others like to feel like they are 
in the Taj Mahal. 

If you don't already know what sound you 
prefer, some experimentation in a non-pres-
sured. off the clock session with a friendly 
engineer would be really helpful prepara¬ 
tion. Nothing is more frustrating for an engi¬ 
neer than to have a singer say "umm ... 1 
sound so. I don’t know, far awav — no. now 
it's just too spooky ..." You will be consid¬ 
ered far more professional if you're able to 
specify your needs. Keep in mind that the 
simpler the effects you are monitoring, the 
less likely you are to have difficulty hearing. 

Engineers &. Consoles 
1 only mention these variables bv wav of 
further explanation ¡fall ol the above are not 
helping you. Unless you are a superstar with 
unlimited budget, you probably have the 
least control over your engineer and console 
in any given situation. Just be aware that 
both can affect your performance, so if you 
find an engineer who you enjoy working 
with, use them when you can! The same 
goes for the console — note what kind of 
console you arc working with at different 
studios, so if problems specific to that con¬ 
sole arise, you can be forewarned when next 
you meet. 

VOWELS 

Moving away from the equipment aspect. 1 
am going to outline a singing procedure that 
will help both your intonation and articula¬ 
tion. Very simply, its called singing on the 
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vowel. Any word that ends on a consonant 
or dipthong (double vowel) can cause pitch 
or diction problems. 

As simple as it may sound, getting to the 
consonant or second vowel of the dipthong 
TOO SOON can cause you to go out of pitch 
or can cause the word to be unclear. So, 
when you are singing "Love'' — spend % of 
the time on the "lah" part of love and just 
bite off the end of the word with a “v" at the 
last moment. The same with dipthongs — 
w hen singing the word "I" for example, sing 
"Ah" for as long as you can. then just add 
the "ee" part of the word as a flourish. You 
will be amazed at how your intonation im¬ 
proves. This can be particularly helpful 
when you are trying to reach for a high note. 
If you find you are over- or under-shooting 
the pitch, ask yourself how you are breaking 
down the vowel. If you are shutting down 
too soon for the consonant or the second 
half of the dipthong, you w ill run into prob¬ 
lems. Some singers like to sing on conso¬ 
nants or exaggerate dipthongs for stylistic 
reasons — if you like the sound of it. that's 
y our choice. But. if you can't figure out whs 
you're not making a note or why anvone 
w ithout a lyric sheet doesn't know what you 
are say ing, check out your vowel lengths! 

Of course, there are lots of other factors 
that can improve or hamper your singing. 
Things like smoking or drinking coffee, tea. 
sugar drinks or alcohol can dry out your 
throat. Try herb tea or water in the booth 
instead. Too much dairy in your diet can 
cause phlegm-frogs in your throat — great 
if you want to sound like Rod Stewart, 
though. Being physically rested before a lot 
of challenging singing is vital for strong dia¬ 
phragm action, although again, metal and 
grangers might like that world-weary sound. 
And girls — I'm not being sexist — but 
there are certain days of the month when 
you probably don't want to do any impor¬ 
tant vocals if you can help it. Most women 
hear a difference in their voices on those 
"sensitive" days. So go fly a plane, but just 
stay out of the studio! 

Last but not least, be kind to yourself 
w hen the red light goes on. Its easy to get 
stressed when take after take sounds imper¬ 
fect to you. Just like in playing tennis, don't 
dwell in the shots you miss, just move on to 
the next. You just have Io trust yourself to 
let it come out. A great deal of a good per¬ 
formance is confidence. Believe that it's 
gonna come out right, get out of your own 
w ay and let the music take over! 

I oculist songwriter Amv Skv's songs have been 
recorded by such artists as Diana Ross. Anne 
Murray. Steve Wariner, Reba McEntire anil 
Relinda Carlisle. Amy is also a featured vocalist 
with Exchange, and continues to pursue a solo 
career. 
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Mind 
Over 
Music 
Smoke curled through the hallway, 

soaking softly into the charcoal grey 
Sonex. The howling of a panic stop 

wailed from the tires of a brightly coloured 
automobile. A small child ran across the 
street, over and over again. I looked for 
sounds and marvelled. How could he possi¬ 
ble do it so easily? 

"Ah ... a bass. Gimme a bass.” Dale sat 
back in his chair in the lounge outside the 
door to the pre-production room, a bear of a 
man with a mottled grey beard and the thick 
fingers and forearms of a consummately 
powerful player. I obediently dug through 
bands of patches, choosing my Oberheim 
for the basic sound engine due to the thick, 
warm sound it produced. We were working 
on a 60-second spot for TV. a change from 
the literally dozens of commercials that the 
studio was in the midst of producing for a 
new marketing scheme. We needed as many 

different spots as we could possibly find and 
Dale and the other writer al the studio were 
turning out work as fast as they could. 

"No. no. no. O.K.. that'll do. " Dale laid 
down his fuming cigar and strode into my 
room. 

"Run it." he said, and the child on the 
video screen ran in and out of danger once 
more. 

"O.K.. record." he said and immediately 
laid down a finished take of a killer bass 
track that ran end to end through the spot, 
full of energy and drive while perfectly fit¬ 
ting the intricate nuances of timing required 
for writing to picture. This guy. I though, is 
a freak. 

Writing. The making of something that 
never existed. The creation of worlds of 
complexity and beauty that boggle the minds 

even after centuries of study. How can it be¬ 
so easy for some and so unattainable for the 
rest? How could Dale walk into a room and 
create, on demand, what most spend eons 
waiting for the muse to provide? I had spent 
years on the study of writing, working away 
with my Fostex X-15 4-track recorder and 
my Roland microcomposer. 1 had tried a lot 
of ideas out. but it seemed that I could get 
onlv the barest start on any of them before I 
realized that once again they were not work¬ 
ing for me. 

"Something that sounds kind of like a 
flute." came the words from the lounge, 
drifting into the room along with the last 
remnants of the cigar. It was considerate of 
him not to smoke in my room. I thought, but 
seeing him relaxing out there only needing 
to walk into the studio to lay down tracks, 
somehow underlined my frustration with my 
own inability to create like him. even though 

I practically lived in the studio. 
We worked on together until the 
spot was finished and ready to 
be transferred to the 24-track in 
"A", where the live tracks would 
be overlaid. I had to ask him. 

"Dale, how do you do it?" I 
said, as he gathered his belong¬ 
ings to leave. "How can you pos¬ 

sibly create so easily? I've tried every way I 
can think of to do it and it's just not happen¬ 
ing. I've analyzed style, form. I've studied 
harmony, arranging. I've read books... eve¬ 
rything" 

"It's easy. Doug." he replied. "It's just 
that you’ve got it all wrong. You don't need 
any of that stuff — you just do it." 

"Huh? What do you mean? Can you ex¬ 
plain that? I don't understand." I replied. 
This was not the reply I had expected! 

"No." he said. "That's all crap. You've 
just got it all wrong. Doug. You just DO IT. 
that's all.", and with that remark, he pulled 
on his gloves and walked out of the studio 
into a cold, clear night. I looked out the door 
after him as he left, his burly figure striding 
confidently on into the dark. I went and sat 
in the lounge and thought, what could he 

“ I didn’t spend an hour 
looking for the perfect 

sound. I just wrote and 
kept going ... ” 

mean by that? 
l ime passed. I drank coffee and ran thro¬ 

ugh my mind all of the ways that I had ap¬ 
proached writing. Suddenly. it came to me. I 
really was doing it all wrong. I realized, and 
sitting here thinking about it was a prime 
example of how NOT to do things. I had just 
spent an hour trying to figure out what he 
really meant when it was totally obvious. 
Totally obvious. He simply meant exactly 
what he had said! You just DO IT! 1 walked 
into the studio and sat down to DO IT. It was 
amazing. 

We need commercials. I thought, perfect 
30-second writing exercises. I laid down a 
groove on my "Total Music" sequencing 
package and began. This time, however. 1 
didn't stop. I didn't redo my groove a mil¬ 
lion times. 1 didn't spend an hour looking 
for the perfect sound. I just wrote and 1 kept 
going until I knew that I had to go home or 
I'd never make it in the next day. 

The next day I simply carried on. Easy. 
You don't stop — you don't figure out every 
theory as to why something works or not. 
you just do it again until it does. By after¬ 
noon it was finished and I was amazed. I 
played it for the studio people and they liked 
it! The spot went into production in "A" im¬ 
mediately and was a finished product by the 
end of the day. Naturally enough. 1 began 
another one right away and the same thing 
happened! I had four or five finished spots 
complete within two weeks and suddenly 1 
was one of the writers, not just a pre-produc¬ 
tion MIDI tech. It amazed me and those 
around me as well. It was as if I had turned 
on a switch somewhere within me. 

Years later, it still works. It still amazes 
me. It was so simple. You start, you keep 
going until you are finished, you slop and 
it's done. No more, no less. Thank you. 
Dale, wherever you are. You were right — I 
had it all wrong. 

Dong Blackley is a soundscore composer and 
sound designer whose work has received numer¬ 
ous theatrical awards and nominations. He is 
based in Edmonton. AB. 
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WHAT 

MIDI 
MEANS TO YOU 

alkali 

This is a MIDI column that is not just 
for keyboard players. If you are a 
guitar player, bass player, live or 

studio engineer using ANY piece of MIDI-
equipped programmable pre-amps, effects 
processors, drum machines or modules, this 
data back-up stuff is important to you. too. 

There are two basic laws that apply to all 
electronic, software-driven RAM memory 
equipped apparatus: 

LAW #1 : Nothing lasts forever. 
LAW #2 : Shit happens at the least con¬ 

venient time, when yon least expect it anti 
are not prepared to deal with it. 

In my experience, there is only one way 
to save your hours of work (as well as hours 
of swearing and a case or two of Tylenol). 
That secret is simply this: Make backups of 
everything; Make backups often; Remem¬ 
ber where you put your backup copies; 
Make backups of your backups. 

If you're thinking that RAM cards are 
your only saviour, re-read Law #1. RAM 
cards use the same Ni-Cad or Lithium bat¬ 
tery back-up to keep the memory alive that 
keeps your internal memory intact in your 
module or effects processor. All RAM 
memories disappear when that little fella 
goes dead. That is usually at about five 
years of regular use (or just before you re¬ 
ally need it). Re-read LAW #2. The most 
obvious limitation with RAM cards is the 
cost. Who can really afford about $100 a 
copy for a back-up? 

Most effects units, guitar and bass proc¬ 
essors and pre-amps (such as the AR T 
SGX-2000, Alesis Quadraverb and Mar¬ 
shall JMP-1 ) don’t even have a card slot 
available. Your only means of saving your¬ 
self a lot of grief is lhe SYS/EX Data Dump. 

SYS/EX Data (or System Exclusive In¬ 
formation) is basically all of the internal 
working parameters and value settings used 
to build one or all of the sounds or patches 
in your gear. It is also all of the pattern and 
song memory from any MIDI drum ma¬ 
chine or the sequence and song data from 
any ■'workstation " type keyboard without 
an on-board disk drive. Ml and SQ-1 own¬ 
ers rejoice. 

Now I’m about to make an assumption: 

CANADIAN MUSICIAN 

You have some piece of gear you’ve just 
now realized you should back-up. If you're 
a keyboard player. I'm going to assume 
you also own or have access to a sequencer. 
If you're not a keyboard player, you must 
know someone with one you can use. If 
worse comes to worst, go rent one for a day 
or two. It will be worth it in the long run. 

The actual process of doing a data dump 
is really quite simple if you follow these 
simple steps: 
O Attach the MIDI Out from your unit 

to your sequencer. 
© Make sure the SYS/EX data filter is 

disabled on your unit and the sequencer. 
© Choose a track on your sequencer in real 

time record mode. Set the tempo at 120 
bpm. 

O Find your (gasp!) owner's manual and 
read the part about MIDI bulk dumps, 
data dumps or MIDI dumps. Remem¬ 
ber. every manufacturer has a different 
syntax for the same basic commands. 
Be patient. It will be there. 

© Start your sequencer recording in real 
lime. 

© Execute the data transfer as per your 
manual. 

0 When the data screen in your unit shows 
COMPLETE, then and only then can 
you stop the recorder. 

© Save your new SYS/EX SONG with a 
title like "D-50 Internals", and you now 
have a data backup. 

To reload your machine, it is only a mat¬ 
ter of attaching the MIDI Out of the 
sequencer to the MIDI In of your gear. Load 
the SYS/EX song and hit Play. Remember, 
when you reload your unit you WRITE 
OVER THE DATA CURRENTLY IN ITS 
MEMORY! PERMANENTLY!! Make 
sure you save the current internal data first! 

A special message to all Roland MC-50 
and MC-50mkII users: Anytime you do a 
data dump to the MC-50, it will lock up and 
give you a "Buffer Memory Full " message. 
This is a result of the far-too-small buffer 
memory in all Roland products these days. 
Here is an easy fix: 
O Turn off all of the MIDI thru functions 

(sec owner's manual) 

© Turn off the active sensing mode 
(manual again) 

© Slow the recording tempo down to 
50 bpm 
This will solve those buffer-related lock¬ 

ups. 
If you are a computer user, there is a 

great little program for Mac, Atari and IBM 
called SuperLibrarian from Pixel Publish¬ 
ing. This is an inexpensive universal librar¬ 
ian that works with almost everything. Go 
to your favourite music store, check it out 
and buy it. This program is worth its weight 
in gold. For the price of about one regular 
RAM card. SuperLibrarian allows you to 
save files and manipulate banks of sounds 
to build new files. It’s great. End of sales 
pitch. 

I really can t overstate the importance of 
keeping up-to-date back-ups of all RAM 
memory from all of your gear. This simple 
back-up procedure can be done on pretty 
much any MIDI sequencer. If you use a lot 
of effects units or processors, purchasing a 
used PR-11)() or any older model disk drive-
equipped sequencer may save you hours of 
grief. Remember, losing your data is not an 
IF, but rather, a WHEN. 

Anytime a unit goes in for service, it will 
usually come back blank, or at best, re¬ 
initialized to the original factory settings. 

If you suddenly get serious about data 
recovery, there are a number of specialized 
data disk units specifically designed for the 
MIDI user. The Alesis DataDisc or Yamaha 
MDF-I may be a worthwhile investment. 

The true potential of system exclusive 
functions goes way beyond the simple back¬ 
up functions I’ve discussed so far. In my 
next column, we ll go deeper into using 
SYS/EX functions to control real time 
sound and effects control, as well as some 
great ways to store patch data along with 
the song data on your sequences. While 
we re at it, we will also go into Control 
Change and other easy ways to make your 
songs sound more polished, more dynamic 
and hopefully, a little easier to manage. 

Tim Marshall is a MIDI product 
specialist and consultant based in 
Toronto. ON. CM 



Jon Anderson 

Jon Anderson is one of the most 
innovative of today’s leading musi¬ 
cians. Co-creator of the seminal rock 
group Yes, his music has proven 
both popular and on the leading 
edge of musical thought. His current 
project is Power of Silence, an al¬ 
bum for Geffen Records recorded 
primarily at his fully-equipped 
personal studio. 

For this project Jon and his engi¬ 
neer Ron Wasserman used both 
the AT4033 and AT4051 cardioid 
microphones. Both were quite 
impressed by their ease of use. 
Ron Wasserman noted that Jon re¬ 
quired almost no EQ to get exactly 
the sound he wanted, and that 
setup was much faster than with 
other studio microphones. In fact 
he said it almost seemed that the 
AT4033 would “automatically 
adjust” to whatever the situation 
required without “boominess” or 
need for compression. 

This capability fit right in with 
Jon Anderson’s desire to work very 

repeated tests and takes. Jon has 
used many vocal mikes in his career, 
but he found the AT4033 remarkably 
clean despite high sound pressure 
levels and noted that “I could really 
get on it!” Ron also remarked on the 
amazing “clarity” and “unbelievably 
clean high end” of the AT4033 com¬ 
pared to his previous favorite 
microphones. 

The microphones were used for 
many tracks including percussion, 
reeds, harp, acoustic guitar, and 
even a Bosendorfer grand piano. It 
was the consistently accurate re¬ 
sponse of the A-T 40-Series micro¬ 
phones to every challenge that 

AT4033 

Audio-Technica 
40-Series 
microphones. 

quickly, and to avoid talent made them so useful to both Jon take a page from Jon Anderson’s 
burnout” during 

AT4051 

Anderson and Ron Wasserman. 
If you need versatility and un¬ 

usually honest sound in your studio, 

studio notebook. Try the remarkable 
Audio-Technica 40-Series 
microphones today. Available in 
the U.S. and Canada from 
Audio-Technica U.S., Inc., 
1221 Commerce Drive, Stow, 
Ohio 44224. Phone (216) 686-2600 
Fax (216) 686-0719. In Canada call 
(800) 258-8552. 

A) audiotechnica. 
INNOVATION □ PRECISION □ INTEGRITY 
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'm standing on the roadside in an industrial section of 
a Vancouver suburb holding onto 'Zoo', a 1 20 lb. bull 
mastiff as his owner, 54-40 drummer Matt Johnson is 
being photographed along with the rest of the band. At 
any moment, Zoo could easily bolt off in any direction, 
dragging me helplessly behind or wrenching my fingers 
clear off where I am holding the leash. Luckily, Matt 
tells him to "sit" and he behaves himself. 

Photographer Garth Bowman is clicking away as the 
boys lean against Brad Merritt's 1963 Ford Futura. 
Semi-trailers and dump trucks hurtle past at 70 km, 
creatinga natural wind-tunnel effect and scattering dust 
everywhere. The setting is a fitting one for 54-40, a band 

that has stuck it out through years of touring the roadways of the 
continent, playing to thousands of audiences in hundreds of cities. 

The band played its first gig in 1981 as a trio when punk rock 
still largely dominated the "alternative" scene. "The point was just 
to get out and do it; it didn't really matter how. It was almost 
desperate — there was an urgency about it," explains Merritt over 
lunch in a nearby greasy spoon. "We just took what we had and 
rented the rest, and that's how we got started." 

After a couple of member changes and additions, the band 
released Set The Fire independently in 1984, which got a lot of 
attention on college radio in the U.S. The band set up some gigs 
in Seattle, Portland and San Francisco, and slowly built up a 
following and reputation south of the border. "We'd been down 
to California three times before we even went to Alberta because 
of the mountains," says Osborne. "Who wants to drive through 
the mountains?" 
"We never got off the Western side of the U.S. or Canada until 

we signed with Warner in 1986," explains Merritt. At that point, 
the band received tour support from the record company which 
allowed them to tour the whole continent and eventually foray 
into Europe. 

Twelve years, five albums and lots of roadwork later, 54-40 
have established themselves as a headline act with an impressive 
live show, playing to ever-increasing crowds in places as diverse 
as Miami, London and Moscow. CM caught up with the band on 

a warm Vancouver day whi Ie they were preparing demos for their 
new album to talk about their excursions out onto . . . 

As with most bands that are starting out on the road without tour 
support from a record label, 54-40's early ventures out onto the 
highway were anything but luxurious. "We'd pack ten guys in a 
van and go down the coast to play some gigs," recalls Neil 
Osborne. "We'd have a per diem of three dollars a day, we'd sleep 
on people's floors — it didn't matter. You spend a lot of your life 
on the road not playing music. Shows are only two hours out of 
twenty-four" 
"A lol of truck stops," adds Comparelli. "Hashbrowns, greasy 
eggs, weird coffee." 

There have been some memorable gigs, too. Osborne recalls 
one show in Long Beach, California that was probably one of their 
worst. "We were at our rope's end with our record company —• 
they cut off our tour support. The road was just a waste of time and 
I just wasn't into it. I put my guitar down and I was ready to just 
walk off the stage. There was like, eleven people — and half of 
them we knew." 

Of course, they've had a lot of good shows as well. "Our first 
show at the Ritz in New York was really good," remembers Merritt, 
"also Ontario Place Forum the first time, for 35,000 people. Now 
that was a buzz." 

"Some of the best gigs are the little clubs where they're packed, 
maybe 100 or 200 people," says Osborne. "Essentially, your best 
gig is your last gig. The reason is obvious." 

"Rick's American Cafe. Remember that show?" asks Phil of his 
band mates. "There were two people there — a guy that worked 
there bartending and washing dishes and a guy watching the 
baseball game. The stage was about as big as this table." 

"I was watching the baseball game too," laughs Merritt. 
"Yep, those were the days," Osborne reflects, "And nowadays, 

the road is a lot of promotion, meeting and playing for record 
company reps and in-store performances." These are things the 
band doesn't particularly enjoy, but accept as part of the job. Does 



the business side take the tun out of it for them? "No, it's never been 
more fun as far as I'm concerned," offers Merritt, "More of a lot of 
things actually. There's more freedom, more options — more 
money." 

"The nature of the whole thing (performing) is kind of chaotic," 
offers Comparelli, "but half the fun is just getting out there and 
whatever happens, happens. It's like, 'it's rock and roll, here we 
go.'" There never seems to be a dull moment when you're on 
stage, according to Osborne. "You think you've seen ¡tail. I've had 
people come up on stage and threaten me; someone tried to run 
off with my guitar once in Calgary." 

Osborne has been known to smash his guitar more than once 
onstage, in keeping with his dark, broody persona. "It's not like 
Nirvana," he says, who deliberately destroy their gear as part of 
their act. "But I'll deliberately just chuck it, like, 'that's all folks.' 
I've got these two heavy-duty 1980-81 Telecasters. I'm on my 

fourth neck on oneol 
them (see sidebar on 
Road Gear). 

"I mean, really it's 
a hunk of wood with 
some wires on it. I 
look at it like it's a 
heavy Black and 
Decker power tool. 
You hammer away, 
you do your job, you 
chuck it down when 
you get the job done

and off you go." (A look at Neil's Tele later confirms his claim — 
the strap is held on with gaff tape, there's one volume knob, the 
pic klip's selector switch doesn't work and there are nicks and 
scratches everywhere. But upon playing it, it sounds great and 
feels like a worked-in, comfortable instrument.) Of course, he 
owns several of the "don’t-even-look-at-that-one" guitar varieties 
that he uses strie tly tor recording and occasionally, writing. 

Now that the band has achieved a considerable amount ot 
success at home and across the globe, touring is a little easier to 
endure. "Now we like to 
fly," admits guitarist and 
trumpeter Comparelli. "I 
guess we're kind of 
spoiled now. There's no 
way I’m going to drive to 
Winnipeg or Edmonton 
in a van with nine other 
people and two band's 
worth of gear anymore! 
(laughs)" Now that all of 
the band members are 
married (some with kids), 
certain considerations 

have to be taken care of like not touring during Christmas time, but 
overall, they tour as much or more than anyone else. 

Later, I'm back at the band’s spacious but cluttered rehearsal 
space listening to their home-made demos for their follow-up to 
Dear Dear. I talked with the band about preparing for and perform¬ 
ing live, and found out what kind of gear they're using on the road. 
After lunch and a fairly interesting (and dangerous) photo session, 
the band are in a fairly gracious and relaxed mood as we talk about 
touring and performing. 

»repciringjfpr 
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"I like to at least walk through the audience area once," offers 
Osborne, "I find sometimes when you come in the backdoor and 
you don't even notice the stage you really find it hard to figure out 
what the hell is going on. I like to go and check out the backup 
band amongst the crowd, noticed or unnoticed, and get a look at 
the stage and just get a feel for who's out there, to see what the vibe 
is. That's all that's required. Get some kind of angle on it. 

"I've learned, or at least I think I've learned, how not to wreck 
my voice, lust don't sing very hard at first. Let your vocals warm 
up. If you're going to scream you've got to open your throat, not 
like this (makes sound of crow cawing)." Do they structure their set 
in a certain order to accommodate the vocals? "No, not anymore. 
Al I of our sets are strut lured around PhiTstuning (big laughs). Other 
than that, we like to start off with a bang and end with a bang." 

"This last record hasn't been that hard because the stuft was so 
live oriented — there wasn't a lot of overdubbing, so I didn't 

¡Krad IVhürrüU: 
Fender Jazz bass 
Fender Jazz Special or Fender 
Precision bass 

Peavey Deca 528 amp 
Peavey Alpha Tube bass pre-amp 
Peavey 1820 bass enclosure 
Korg DTI Tuner 
Samson SR22 wireless unit 
Boss FS-50 pedal 

"The Fender Jazz is the first bass guitar that 1 
bought brand new," Brad explains, "I always 
wanted a Jazz because Jerry Useless (of the 
legendary Vancouver punk group The Subhumans) 
played one. It's got a narrower neck than the 
Precision. The Precision neck is kind of like a two 
by four." Brad is also very happy w ith his Alpha 
Tube pre-amp that has been discontinued, and 
apparently, snatched up by bass players. 

¡Read Gear 
While 54-40 has sometimes delved into 
the technology available to musicians, 
they have recently applied a stripped 
down approach to equipment they use 
while performing. All of the band use 
wireless systems and have Korg tuners 
built into their racks that can be seen 
from anywhere on stage. 



get myself into too much trouble," says Phil Comparelli. "Previ¬ 
ous albums have been a real pain in the ass, you know, you've 
got six guitar parts going at once and it's like . . . (shrugs). 
There's just no need for it. I mean, it was fun; back then that 
was the way things were done. It's still done a lot, but it's 
changing back to the live thing, which is great, I can appreciate 
that. A tune will end up being its own later anyway. Live, it will 

evolve into a different 
thing altogether." 

54-40's live sound 
mixerGlen Reely (who 
has mixed hundreds of 
shows for the ba nd over 
the last six years in 
North American as well 
as Britain, Switzerland 
and Moscow) says the 
band is working to¬

wards "a more powerful live show with a heavier type sound," 
rather than a recorded, studio sound. "I don't really fool around 
too much with what they're giving me. They provide the sounds 
they want and I don't really have to do a lot. Turn it up (laughs)." 
Reely also engineersthe band's demos with a Soundcraft Spirit 24-
channel board onto DAT. The demos are then taken down to L.A 
to be recorded with producer Don Smith. They already have 27 
songs written to choose from when they get down there. 

The band often writes new songs whi Ie on the road, playing and 
recording new ideas at their soundchecks and testing them during 
their performances. "We like to play the songs live to get a feel for 
them and get a feel for the arrangements," says drummer Johnson, 
"If they feel fairly comfortable live, we know we're pretty close." 
He also acknowledges that playing the same tunes over and over 
again can sometimes be hard, trying to keep up the energy and 
intensity after playing a song thousands of times. "Sometimes the 

2 Fender Telecaster electric guitars 
Vox AC30 amp and/or Fender 
Super Twin Reverb amp 

Korg DTI Tuner 
Samson SR22 wireless unit 
Boss FS-50 pedal (controlling an 
SE-50 processor) 

best you can do is just play. Hopefully something happens onstage 
that gives it that... cosmic lift. But it's tough sometimes." Merritt 
agrees with him and also stresses the obi igation factor. "People pay 
a lot for concert tickets, and they want a lot. And they deserve a 
lot. But when you've played the song, literally, a thousand times 
. . . . they don't get much better." kicks in Osborne. 

Some of the new songs require a different approach when 
playing them live. On 
"She La," for example, 
Comparelli hastotake 
time out to tune his G 
and B strings to A 
(EADAAE). "It's like 
he's got a little 12-
string right in his gui¬ 
tar," says Osborne, 
"That's a secret. Or 
was a secret." Since 
Comparelli doesn't 
have a spare guitar 
tuned this way for the 
stage, the band has to 
t ime thei r set so he can 
tune at the beginning 
and then re-tune at the 
end of that song. This 
gives Osborne a 
chance tocrack a cou¬ 
ple of one-liners to a 
captive audience. 
"The song also has a 
20-second intro be¬ 
fore he comes in, so 
he's got about half a 

ñlatí Johnsen 
Yamaha 4-piece drum kit 
14" Sabian hi-hat 
17" Sabian crash 
18" Sabian crash 
20" Sabian ride 
Cameo and Pearl hardware 
Promark 5B Hickory nylon-tip 
sticks 
"Playing in the studio and playing 
live are totally, totally different," 
says Johnson, "After doing a lot of 
shows on the road, I really look 
forward to going back to the 
studio. After the beds are done and 
that's over with, it's like, 'let's get 
back on the road.'" Johnson some¬ 
times prepares for a live gig with a 
practice pad in the dressing room, 
does some stretches, and maybe 
has a couple of drinks to relax. 
"But not too relaxed," he laughs. 

Free'93 NewsBeat catalog, contact: 
SABIAN Ltd., 
Meductic, N.B., 
Canada EOH 1L0 
Tel: (506) 272-2019, 
Fax: (506) 272-2081 

SABIAN CHINA SPLASHES 
WICKED ACCENTS. a
Rack them, stack them, 
they play upside down. 
• Punchy, raw edged attack. 
• Minimum size, maximum effect 
• For rock, reggae, latin... 
for every style. 

B8 Pro and AA China Splashes. 
Check them out 

Chad Smith 
(Red Hot Chili Peppers) 

Photo: Kristen Dahline 



KURZWEIL 
SAMPLING 
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 

K2000 S 

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

K2000R S 

ROM-based music workstations provide a wide 
variety of pre-sampled sounds, but often leave 
musicians wanting completely new and different 
sounds not available in their instruments’ 
internal ROM memories. We designed the 
renowned K2000 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 SMP-K 
can read sample libraries from a number of 
outside sources and formats, including other 
manufacturers’ libraries. 

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. 

Young Chang Canada, Inc. 130 Royal Crest Court. Markham. Ontario L3R 0A1 (416) 513-6240 All 
products indicated by trademark symbols are trademarked and/or registered by their respective manufacturers. 

KURZW EIL 
Kurzweil is a product line of >bung Chang Canada, Corp. 



minute," he jokes. 
On "Music Man", the guitar part on the 

album has been double-tracked with real 
t ru mpet, a Iso played by Comparei I i, wh ic h 
makes for a real punchy sound. Onstage, 
they opt to just use guitar without triggers or 
samples. "Basically, the philosophy is au 
naturel," says Merritt, "If you can't do it, it 
doesn't get done." 

Employing lots of effects and overdubs is 
becoming a thing of the past. 54-40, after 
going through the techno '80s have come 
back full circle to the straight ahead guitar/ 
drum rock they started with. Occasionally 
the band hires Osborne's brother, David, 

to play keyboards and harmonica, but if 
he's not there they won't attempt to hide 
the fact with anything fake. It's a more 
honest approach to the music, giving lis¬ 
teners a truer representation of what the 
band isgoingto sound like when they goto 
see them live. They'll hear what they ex¬ 
pect to hear. 

Atfer a couple of cups of Starbuck’s cof¬ 
fee, playing Neil's guitar and listening to 
some more new songs, it 's time to leave the 
boys alone to finish working. We've gone 
over the t i me origina I ly a I lotted to the inter-
view, but no one notices. It's been fun. 

In the future, 54-40 has plans to do a tour 
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"OMRT gave me all the skills and knowledge I needed to get 
my job. The hands-on experience I got was invaluable." 
Dale Harrison, Producer 

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

Canada N6E1K6 
Tel: 519-686-5010 Fax: 519-686-5060 

Compare before you choose. Then live it. 
For 8 months. Solid. 

Professional staff, professional 24 track studios and 
a fully integrated program of study converge on 
ALL ASPECTS OF AUDIO/MUSIC TECHNOLOGY. 

Courses include: Acoustics, Audio for Visuals, 
Computer sequencing & Automation, Digital 
recording/Editing, Equipment alignment, Live 

■ sound, MIDI, Music business, Music theory, Music 
■ ■ ■ production, Psychoaccoustics, Recording 

_ engineering, Sampling, Signal processing, 
hOrOUqh. Studio electronics, Synchronization, Synthesis 

techniques and a great deal more! 

Concentrated. WE DELIVER: Hishly 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 qualified students. 
O1ART is an OUTSTANDING, competitively 

priced private school truly unlike any other. 

ol Europe, maybeeven Australia and Ja¬ 
pan, and certainly lots of shows here on 
home turf in support of upcoming al-

Martin Brown P.C. custom-built 
electric guitar 

2 Schecter custom Stratocaster 
electric guitars 

Peavey EVH 5150 head 
2 Peavey 5150 Straight Speaker 
enclosures or Marshall 4X12 
cabs 

Jim Dunlop Crybaby Wah-VVah 
pedal 

Korg DTI Tuner 
Samson SR22 wireless unit 
Boss FS-50 pedal (controlling an 
SE-50 processor) 

Phil had been using an ADA 
footpedal which could bring 
him an array of sounds at the 
kick of a button, but because of 
the spirit of the new album, 
now prefers just plugging into 
his amp and turning it up. A lot 
of this has to do with producer 
Don Smith's urging when they 
were recording Dear Dear down 
in California to use a Soldano 
amp. Phil maintains that the 
5150 has kind of a "Soldano" 
sound, similar to a "hot-rodded 
Marshall." 54-40 using a 5150? 
Concert-goers will recognize 
Phil's custom-made green 
guitar (made by luthier Martin 
Brown) which he uses almost 
exclusively on the road 
nowadays. In the past he has 
used various Schecter axes and 
takes them along for back-ups. 
Having experimented with 
every footpedal and device 
know to man, Comparelli now 
prefers just to plug in and go 
for broke. "If you can't do it on 
your own without the stuff," he 
says, "then why bother?" 

bums. There will be many more gigs toplay 
before their last one, maybe in the year 
2023.1 leave thinking that I'll probably see 
them at some sun-baked, beer-dren¬ 
ched concert, blasting out "Baby Ran" for 
the zillionth time, but still lovin' it. Some¬ 
where down the road. 

Tim Moshansky is a Vancouver-based 
musician and freelance writer. 
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Practice. Made Perfect. 
In music, there’s simply no substi¬ 
tute for practice • That is why the 
Yamaha Disklavier piano makes 
the perfect practice instrument. 
• With the Disklavier piano, solo¬ 
ists and vocalists can simply select 
a prerecorded disk—either from 
the Yamaha Accompanist collec¬ 
tion, or one recorded by their own 
accompanist. Instantly, they have 
live piano accompaniment—with 
every key and pedal movement 
preserved—anytime. 

And that’s just the beginning. 
With the Yamaha Disklavier 
piano, students have control over 
their own practice sessions. They 
can change the tempo of the 
accompaniment. Transpose keys. 
And repeat a difficult phrase as 
often as it takes to get it right. • So 
visit your authorized Yamaha 
Disklavier dealer for a demonstra¬ 
tion today. Or, call 416-298-1311 
• And see how easy it is to 
perfect practice. 

’•““disklavierïiMo 
Yamaha Canada Music Ltd.. 135 Milner Ave.. Scarborough. ON MIS 3R1 



first met Tony (Wild ‘T’J 
Springer some five 
years ago at a jam ses¬ 

sion in a small pub in To¬ 
ronto. The smoky room was 
crammed full of players who 
watched transfixed as T 
blazed through a Hendrix 
song to open the set. A cou¬ 
ple of tunes later, the flood 
gates opened and the stage 
became a cavalcade of musi¬ 
cal styles and abilities as 
musicians of many stripes 
joined in the jamming. Like a 
chameleon, Springer went 
from frontman to second fid¬ 
dle and by the end of the 
night almost everyone there 
had been up to play with him 
- even me. 

Ian Menzies 
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Today. Wild T’ is one of Canada's hottest 
guitar slingers. The native Trinidadian has just 
returned from a series of stateside talkshow 
appearances —including Letterman's Late Night 
and Arsenio Hall playing with the legendary 
David Bowie, and now his band The Spirit is 
putting the finishing touches on the follow-up 
release to 1991's Love Crazy. Through it all. 
Springer has continued to make jamming a 
priority. “I like it a lot because it kind of 
normalizes me.” says the easy going axeman. I 
can experiment more, people don t expect the 
same things from you. A lot of the time. I even 
play bass. But most of all. it s just real fun — I 
mean, we get all kinds of people out. Theres 
really good musicians that nobody’s heard about: 
and playing behind them gives me lots of ideas. 

Veteran drummer Danny Bilan, who has 
been playing with Wild T for over six years, 
still marvels at the guitarist's versatility. "The 
great thing about the jams with Tony is lie 11 get 
anybody up. it’s like a real jam. A 50 year old 
guy will come in and say I want to play a Celtic 
tune and we ll hack our way through it. 

Rounded out by South African expatriate 
Nazeem Lakay on bass. Springer’s band is a 
’thundering, muscular mix of blues, soul and 
guitar driven rock and roll ". The ever changing 
live show has a level of intensity that never 
wanes, even amidst the onslaught of the guitar 
ist’s untamed lead breaks. “It’s all a feeling, 
nothing is really worked out." says the 
dreadlocked fret burner. "You have to keep 
challenging yourself. Last night I might have 
played something foracertainsolo that sounded 
really good and the next night you might want 
to do it that way again, but I try to stay away 

this one has a double pickup on the bridge. 
There's a switch for single coil or double coil 
settings and you can have more pickup settings 
than a regular Strat — like you can have the one 
upat the neck on with theoneat the bridge its 
really nice for getting a grunge sound. As far 
as strings go. Wild T keeps it simple. I don t 
care what kind of strings I use. as longas they re 
new. I usually just say give me some .010 to .046 
(gauge), the cheapest set you’ve got. 

Even at Wild T and The Spirit's level of 
success, the reality of touring in the 90s is an 
economy of scale. We all travel together in one 
van." says Bilan. "There’s the gear in the back 
and the four of us (including soundman Wayne 
Berge) in the front, so we have to be compact. I 
move all my own stuff. 1 set it up and I tear it 
down so I have to travel light. Bilan uses a very 
classic 4 piece kit to power along the seasoned 
trio. My kick drum’s an old Slingerland march 
ing band drum that I had customized so that ! 
could use it as a regular bass drum. The rest of 
the kit. the snare, rack tom and floor tom are 
Ludwigs Ive had for years. Im a real tradition 
alist. my hardware s all the stuff I ve had ever 
since I started playing. It’s not heavy duty — it s 
just your average stuff, the same as all the older 
guys like John Bonham used." It goes without 
saving that Bilan ismeticulousabout the care of 
his rig. The vintage silver finish kit is in perfect 
shape and is topped with all Sabian cymbals and 
a Paiste gong. "Being just a trio, you have to 
create lots of sounds and textures. Sometimes I 
even use timpanis. but for this kind of touring 
we just don t have the room.” 

Springer s relationship with David Bowie 
began in December of 1991. The British crooner 

he finishes the story. "I went out and started to 
jam along with the song they wanted me to play 
on. just to work out some ideas, you know, like 
get the beat and stuff. After about 15 minutes I 
said okay let’s do some takes now . and they said 
no. just come in here and listen for a second. 
We vc got what we want man. that sit .Icouldn t 
believe it. they'd been recording me the whole 
time, from the minute I started! Although 
they did do some fine tuning afterwards. Wild 
T’ essentially cut the tracks for "I Know It s 
Going to Happen Some Dav" unrehearsed and 
on the fly. 

"I really dug working in the studio with 
those guys," he says of the experience. "I ve 
worked with lots of other people, but some 
times thcres so much perfection that by the 
time you get to putting it down, the feeling is 
gone. To his surprise, working with the big 
boys was different. "They know how to get the 
best out of you by not confusing you with 
attitude and stuff. It’s really cool. 

That sense of feeling is something the band 
has instilled in their upcoming release, tenta 
tively titled Givin Blood. More raw and direct, 
the new album promises to be a departure from 
'91’s Love Crazy. "I think it’s because we ve 
played live more and we know what works, 
says a thoughtful Springer. "With the first 
album, we did it quick and then we were gone on 
the road and Arnold (Lanni) had todccide what 
to do with it. Th is time, we real] there every day 
putting in input and deciding. This is what we 
really sound like, it's much more of a group 
effort." Bilan agrees: "Arnold and I hear things 
the same wav. this is my 20th year playing 
professionally, and it's the first time I ve re 

from that as much as I can. I trv to rise to the 
occasion and challenge myself." 

Playing through a Marshall J900 head and a 
Peavey 4x12 Black Widow cabinet. Wild 1 
uses a fairly standard array of pedal effects 
including an Ibanez Tube Screamer: a digital 
delay, octaver and chorus from BOSS: a Cry 
Baby Wah Wah: and an old compressor pedal 
even he can t remember the brand name of. "It s 
good to have colours and things you can put in 
the sound, but I try not to get caught up in the 
technology. Even if I’m using my digital delay 
pedal, the sound has more to do with what I’m 
play ing than what the effect is doing. Driving 
the whole rig is Springer s latest acquisition. "I 
just bought a new guitar while 1 was in New 
York (performing with Bowie), its a Strat 
Ultra. Instead of having the usual three pickups. 

was performing in Montreal with his band Tin 
Machine w hen he saw the video for Midnight 
Blues' and "flipped completely out". Since then. 
Wild T and Bowie have remained in contact, 
and last fall he was asked to come in and record 
some tracks for "The Thin White Dukes' new 
album. Black Tie White Noise. "We played in 
Calgary the night before I flew to New York, 
says Springer. “At the end of the gig. 1 crammed 
my guitar into some wires in the roof of the 
stage and let it hang there feeding back to end 
the show.” The minor damage to his tuning pegs 
went unnoticed until his arrival at Hit Factory 
Studios. When I got there, they had me go out 
and set up. I was saying my guitar's a mess and so 
on. but David and Mile (Rogers) said don't 
worry about it. just go in and play . They were 
totally cool about it. "Springer’s eyes light upas 

corded something that when I walk in the 
control room and listen to playback, it sounds 
just like it did when I was sitting on my stool. 
That's a really great feeling." 

After the last two years, it’s hard to imagine 
what more could be in store for this reluctant 
guitar hero, but Wild T himself hasn’t lost 
sight of where he came from. "We just w ant to 
get out there and do what we do. We turn people 
on because we turn on ourselves. More than 
just a pyrotechnical pick handler. Wild T isan 
entertainer that lives to play and plays to live. 
He's destined to go wherever The Spirit moves 
him. 

Ian. Menzies is a Toronto-based 
freelance writerand musician. 

43 



IAN MENZIES 

JHH t's no secret that Cana-
Il da's independent music 

scene is alive and well. 
.^”1 More bands than ever 
before are flourishing on their 
own and breaking down the 
age old barriers of corporate 
rock. But it wasn't always this 
way. 

Moxy Frih ous are one of a 
handful of groups who have 
been instrumental in blowing 
the homegrown music scene 
wide open. Before signing a 
world-wide deal with Warner 
Music, the vocal based quar¬ 
tet sold an astounding 45,000 
copies of their independent six 
song cassette debut. Com¬ 
pleted in just -t() hours with 
engineer Doug McClement, 
the bare bones recording ri-
vals the Cowboy Junkies' fa¬ 
mous Trinity Sessions for its 
simplicity and success. 

Now. using the expanded 
palate that their new deal af¬ 
fords them, the band has just 
finished self-producing a new 
release. Slated to arrive in 
stores by early July, the sophomore effort is a crucial one in the 
group s young career. One of the things the band wanted to do 
with this album was to change any preconceived notions that 
might exist." says singer percussionist Jean Ghomeshi. "If any¬ 
body thinks we re just an a cappella group, this album is a 
tremendous departure. Only one s< >ng of the 15 is pure a cappella 
and some of the others have distorted electric guitars and full 
drum kits. Those people who have seen us live know we use a 
lot of instrumentation, but if they only know us from "Green 
Eggs and Ham" or "King of Spain", they're going to be surprised. 
Not just because there isn't as much of the fiercely satirical stuff 
on this album — which was a conscious decision — but also 
that there's a lot of unique instrumentation. " 

To help them achieve their expanded sound, the Moxys once 
again enlisted the trusty ears of Doug McClement. "When they first 
got the record deal and it was time to make the album we had 
some meetings and they described to me the approach they 
wanted to take," McClement explains. "They wanted a little darker 
sound and we thought of going all digital, but Friivous is very 
organic. There's a very warm-sounding human element to these 
guys and I felt that using a state-of-the-art analog chain would be 
more in tune with what the band was trying to do." Ideas about 
sound and feel are always hard to put into words, so the band used 
existing recordings to help get their point across. “They started 
talking about some of the sounds they wanted in terms of the last 
Suzanne Vega record and the last few Tom Waits albums," says 
McClement. "It s like you've got this sort of churning acoustical 
bed track and it's almost hard to tell what some of the instruments 
are, but you can tell they're not electric." 

Mandate in hand, McClement went searching for the unique 
sonic environment that could deliver the sound they were look¬ 
ing for. I started thinking, 'okay, we need a studio within a dav s 
drive of Toronto w here we can go and live and where they have 
real neat acoustics and really good analog gear.' That creates a 
very short list." So short in fact, that he started to have trouble 
satisfying the criteria. "We d noticed that several of the albums 
we wanted to emulate had been recorded at a place called 
Dreamland Studios in Bearsville, NY, like Suzanne Vega, 10,000 
Maniacs and the Bobby McFerrin/Yo Yo Ma collaboration. Then 
one day we were talking to Blair Packham of the Jitters and he 
personally recommended Dreamland. He had done some work 
there with Colin Linden and said there was a lot of interesting 
acoustic rooms and a lot of great old tube gear and we should 
check it out because it was just what we were looking for." After 
receiving a gear list and a video of the location the decision was 
made and the boys packed up their gig bags and headed off for 
a three week recording intensive. 

Situated in an old church. Dreamland is a singularly unique 
recording facility. With room choices ranging from the 33 foot 
high vaulted ceiling of the main room to the full Sonex padding 
of the smallest isolation booth, this former house of worship 
offers a motherkxle of ambience to the true believer. But the 
vintage gear demands a certain reverence as well. "One of the 
main reasons we went there is because they have this 1978, 48-
channe) API console," McClement gushes. "API is like the Ameri¬ 
can-made equivalent of a Neve. It's got old discrete electronics 
and there's no microchips in the audio path. It's all big transis¬ 
tors and big wires — very low tech and very high quality.” The 
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used. "They had a number of 
these 1940s Neumann U47 
tube mies which we used for 
most of the vocals,” explains 
McClement. “We experi¬ 
mented a lot, but in order to 
keep the overall vocal sound 
consistent, we found the spot 
that sounded best for the main 
mic and nailed the stand to 
the floor for the whole three 
weeks. Then, we went directly 
into the API mic preamp and 
hard-wired it straight into the 
2” Studer A-820 tape deck with 
built-in Dolby SR." With a con¬ 
sistent reference in place, they 
turned their attention to the 
ambient mies. "There were a 
pair of Crown PZMs built into 
the ceiling of the church and 
then we put a pair of U47s in 
the balcony of the church. For 
some of the tunes, there’s one 
vocal track and two ambient 
tracks for each of the four 
parts, so we’d have 12 tracks 
just for vocals. " Some other 
mies McClement used were 

chapel’s aura had a positive effect on the band as well. "It was 
an incredible recording environment,” says Ghomeshi. “We were 
tucked away in the Catskill Mountains but it was still only an 
hour out of New York City. There was a great energy and I think 
it worked really well for us. ” Fellow Früvous David Matheson 
agrees, "the whole thing was very organic, we didn’t feel like we 
were in a hit factory." 

With the studio fully blocked out, the band settled into their 
intense regimen. “We worked our asses off, we spent 14 to 16 
hours a day every day,” says Ghomeshi. “In hindsight, it’s ques¬ 
tionable as to whether or not that was a smart tactic because we 
definitely burnt out a bit. By the end of the second week, there 
were a couple of days where we were working at half speed, 
you know, like the Leafs in game six.” To keep the sound as 
fresh as possible, the band, rounded out by Murray Foster and 
Michael Ford operated with a rotating producer’s chair — each 
of them taking equal time on the other side of the glass. “It was 
kind of weird taking a band in the studio to do their first album 
and not having a producer,” admits McClement. Tm really 
meticulous about tuning and it’s very seldom I run into a band 
that’s more picky about tuning and timing than 1 am. but these 
guys were. They had a very clear idea of what they were after 
and they used my experience to help them get it. ” Matheson 
agrees, "At the point of recording the stuff, there’s not a lot of 
decisions left to be made. Doug’s job is to make sure that it goes 
to the tape in a way that gives us the optimum amount to play 
with later when we go to the mix.” 

To take advantage of the ambient possibilities of Dreamland, 
a wide variety of microphones and placement patterns were 

the East German-made Micro¬ 
tech Gefell UM-70S condensers for guitar amps and a pair of 
Shoeps MC-61S for acoustic guitars — the latter are used exten¬ 
sively in classical recordings. 

For one track, McClement used something called The Green 
I lomet’. "For the song Video Bargainville’, they were looking 
for an intercom sound for the talk-over, so I asked at the studio 
if they had this mic. It’s a dispatch mic that’s always been 
popular with harmonica players because its bullet shape is easy 
to hold while playing harp and when you run it through a tube 
amp, it has its own inherent distorted sound. I had Jean go into 
the Sonex-covered room and then I cut it really hot so it would 
sound distorted.” When matched with the sparsely timed deliv¬ 
ery of Ghomeshi’s performance, the result is perfect for the 
song’s skewed, satirical lyrics. 

Because Moxy Früvous use a smaller drum kit than most pop 
bands, a lot of experimentation went into getting unique percus¬ 
sive sounds on tape. There was a lot of percussion instruments 
that weren’t instruments at all in the traditional sense,” says 
McClement. “We used everything from rolled up pieces of tin to 
hitting a metal stool with a ballpeen hammer." A predominant 
track on the song “Laika” was actually played on a studio room 
divider. “I was playing the track on congas with balstics,” ex¬ 
plains Ghomeshi, "but it just wasn’t working, so I started using 
different kinds of brushes just hitting everything in the room 
while Dave and Mike and Murray were in the booth listening. 
Finally, I had these steel-handled plastic brushes by Regal Tip 
that I was playing on the side of this divider and the way the 
steel part of the brush hit the wood just before the plastic part 
did created all kinds of polyrhythmic overtones that sounded 
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incredible." After experimenting with mic 
placement and moving it around the room 
to get the light ambient slap-back, they 
cut the track and used it as the primary 
rhythm bed for the whole song. 

As the project nears completion, the 
band is looking forward to an extensive 
touring schedule, not to mention video 
shoots, interview's and all the other trap¬ 
pings of success. But the knowledge 
gained in the studio will be felt for some 
time. "Needless to say. we know our way 
around a studio a lot better," says 
Ghomeshi. "But 1 think we've learned even 
more about the way Früvous works. For 
example, we work best if we don't dwell 
too long on one song, so when next we 
have a 12-hour day, we ll work on six 
tunes instead of one. That's something we 
didn't know before the middle of this 
project and its something that will help 
us outside the studio as well." 

By remaining masters of their own fate. 
Moxy Früvous continues down the road 
that got them where they are today. Em¬ 
bracing risk anil taking chances with an 
independent attitude, an idiomatic style 
and a savvy wit. 

Ian Menzies is a Toronto-based 
MI SICIAN AND FREELANCE W RI TER. 

Going It Alone 
Producers have always been a big part of rock and roll. Names 

like Quincy Jones and Daniel Lanois are synonymous with Michael 
Jackson and U2. and they've played a big role in both the sound 
and the success of those artists. So why would a young band like 
Moxy Früvous decide to go without? “We thought about it." says 
Matheson, "but we weren’t sure we wanted to bring another cook 
into a kitchen full of four other strong-minded cooks. The possibil¬ 
ity of bringing a producer in and putting his or her mark on the 
stuff was daunting. We decided that given the fact that we can't 
find one who knows us and who we know, then the unknown is 
not worth the risk.” 
Ghomeshi adds "The feeling was. if we can't get our heroes, if we 

can’t get Elvis Costello, why parachute somebody in — whether 
they’re a great producer or not. We were lucky our record company 
let us do this because before we started, there were probably five 
people in the world who thought we could produce ourselves, us 
and Jack (Jack Ross is the band's manager). Even the owner of the 
studio said he'd never seen anything like it. He was really excited 
by the fact that not only were the artists producing themselves, 
but that all four of us were doing it democratically.” Like almost 
every risk the band has taken, this gamble looks like it's paying 
ofl. "I'm really happy." says Ghomeshi. “the songs are sounding 
just the way we want them to." 

Sound Painter 

Dennis Chambers with the LP Mambo Cowbell 

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 on top of all that. I really like the low pitch of the Salsa bells. 

Each has it’s own sound, it’s own color and mood, and because it’s all from LP, I know the 

stuff will last." 

With nearly 30 years 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." 
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Kaynotes 2165 46th Ave., Lachine, PQ. H8T 2P1 
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products on the rise and the financial 
outlay on the decline, bands today are 
in the unique position of having 
professional sound in a compact, easy-
to-manage system that they do not have 
to actually purchase. The trend today is 
rental and to some extent, leasing. 

Determining your specific needs is 
the most important step in putting 
together a system. The type of music 
you are going to be playing, the type of 
rooms you'll be playing it in, portability 
/transport limitations and the extent of 
your own technical know-how are only 
a few of the points to consider. Fortu¬ 
nately, most companies specializing in 
PA gear rental and sales are more than 
willing to help you define the most 
suitable system for your needs (for 
more information on building and 
owning your dream rig, see Al Craig's 
live sound columns in the April and 
June '93 issues of CM — as well as 
this current issue). 

While your budget will ultimately 
dictate the extent of your system, there 
are some basics that need to be met 
among the three major components 
of the system. 

The Mixer 
• In addition to your external room 
EQs, you should have a flexible EQ. 
Most consoles incorporate a combi¬ 
nation of fixed and/or sweepable 
EQs. Consider the number of EQs 
available for each individual 
channel. The more the better. 

• The mixer should have at least some 
sub-group capabilities (as many as 
possible), especially if you are using 
more than twelve inputs. 

• You should have balanced micro¬ 
phone inputs to limit or eliminate 
noise, hum and RFI (radio frequency 
interference). 

• Balanced outputs are also a 
good idea. 

• Stereo boards are nice, although 
chances are you'll be running in 
mono to limit the extra costs of 
additional power amplifiers. 

• Consider the number of monitor 
sends required versus the number 
available. Having at least two 
monitor sends will allow you to 
tailor a specific mix for the vocalist 
or the drummer. 

• Keep in mind the 
number of effects 
sends. You'll want at 
least two per channel. 

• Also consider the board's metering 
capabilities. 

• Individual channel inserts are 
a must. 

Amplifiers 
Overworking the amplifiers will 
result in clipping, which in turn 
produces square waves rather than 
smooth sine wave outputs. This 
forces the speakers to respond to 
both positive and negative voltages 
within an unrealistic period of time 
and may result in serious speaker 
damage. Select an amp that is 50% 
higher power at the same impedance 
of the speaker it is powering (for 
example, 200 watt speaker = 300 
watt amplifier). It is very important 
to keep in mind that many makes of 
amplifiers are under-rated and, as a 
result, this formula may not be 
applicable. Investigation of the 
amplifier's actual specifications is 
always a good idea. This process 
will result in cleaner, safer power 
with additional headroom. 

Speakers 
• Most touring companies today are 
using self-contained multi-way 
enclosures coupled with supplemen¬ 
tal cabinets to handle the lowest 
frequencies, and it is this trend that 
is trickling down to the smaller scale 
level. Manufacturers like Peavey, 
Yorkville and the higher end Meyer 
offer 'total concept' type systems 
which require far less space 
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IVE SOUND 
Ensure that everything can be safely 

loaded into the van and that once 
loaded, there is enough room for 
whatever bodies will be riding with the 
load. Keep it legal. It will pay off in the 
long run. When you are able to get 
everything in, number all boxes, 
containers and gear so that they can be 

for transport than the modular 
systems. When multiplied, these 
enclosures can be used in any 
size venue. 

• I he system you choose to go with 
should be capable of filling the 
room. If the band is overpowering 
the I’A, they are either too loud or 
the PA is too small for their require¬ 
ments. Don't be afraid to ask the 
band to turn down. You are working 
as a team — the result of which will 
be a tighter, cohesive show for the 
benefit of a paying audience. After 
compiling your system, practice 
putting it all together either at an in¬ 
town gig or, if you have to, some¬ 
body's garage. Find the weak parts 
of the setup and remedy them before 
heading out on the road. I've done a 
complete set-up in my backyard 
including all of the band's gear for 
lack of a better place to debug. 
Finding specialized connectors or 
adapters in the Canadian wilderness 
could easily become a lifelong quest. Determining Best Mix Position 

loaded in the same 
way every time. This 
will save vou time 
and help you to 
avoid leaving 
anything behind. 

Input Lists/ 
Stage Plots 
Once you can 
confidently set up the 
system and gear 
quickly and with a 
minimum amount of 
fuss, you'll want to 
ensure that the same 
can be done on the 
road. Input lists and 
stage plots go a long 
way to achieving 
this, particularly if 
stage change-overs 
and line-up changes 
are happening. The 
band will almost 

GIGS 
RECORDINGS 
HEADLINES 

RECOGNITION 
SUCCESS 
RESPECT 

MEMBERSHIP 

@
Call the American Federation of Musicians 
of the United States and Canada at 
1-800-INFO-FED for more information. 



always have a preferred set-up/layout. 
It is important to try to keep this 
consistent from gig to gig in order to 
ensure the best possible performance. 
For example, as a bassist 1 must be on 
stage left, otherwise I feel dislocated 
from the drummer. Whether this is 
physical or psychological I don't know, 
but 1 feel far more comfortable and, as a 
result, perform better. 

When making up the stage plot, 
determine the minimum space required 
to position the band as they prefer to be. 
Make sure this information is included 
on your layout. When phoning ahead to 
your next gig, you can find out about 
space limitations and plan alternative 
positioning before you arrive. Input 
lists should be made up and used 
consistently on each gig. 

Keep a master with all the informa¬ 
tion filled in and leave the rest blank 
until they are required in the event that 
equipment problems arise and re¬ 
patching must be done. Make one 
hundred copies of each and don't be 
afraid of faxing copies to the booking 
agent or house engineer at the club. It 
can often save confusion and time upon 
load-in/set-up and help you hunt 
down and eliminate line problems as 
they occur. 

Every engineer has a preferred 
method of laying out the inputs on their 
board. I always tend to start with the 
bass drum as one and the snare on two, 
followed by toms and overheads if they 
are required. Keeping all of the drum 
inputs together makes them easier to 
find on the fly and gives a much better 
visual representation of their mix. After 
the drum mix is achieved, I prefer to 
assign them to a sub-mix of their own, 
two sub-mixes if I'm working in stereo. 
I also like to keep the bass guitar next to 
the drums for easier control in getting 
the signals to work together as a 
cohesive unit. Background vocals can 
be sub-grouped together as well so that 
a single fader can be used to increase 
their level in the mix without offsetting 
their balance with each other or the 
lead. If you find that you have a 
particular line problem and are forced 
to make a change at the last minute or 
during the show, be sure to indicate 
those changes on the mic chart. During 
the show it's easy to forget seemingly 
small changes and waste valuable time 
trying to remember what you or 
someone else did. 

Fine-Tuning 
Your Setup 

• Get the monitor mix happening first. 
Chances are that the changes you 
make will be as a direct result of the 
house system interacting with the 
monitor mix. 
Most of the fine-tuning will be 

MOVING ? 
Don’t leave without us! 

Let Canadian Musician know where you’re going. 

Send us your new address (along with your old address) to: 
Subscription Department, Canadian Musician, 

23 Hannover Dr., #7, St. Catharines ON L2W1A3 

Mi^ 

BassAAmpsA Rock'n'Roll. 

Available exclusively at all 
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1311 Tecumseh Rd. E.. Windsor. ON (519) 252-3442 
757 Corydon Ave.. Winnipeg. MB (204) 284-8992 
10204-107th Ave.. Edmonton. AB (403) 423-4448 
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Long & McQuade locations: 
2812 Quadra St., Victoria. BC (604) 384-3622 
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437-2nd Ave. N.. Saskatoon. SK (306) 664-1966 
1744 Midland Ave.. Scarborough, ON (416) 751-9785 
3117 Sheppard Ave. E.. Scarborough. ON (416) 492-2525 
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required in the house mix once the 
club fills up and the show starts. 
Typically you have only a one song 
maximum to get it together. 

• The mix position is important. Quite 
often, the club owner is very definite 
about where you can set up the FOH 
console. Most often it's either back 
stage or some other area of poor 

reference. Under balconies or 
overhangs can be exceedingly 
difficult as they usually act as bass 
traps. Ideally, you'll want to hear 
what the audience is hearing. This 
can best be achieved by placing the 
mix position where you can hear 
what the greatest number of people 
in the audience will be hearing. For 

smaller venues, the best way to do 
this is to measure the distance 
between the two stacks (distance A), 
and ensure that the console is not 
located any closer than this distance 
from the nearest stack or any further 
than twice this distance back 
(distance 2A). In addition, set the 
console slightly off of the centre line 
to the stage to avoid any phase 
problems. If the physical restrictions 
of the club will not permit this, or if 
the club manager has little veins in 
his forehead in danger of exploding, 
consult with the house engineer or 
sound tech if they are available. 
They can be an invaluable source of 

Headroom: 

the difference between the 
average operating power level 
of an amplifier circuit and the 
point at which clipping or 
severe distortion occurs. Greater 
headroom allows the system to 
handle louder program peaks 
before distorting or resulting in 
possible speaker damage. 

information on peculiarities of the 
room and how best to compensate 
for them with the EQ or alternate 
speaker placements. Make friends 
with them on your arrival. The cost 
of a beer or two can often make or 
break the professionalism of your 
show. 

Further Sound 
Advice 

• Stage monitors are the primary 
cause of feedback. Keep their levels 
as low as possible and use at least a 
1/3 octave EQ to notch out the 
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CANADA 
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MUSIC 

Since its first publication in 1982, 
MUSIC DIRECTORY CANADA has 
grown to be the major source of 
information for the dynamic Canadian 
music industry. Now, the 6th Edition 
is the largest ever, boasting over 700 
pages and 6,000 listings covering all 
aspects of the industry — it’s the 
“Bible” of the music biz. In short, 
whatever you’re looking for in the 
Canadian music market, you will find it 
in MUSIC DIRECTORY CANADA 

MUSIC DIRECTORY CANADA, 6th Edition Order your copy today! Order your copy today! 

Please send me copies of MUSIC DIRECTORY CANADA, 6th Edition at $29.95 ea. plus 
$3.00 shipping and handling plus 7% GST. 
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Name_Company_ 

Address_City___ 

Prov/State____ Code 

Phone _ Fax_ 
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FAX (416) 641-1648. Credit card holders call toll free at 1-800-265-8481 (Canada & U.S.) 



JULIUS 

DZEILWERTH 
—u Saxophone —— 

Saxophones are our passion. 

279 Yorkland Boulevard. 

Willowdale, Ontario M2J 1S7 
Tel: (416) 491-1900 Fax: (416) 491-8377 

Now 
Available 

From 

Mak i n* Muax Wkiridw ide 

Call or write for a 
catalogue. 

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 S-181 
subwoofer at your EV dealer 
or, for more information, call 
1-613-382-2141 

ElectroVoice' 

Mark IV Audio Canada. lncy • 345 Herbert Street. • Gananoque. Ontario K7G 2V1 • Call bl3-382-2141 

offending frequencies. 
• Keep mic cables away from AC or 
lighting cables. If they have to cross 
one another, make sure they do so at 
90 degree angles to limit hum in the 
lines and, if possible, lift them up. 
Use twisted pair mic cables with a 
braided shield. 

• Mic close to the sources to achieve 
more gain in the system before feed¬ 
back. You may have to roll off some 
of the low frequencies at the board 
to compensate for the proximity 
effect of the microphones. 

• Don't use more mies than you have 
to. You'll have less feedback prob¬ 
lems and less to worry about during 
the show. 

• During down time or when time 
permits before the show, check your 
cables and repair them as necessary. 
If you don't have time, clearly mark 
them and make a notation in your 
logbook. You nre keeping a log, right? 

• Ensure ground pins are intact on all 
AC cables. Lifting the ground in this 
manner is not only illegal, it's 
dangerous. 

• Have lots of adapters, connectors 
and line lifts. Start your collection 
today. 

• Cable runs should be safely taped 
down or covered with carpet. 
Lawsuits are expensive. 

• Have on-hand a large supply of 
gaffer tape, sharpies, white label 
tape, markers, pens, pencils, screw 
drivers, alien keys, wire cutters, 
pliers, a soldering iron, solder, fuses, 
cable testers, extension cords, power 
bars, extra mies, cables and DI boxes, 
flashlight, batteries, a desk lamp, 
coffee table, scatter rug, 
kitchen ... get the picture? 

• Unattended rolls of tape are to be 
adopted, particularly if there is no 
name written on the inside (unless, 
of course, they are mine). 

• Label everything — tape, boxes, 
cases, cables, drummers — the 
works. 

• It is vitally important that you have 
a record of every piece of gear and 
their corresponding serial numbers. 
Make a master list to stay back home 
and carry a few copies with you on 
the road. This will help if something 
goes missing or if you are crossing 
borders. Do the same for any rental 
or leasing agreements you have 
made in regards to the equipment. 
Keep this information safely 
in your logbook. You really should 
consider getting one. 

• Take extra precautions when touring 
in winter. Snow and cold are harder 
on equipment and people than sum-
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mer months. Cables, faders, pots 
et al become brittle when frozen. 
Allow them time to thaw. Condensa¬ 
tion is the enemy. When storing 
cabinets, do not put the speaker up. 
You never know when the roof of 
that orange van will start leaking. In 
addition, mies are continuously 
bombarded with warm, moist 
breath. Allow them to sufficiently 
dry out before using them, particu¬ 
larly if they are condenser mies. 
If possible, always keep your mies 
packed together and with you where 
it's warm. 

• Transport Canada provides road 
conditions for different areas. Find 
out the number for your area and 
keep it in your logbook. You should 
have one by now! 

• A phone call in advance of the show 
is always a good idea. 

• After you have completed setting up 
for the show, play your favourite CD 
or tape through the system and take 
half an hour to walk around the 
venue listening to it. This will help 
you to identify problem areas and 
EQ corrections. 

• Communicate. The band and the 
sound person have to work together 
as a team for the greater benefit of 
the show. If stage/monitor volumes 
are too high, don't be afraid of 
insisting that they be brought down. 

• If you don't know, ask. Most techs 
are more than willing to impart the 
secrets of the trade and, in fact, 
many can't understand why the 
younger ones don't approach them 
for information more often. Remem¬ 
ber though, timing is everything. If 
they are obviously working on 
getting the sound together or 
chasing down a problem on a gig, 
don't distract them. There will be 
time during or after the show. 

• Read. There are several excellent 
sources of information available on 
the subjects of equipment and audio 
in general. I highly recommend the 
Sound Reinforcement Handbook 
written by Gary Davis and Ralph 
Jones for Yamaha. Pick up a copy 
and take it with you as a road bible. 
It will be invaluable to you in 
learning your craft and understand¬ 
ing how problems occur and can be 
solved. 

• Get busy out there. These are the 
times of your lives! 

Peter Hamilton is a freelance engineer/ 
musician based in Toronto, ON 
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FOR A COMPLUE LISI OF 
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CANADA 

550 GRANITE CRT 

PICKERING, ONTARIO 
L1W 3Y8 

USA. 

4600 WITMER 

INDUSTRIAL ESTATE, 

UNIT#! 

NIAGARA FALLS, N.Y. 

14305 

Accidents happen. A spill like this can cost major bucks to fix but, believe 
Yorkville's warranty will cover you. Eventhough it obviously has nothing ï 
with a "manufacturer's defect". 

YORKVILLE'S WORRY-FREE WARRANTY. 
• no fault coverage includes speakers, diaphragms, circuit boards, etc. 
• EVEN IF YOU BREAK IT...We'll fix it 
• includes parts and labour 
•2 years, unlimited 
•transferable...you're covered for 2 years from purchase whether or not 
you are the original owner. 

How can we do it? 
How can Yorkville offer a better warranty on all their amps, mixers and 
speakers? By making them better in the first place. Our warranty claims 
are so low that we can afford to extend the coverage into being truly 
"no fault". 

The Yorkville Warranty protects musicians 
not accountants. 
And you can take that to the bank. 

Warranty valid in US & Canada only 



Tannoy CPA 1OS Super Dual 
limiting" and all the necessary filters 
for 4-way mono, 2-way stereo and 
other configurations. 

The CPA IOS is capable of 2kW 
power handling with minimal distor¬ 
tion and exhibits no significant lobing 
when arrayed due to its identical 
horizontal and vertical |-3dB at 15 kHz 
(« 45"] off-axis performance. 

The CPA IOS is designed for sound 
reinforcement applications such as 
houses of worship, clubs, theatres 
and performing arts facilities, and is 
also suitable for a number of studio 
monitoring applications. 

Tannoy has introduced its first 
ultra-high power capacity Dual 
Concentric loudspeaker system. 
The physically time-aligned 
Super Dual family of products 
combine 90 degree conical 
dispersion with superb acoustical 
impedance characteristics. 

The heart of the Super Dual 
system is the CPA 10S wide 
dispersion constant directivity 
10" transducer with its massive 

44 lb magnetic structure. Housed in a 
compact (20” x 18" x 9") 10 degree trapezoidal space 

frame enclosure using energy braced DMT construction, the CPA 
10S is capable of 131dB SPL from 140 Hz-22 kHz. For frequencies below 140 

Hz, a triple 12" sub-woofer enclosure (CPA 12.3) is available. 
Using axially aligned coincident MF and HF sources, the CPA 10S can be used 

either passively crossed over or in a fully active system using the specially designed 

For more information, contact: 
Tannoy/T.G.I. North America Inc., 
300 Gage Ave., #1, Kitchener, ON 
N2M 2C8 (519) 745-1158, 

1U, 19" rackmount Tannoy TX4 electronics package. The TX4 provides both "silent FAX (519) 745-2364. 

FISHMAN 
9 -Ci CS 

EXCLUSIVE CANADIAN DISTRIBUTION 
WES-CAN MUSIC SUPPLIES 
1481 STAYTE RD. 
WHITE ROCK, BC V4B 4Z3 
(604) 538-6666, FAX (604) 538-9414 

Over 2400 Hits To Choose From 

Pop/Rock ★ Wedding ★ Country 
Rap/Soul/Alternative * B-FlatTheCat 

Contemporary Christian*Special Occasion 

Call For Your Free Catalogue: (416) 660-7499 
Rumark Video Inc. is the exclusive distributor for Sound Choicex products in Canada. 

Recorded in Original Keys 
Includes Easy-To-Read Lyrics 

and Demonstration Vocal 
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Aphex Aural Exciter®Type C 2 
with_ TM

BIG i BOTTOM 

APHEX 
SYSTEMS 

2 It’s the all new Aphex Aural Exciter Type C ! This 2-channel 
model with BIG BOTTOM* gives you twice the excitement. BIG 
BOTTOM enhances bass the same way the Aural Exciter process 
enhances the high end. Makes any speaker sound bigger, it even 
makes your 8" speaker sound like a 15" woofer ... load up your tape 
with powerful drums, huge synth bass, fat pads and thunderous bass 
... without all the mud. 

Best of all, BIG BOTTOM does its job without vastly increasing 
amplitude or generating subharmonics which can damage your 
speakers or overload tape. OVERHANG and GIRTH give you 
flexible control on how BIG you want your BOTTOM to be. 

Of course, the Aural Exciter is still the premier way to enhance 
highs, too. The Type C" utilizes the latest refinements in Aural 
Exciter technology and is easier to use, and is quieter than ever. It 
does the job by recreating and restoring harmonics ... musically and 
dynamically. A patented process that many have tried to emulate, 
and none have succeeded. 

Hear how the Aural Exciter Type C2 with BIG BOTTOM brings 
new levels of excitement... live, recorded or even sampled ... at 
selected dealers around the world. 

Distributed in Canada by: Erikson Pro Audio, 620 McCaffrey, 
St. Laurent, PQ H4T 1N1 (514) 738-3000 FAX (514) 737-5069 

Aphex is proudly American ... 100% owned, engineered and manufactured in the U.S.A. 

Aphex. Aural Exciter and Big Bottom are trademarks of Aphex Systems Ltd. *Patents applied for. 
Aural Exciter is covered by U.S. Patent No. 4.150.253. and other patents issued and pending. 



Tundra Music 
IN ASSOCIATION WITH 

o y\ o i in 

PRESENTS 

AT THE 

Pickering Recreation Centre 
Saturday, August 21, 1993 & Sunday August 22, 1993 

BUY • SELL • TRADE 

Accoustic and Electric Both old and new 
•Dealers and Collectors will be BUYING-SELLING-TRADING 

So look in the attic, closet and under the bed and turn that unused instrument into CASH 

DEALERS & COLLECTORS 
LOAD TIME: Saturday 8AM until 1PM- Exhibitors &. VIP Buyers Only 

EXHIBIT TIMES: Saturday 1PM-8PM Sunday 10AM- 5PM 
No Instrument dealing will be tolerated outside of show area-including parking lot 

SPECIAL SECURITY WILL BE PROVIDED TO ENFORCE THIS RULE 

DIRECTIONS 
401 East past Toronto to Brock 

Rd. N (Pickering) 
to Kingston Rd, West to 
Valley Farm & Turn left 

ADMISSION ONLY $6.00 
FOR BOOTH RENTAL INFORMATION CONTACT MAR1LYNE 

VINTAGE GUITARS 
P.O. BOX 135 

PICKERING ONTARIO LIV 2R2 PH 416-420-9582 

SHOW ADVERTISED INTERNATIONALLY 
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Ashly S RA-12 O 
The new SRA-120 professional stereo amplifier from Ashly 
offers sonic quality, rugged construction and many useful 
features in a single rack space chassis. 

The amplifier will deliver 60 watts per channel into 4 ohms 
stereo, 45 watts per channel into 8 ohms stereo or 120 watts 
total into 8 ohms mono-bridged. The amplifier design is 
based on "Class A" 
voltage amplifier 
stages with a comple¬ 
mentary bipolar 
output section for 
low distortion and 
excellent overload 
behavior. Features 
include turn-on delay 
circuitry and instan¬ 
taneous turn-off to 
eliminate anv 
transients to the 
speaker. Each 
channel will also 
independently turn 
off its output if an overheated condition occurs. 

The model also features rear panel switches to select 
between stereo or mono operation, normal or bridged mode, 

as well as two choices of input sensitivity. Rear panel input 
connections may be made via 1/4" balanced phone jacks or 
barrier strips with ground lift provision. Level attenuators for 
each channel are provided on the front panel along with a 
stereo headphone jack. Status LEDs on each channel include 
signal present, clip alert and "protect-mode" indication. 

For more information, contact: Gerraudio Distribution Inc., 
2 Thorncliffe Park Dr., #22, Toronto, ON M4H 1H2 (416) 696-
2779, FAX (416) 467-5819. 

i 

I 

« 

Do It Like The 
Professionals 
Have our experienced mastering engineers 
George Graves and Kathy Birkett add the 
final 'Polish' to your studio mix-down for 

that 'major label' sound. 
Full Mastering Service from any source: 

Editing, sequencing, 'EQ' and all forms of 
sonic enhancement for CD, Cassette, Vinyl. 
Full 1630 format CD pre-masters with 'PQ' 

Direct cut 'proof' or pre-release CDs 
'Cassette EQ' production pre-masters 

Super level vinyl masters for 'Dance' market. 
Please contin t Pong at_ 

297 Lesmill Road, Don Mills, ON M3B 2V1 
(416) 444-6778 

Ask about CD and cassette manufacturing 
from Music Industry Service Corp. 
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BCW Performance 
Series! 

Power Amplifier 

Yorkville Élite 
EX-35OM 

The low profile élite EX-350M 
stage monitor features a specially 
angled horn for better on-stage 
throw while allowing performers 
to show off their boot tops! 

Yorkville's newest 350 watt 
élite is highly efficient with 102dB 
sensitivity from a 12" w/hom 
enclosure. An unusual angled 
cabinet design makes it possible 
to add more EX-35OMs for a tight 
floor monitoring array. With its 
built-in stand mount, the EX-
350M can also be used for other 
PA applications as well. A 
specially designed P-350 élite 
processor may be used for 
optimum full range sound or as a 
crossover with élite subwoofers. 

For more information, contact: 
Yorkville Sound Ltd., 550 Granite 
Ct., Pickering, ON L1W 3Y8 (416) 
837-8481, FAX (416) 837-8746. 

BGW's Performance Series 2 is a two 
rackspace, 300 watt per channel power 
amplifier designed for both the audio 
professional and musician. 

Features include dual-speed forced 
air cooling, a full complement of LED 
indicators, XLR and 1/4" input connec¬ 
tors and detented front panel gain 
controls. Quality five-way binding 
posts are supplied for reliable speaker 
connections. The amplifier circuitry 
offers wide bandwidth for sonic 
accuracy. The entire unit's circuitry is 
designed as one field-replaceable 
module, allowing quick and easy 

service. 
For more 
information, 
contact: White 
Radio Ltd., 940 
Gateway Dr., 
Burlington, ON 
L7L 5K7 
(416) 632-6894, 
FAX (416) 632-
6981. 

By Paul Sanderson 

IHSKIAAS 
& Hie Law 
In (AAADA 

By Paul Sanderson 

MUSICIANS & The Law 
In CANADA 

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. 

...And They've Picked Up On 
The 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 

EDUNCAN 
SEYMOUR OUNCAN RESEARCH 

Distributed in Canada Exclusively by Erikson Music • Tel: (514) 738-3000 
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TWO MAJOR SHOWS. 
TWO MAJOR AWARDS. 

We are extremely grateful for the recognition we received at NAMM and Musik Messe in Frankfurt this year for 

the introduction of our MXa and USA Series in 1992. Music and Sound awarded the MXa Series 'The Most Innovative 

Power Amp’ of 1992. And this is what Fachblatt, one of Europe's leading music magazines, said about our USA 850 as a result of 

their 1992 Reader Poll: "A newcomer appeared among the power amps of the Year 1992. The QSC USA 850 rocketed from nowhere 

to first place and distanced some major competitors to the lower ranks. ' 

Ihe MXa and USA Series. World Class Power. 

Distributed in Canada by: 

S.F.Marketing, 6161Cypihot, St. Laurent, PQ, H4S 1R3 ( 514) 856-1919 FAX (514) 856-1920 



DEDICATED TO 

EXCELLENCE IN 

MUSIC INDUSTRY 

EDUCATION 
HARRIS 

INSTITUTE 

FOR 

THE 

The Faculty The Courses 

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 McLay 

Scott McCrorie 

David Merrick 

Roland Parliament 

Martin Pilchner 

James Porteous 

Sheila Posner 

Scon Richards 

Debbie Rix 

Tom Rogers 

Bob Roper 

Don Sinclair 

Ted Southam 

Matt VanderWoude 

Walter Woloschuk 

Howard Zerker 

Music Industry Merchandising 
Audio Electronics 
Tour & Venue Management 
Music Business Law 
Artist & Repertoire 
Concert Promotion/Production 
Composition & Arranging 
Video Editing 
Live Sound/Lightmg Design 
Print Production & Packaging 
Music Video Production 
The Film Industry/Screenwriting 
Music Video Production 
Digital Synthesis/M IDI 
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 Publishmg/Contracts 
Advertising Arts 
Acoustics/Studio Design 
Audio Post Production 
Accounting Principles 
Music Marketmg/Record Dist 
Media & Music 
Producing/Engmeering 
Artist & Repertoire 
Music Industry Mathematics 
Print Production & Packaging 
Rock History/Music Theory 
Music Video Production 
Music Industry Accounting 

The Programs 

Harris Institute forthe Arts offers full and part-time programs in the business, 
technical and creative aspects of music Comprehensive one year Diploma 
programs in Producing/Engineermg (PEP) and Recording Arts Management 
(RAM) start in October, February and June. The Faculty is comprised of 38 
active industry professionalsand 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 at studios and companies within the industry Financial 
assistance may be available to qualified students. Harris Institute is registered 
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. 

x 6̂̂  

Í PEP f 
Jr5

The Producing/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: S7.840 00 

Irani s 

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: S6.978 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: 

The Registrar, Stan Janes 

HARRIS INSTITUTE FOR THE ARTS 
296 King Street East 

Toronto, Canada M5A 1K4 
Phone:(416)367-0178 



Nady 950« UHF 
Wireless System 

Nady Systems has introduced the Nady 
950GS UHF Wireless System. 
The Nady 950GS UHF wireless 

graphic equalizer and two 
high-powered professional 
power amplifiers. A lower 
cost eight-channel unit 

with a spring reverb, the PX-2208, is 
also available. 

The PX-2208 and PX-2208D include a 
two-channel 150 watt into four ohm 
power amplifier. The PX-2212D and 
PX-2216D include a two-channel 250 
watts-per-channel into four ohm power 
amplifier. Fender's proprietary 
Deltacomp clip protection circuitry is 

employed to protect its amplifiers 
and speakers from overload cond¬ 
itions. Two-speed forced air fan cool¬ 
ing ensures long life and trouble-free 
amplification. The unit is built into 
a rugged road case with a removable 
protective cover that folds out to 
become a stand. 

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

receiver is a rack mount, True Diversity 
unit with 40 frequency synthesized 
channels, arranged in four user-
selectable groups of ten channels each. 
The receiver is available with Nady's 
new, all-metal, Surface Mount Technol¬ 
ogy (SMT) handheld, lavalier or 
instrument transmitters. 

The 950GS utilizes Nady's propri¬ 
etary UHF RF link, plus Nady's 
patented companding noise reduction 
for refined audio quality. The 950GS 
has a 120dB dynamic range. 

For enhanced reliability in even the 
largest venues, the 950GS also features 
Nady's exclusive hiss mute circuitry 
which, according to the manufacturer, 
maintains audio quality as the user 
moves to the outside limit of the 
system's operating range. 

Other features include switchable 
balanced level out (line/mic), 115/220V 
AC power, 20-25 V DC power option, 
bass boost, monitor volume control and 
front or rear mounted high efficiency 
antennas. The 950GS operates in the 800 
MHz. range. 

For more information, contact: S.F. 
Marketing Inc., 6161 Cypihot St., St. 
Laurent, PQ H4S 1R3 (514) 856-1919, 
FAX (514) 856-1920. 

Fender PX 
Series Mixers | 

Fender Electronics has introduced the 
new PX Series powered mixers. The PX 
Series combines a studio-quality stereo 
mixing console with a professional 
built-in digital reverb, a dual nine-band 

BGW was good and expensive, 

For the dealer nearest you contact: 
WHITE RADIO LIMITED... BGW's exclusive Canadian rep. 
940 Gateway Drive, Burlington, ONT, L7L 5K7 
Phone: (416) 632-6894 Toronto line: (416) 798-7959 

PERFORMANCE SERIES POWER AMPS 
• Modular design for outstanding reliability 

and simplified service. 
• Wide band audiophile circuitry. 

Compact, incredibly strong lightweight welded steel chassis. 
Reversible front panel handles for either rack mount 

installation or easy handling. 
Exceptional performance - incredible price. 

now they’re 
just good. 

If you never owned a 
BGW amp it's probably 
because you couldn’t afford 
it. For over 21 years, BGW 
has been the choice for 
those demanding superior 
performance at any price. 
Now, state-of-the-art 
technology has made BGW 
affordable for everyone. 
Get the most “bang for 
your buck” ... experience 
the powerful, new BGW. 
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T NATIONAL 
annual COMPETITION 

L SONGWRITING 

AM’06

SONGWRITERS 
ASSOCIATION 
OF CANADA 

The winner receives $10,000 cash and will have their song published and professionally 
recorded by all star session musicians produced by Eddie Schwartz, released by MCA 
Records, and promoted nationally. 

Locally: Tascam Porta07 home studio and a scholarship that 
includes an all expenses paid round trip to Toronto, 
accommodation at the Toronto Marriott Hotel , and the 
opportunity to work with professional songwriters in conjunction 
with the Songwriters Association of Canaria. 
All local winners will be have their songs evaluated by a panel of 
experts, including professional songwriters, publishers and 
industry professionals. 

TASCAM "*"fi;Wrno(l 
— E ATON CENTRE 

Mix 

Regina 

I—T“<ZZ> K z 
1 ) Send cassette of one song, including lyric sheets along with name, address and phone 

to the local station in your area. 
2) Song must be original and not published or distributed prior to contest. 
3) All entries must be received by station no later than August 13, 1993. 
4) Contestants must be 19 years of age or older. 

For more information, contact The Songwriters Association of Canada at (416) 924-7664 

ERESE T̂ED STANDARD RADIO INC. 

5 
Vanc°uver

s 

"V you're I- I 

&M te,wOM-9 Tom Coc/^ 
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EAW FR Series 
EAW has released the new FR Series 
high definition nearfield systems. 

These loudspeakers are specifically 
designed for high definition reproduc¬ 
tion over short to medium throws. 
Their low distortion, wide bandwidth 

and flat power response produce 
excellent sound quality. True three-way 
designs incorporating the WGP high 
frequency subsystem and other EAW 
innovations combine the high output 
levels characteristic of large horn-
loaded designs with wide coverage, 
extended bandwidth and minimal 
distortion. 

For more information, contact: 
Contact Distribution Ltd., 38 Thorn¬ 
mount Dr., #1, Scarborough, ON M1B 
5P2 (416) 287-1144, FAX (416) 287-1204. 

1717 East, René Levesque Blvd. 
Suite 440 

Montreal Qc. 
H2L4T3 

514-521-20M) 

Limited enrollment • Hands-on training 
Mein» 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 burseries 
Complete in-house 

state of the art 
music technology 
STUDIO-LAB 

THE SOUND REINFORCEMENT 
HANDBOOK 
Gary Davis & Ralph Jones 
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Covers all aspects of 
designing and using 
audio amplification 
systems for public 
address and musical 
performance. Features 
both audio theory and 
practical applications of 
theory. This revised 
edition features 40 new 
pages on topics such as 
MIDI, synchronization 
and an Appendix on 
Logorithms. 
HL028.$44.95 

To order, call 1-800-265-8481 and have your credit card ready. 
Or send cheque/MO for $44.95, plus 10% shipping and handling, 

plus 7% GST (Canadian residents only) to: 

The Music Bookstore 
23 Hannover Dr., #7 

St. Catharines, ON L2W 1A3. 
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Now available in Canada 
exclusively through 
The Music Bookstore, 

this industry "Bible" has it all! 
Covers U.S., Canada and international 

contacts for record companies, 
managers, agents & suppliers. 

PLUS! New for '93! 
Listings for U.S. college & 
commercial radio stations. 

Get Yours Now!! 

1993 edition 

SBOO1 $84.95 

Credit card holders can call 
toll free 1-800-265-8481 
for immediate service. 
VISA, MasterCard and 

American Express accepted. 

To order send cheque/MO for 
$84.95 + 10% S & H + 7% GST to: 

The Music Bookstore, 
23 Hannover Dr., Unit 7, 

St. Catharines, ON L2W 1 A3. 
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used to control and smooth out a 
singer with bad dynamics or mic 
control. I'd personally recom¬ 

mend a dbx 166 stereo compressor based on 
its affordability and reliability as well as its 
ability to be used as a noise gate. 

n this article I II try to advise on some of 
the do’s and don’ts as we piece together 
our front-of-house rack. In a previous 

article we determined that our budget for 
our effects rack would be $1(1,000 keeping 
approximately $1.000 for casing and ca¬ 
bling. Let's shop! 

Equalization 

Considering our main EQ is the first in the 
chain once the signal path leaves the 
soundboard, it's important that the quality 
of this particular unit is in keeping with the 
quality of our console without killing our 
budget. Some engineers prefer a parametric 
equalizer. Although this type of equaliza¬ 
tion gives you more flexibility and control 
over frequencies, it requires a little more 
time and understanding than a standard 1/3 
octave graphic equalizer. Ironically, even 
some of the more experienced live sound 
techs have never used a parametric EQ or 
even care to. To ensure that our system is 
user-friendly, we ll stick with the graphic¬ 
style EQ. Most respectable manufacturers 
offer a reasonable stereo EQ around the 
$1,000 mark. When buying any equipment, 
make sure the manufacturer offers a solid 
warranty as well as a history of providing 
reliable products. There are still many Klark 
Technic DN360 stereo equalizers out there 
that have continued to provide years of un¬ 
interrupted service and are still an industry-
accepted product. Ashly have introduced the 
GQX 3102 selling in the $1.500 range that I 
have had a great level of success with. 

Compression 
A piece of equipment every FOH rack 
should contain is a main compressor. One 
can expect to pay around $700 for a decent 
stereo compressor, although one can look 
upwards into the $2.000 region for some 
fairly sophisticated units. Ashly, dbx. Rane 
and Symetrix to mention a few, all offer a 
respectable stereo compressor, each offer¬ 
ing a varied amount of features. As well as a 
stereo compressor for our mains, an addi¬ 
tional stereo compressor for channel inser¬ 
tion would be advised. This comes in handy 
when dealing with heavy transients caused 
by bass guitars. The other channel can be 

Noise Gates 
Noise gates are a voltage-sensitive unit that 
allows or disallows the flow of signal infor¬ 
mation from one point to another. They are 
most commonly used to eliminate rumbling 
and low end feedback caused by drums or 
other percussive instruments by means of 
inserting into a particular channel on the 
console. This is not to limit their usefulness 
because gates equipped with a key function 
(a feature used to open another gate or trig¬ 
ger other pieces of equipment simultane¬ 
ously) can be very useful in accomplishing 
a tight bass drum/bass guitar bottom end. 

Some features to look for when purchas¬ 
ing a noise gate are the key function, a floor 
control feature, attack and release controls 
and a hold control. Higher-end manufactur¬ 
ers offer more intricate features, but not 
without cost. For the purposes of this sound 
system a decent 4-channel quad noise gate 
with the above functions will suffice. My 
personal choice is the new Ashly SG-.35E 
quad noise gate, retailing around $850. If 
you decide to go the route of a higher-end 
noise gate. Drawmer offers the DS 201 
stereo noise gate that retails around $1.000. 
For the purpose of this system, we'll stick 
with the Ashly to stay within our budget. 

We've succeeded in burning up approxi¬ 
mately $4,000 so far, now let's buy some 
effects! 

Effects Processing 
Digital delays, as we've come to know them, 
are very quickly becoming a thing of the 
past. Multi-effects processing has become 
the way of the present and the future. One 
unit capable of replacing upwards of six is 
hard to argue with, although 1 still think four 
separate multi-effects units are the way to 
go. This gives you all the flexibility you 
could ever need to accomplish a nicely ef¬ 
fected program. The one downfall of all this 
multi processing is the time required to set 
all the different parameters. Another impor¬ 
tant factor is that of MIDI. Most units manu¬ 
factured these days are MIDI-compatible. 
Pushing one or two buttons sure beats the 

hell out of seven or eight. When considering 
the digital delay or echo programs of a par¬ 
ticular unit, ensure that the unit is capable of 
providing at least 1 -5 seconds of delay time. 

Reverberation is another thing that has 
come a long way over the years. In the ear¬ 
lier years of mixing live sound. I was over¬ 
whelmed to have a 16-channel Bi-amp mix¬ 
ing console with a built-in spring reverb. 
Progressing into the 20th Century. I pur¬ 
chased by first digital reverb unit (a Yamaha 
SPX90). This particular unit was and prob¬ 
ably still is the most commonly found ef¬ 
fects unit in racks around the world. 

Yamaha continues to provide the industry 
with excellent, reasonably priced multi-ef¬ 
fects processing units. Lexicon. Digitech. 
Alesis and ART also manufacture cost-ef¬ 
fective multi-effects units. I still tend to fa¬ 
vour the ease in operating the old faithfuls 
(Roland. Korg and Ibanez) who have pro¬ 
vided me with years of reliable digital de¬ 
lays. You could purchase four respectable 
units with the remaining $4,000 and still 
have some extra for an inexpensive CD/Cas-
sette deck. 

Tre Rack 
When purchasing a custom rack, be sure to 
deal with a company that specializes in mak¬ 
ing custom road cases. Pay the extra money. 
Remember you're protecting a big invest¬ 
ment. When figuring out the size of your 
case, leave extra rack spaces to accommo¬ 
date an illuminating power conditioning 
module as well as a locking drawer and room 
for additional purchases. Make sure all patch 
plates are constructed of heavy steel and uti¬ 
lize only the best cabling and connectors. 
Wherever possible use balanced connectors. 
Be sure your case is adequately ventilated to 
avoid the overheating of components. Most 
equipment failure is a direct result of expan¬ 
sion and contraction of printed circuit boards 
causing cold solder joints. 

Well. I think we've done a pretty good job 
of buildingour effects rack and stayed within 
our budget. Be sure to pick up the next issue 
of CM when we go shopping for our power 
and enclosures. 

Al Craig is ownerloperator of A.C. Sound and 
Lighting and the Ontario Institute of Live Sound 
Engineering and recording located in London. 
ON. 
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BCB continues to represent the legendary Clair Bros, 

products in Canada, utilizing S4, Series 2, R4 cabinets 

and the 1 2 AM monitor rig, recently used by such artists 

as Blue Rodeo, Kim Mitchell, Alannah Myles and April 

Wine among others. In addition, BCB now offers 

consulting and special event planning from mobile stages, 

generators, ticket booths, security, scaffolding and lighting 

to stage hands and stage managers. 

With the combined experience of Cam Butler (President), 

Sam Boyd (Manager) and Mike Primeau (Vice President) 

and the reliability and performance of the world 

reknowned Clair Bros, system, BCB Productions ensures the 

smooth and professional operation of any event. 

BCB Pro Audio is pleased to 

announce the appointment of 

Sam Boyd as Rentals 

Manager and head of their 

newly formed full service 

Production Division. 

“We are getting more and 

more calls from potential 

promoters w ho have funds 

and an idea for a show, but 

don't know what it takes to 

properly plan allofits 

aspects. They like the idea 

of having to deal with only 

one or two persons for their 

needs instead of ten 

different companies. This 

also eliminates the old pass 

the buck situation, if there is 

a problem or concern the 

promoter knows exactly 

who to talk to." 

CAM BUTLER, 
President 

AUTHORIZED DISTRIBUTOR 

PRO-AUDIO 

1 535 Meyerside Dr., Unit 8, 

Mississauga, ON L5T 1 M9 

(416) 564-3444 

FAX (416) 564-1089 



Agréât deal has been written about 
how engineers can achieve a bet¬ 
ter product. Since this is, after all. 

a musicians' magazine. I thought it might be 
applicable to address how you. the musician, 
can help. If you expect your instrument to 
sound killer in the studio, your most effec¬ 
tive approach would be to make it sound 
killer at home. Don't go into the studio ex¬ 
pecting a miracle. If it sounds like hell when 
you play it. the engineer will duly present 
you with a remarkably accurate replica of 
exactly that. 

1 recall one session where the bass player 
dragged in an old Ampeg bass head and an 
8xl() cabinet. After miking it and setting up 
a DI feed. I went into the control room to 
set up the board and some compressors 
while the bass player fired up his rig and 
began making noise. 

As 1 brought up the fader for the bass mic, 
my first thought was that someone had 
parked a truck in the iso booth and left the 
engine running. I trotted over to the bass 
amp to discover that the cooling fan in the 
amp head was suffering from some ailment 
that made it sound like a lawnmower run¬ 
ning on gravel. Trying not to laugh too hard, 
1 repositioned the mic to one of the two low¬ 
est cones of the cabinet to get as far away 
from the amp head as possible. The bass 
player was looking at me with a puzzled ex¬ 
pression on his face, as in, "Is anything 
wrong?”. No, nothing serious. Nothing that 
can't be fixed by getting a new bass rig. 

Realistically, though, if my mic reposi¬ 
tioning didn't do the trick, then I would sim¬ 
ply have gotten a longer 'A" cable and tossed 
the amp head into another room. The incin¬ 
erator. perhaps. 

I returned to the control room to find out 
how my bass sound was doing. The cooling 
fan was certainly much more manageable, 
and I was thinking that if we got enough vol¬ 
ume out of the cabinet, it should cover it up 
quite nicely. 

That’s when I heard it. From the bowels 
of Hell itself, a bass sound emerged hardly 
to be recognized as such. Containing noth¬ 
ing above 200 Hz. the sound was a holo¬ 
graphic mudslide accompanied by an ex¬ 
tremely convincing rendition of a rhinoceros 
with gas. I bowed my head in a silent prayer, 
asking that not all the cones in the cabinet 
were blown. I checked, and suffice it to say 

that the bass sound on the recording is DI 
only. 

The moral of the story is: Make sure your 
gear is in good working order before setting 
foot in the studio. Not only will your sound 
suffer, but making such discoveries during 
a recording session is a costly waste of stu¬ 
dio time, especially if repairs have to be 
made on necessary equipment. 

1 had one guitarist who didn’t get to play 
a single note before the power supply for his 
effects pedals self-destructed. While dis¬ 
mantling it and uttering death threats and 
other pertinent information regarding its par¬ 
entage, he revealed the fact that he'd been 
meaning to have it looked at for months. So 
we wasted an hour and a half hunting down 
enough 9V batteries and adapters to run his 
pedals before we could proceed. 

Strings are another issue. Guitar strings 
tend to be relatively cheap, and also have a 
habit (usually) of breaking before they get 
tonally disgusting. As a result, most guitar¬ 
ists come into the studio with strings that 
sound good but won’t stay in tune because 
of their newness. Bass strings are another 
thing altogether. Just because your strings 
have survived three years and twelve 
boilings doesn't necessarily mean they still 
sound good. I know they're expensive, but 
buy a new set before the session! Besides, 
they’ll last you another three years playing 
live. 

Drums are a lot of fun. too. Drummers 
have a tendency to forget about the least ex¬ 
pensive part of the kit — those little plastic 
sleeves and felt bits that go onto the cym¬ 
bal rests. Since the cymbals are being close-
miked. all those insignificant rattlings of a 
metal cymbal on a metal stand are meticu¬ 
lously captured in glorious hi-fi. Not only 
is this poor treatment of the cymbals — it 
causes them to crack from the centre out — 
but the sound is terribly annoying. In fact, 
it’s right up there with the squeaking kick 
drum pedals, rattling hardware, and creak¬ 
ing drum stools. Most studios will have 
some type of lubricant on hand to fix 
squeaks, but as for the missing bolt on the 
cymbal stand, good luck. The solution? En¬ 
ter the engineer’s best friend: We swathe 
your kit in gaffer tape while the rest of the 
band restrains you. 

Drum heads are another major issue. I 
don't know how many times I have had to 

deal with a snare that had four tuning lugs 
missing, a dead ringer and half a roll of pa¬ 
per towel taped to it. As soon as I wander 
over to the drumkit to marvel at the tragedy 
and administer whatever treatments are nec¬ 
essary, last rites usually being one of them, 
the drummer invariably says, "Yeah. I know 
it looks like hell, but it sounds great live!”. 
After slapping a mic on it and returning to 
the control room. I raise the fader and hear 
a so-called snare that sounds exactly as I ex¬ 
pect, closely resembling a box of Pampers 
with a Slinky stapled to the bottom of it. 
Please. Buy new heads. They help. 

So does tuning, come to think of it. 
Drums are not easy to tune or to keep in 
tune, ’l ension across each tuning lug does 
not remain consistent for very long, and. if 
left uneven for an extended period, causes 
the head to warp, resulting in a Doppler ef¬ 
fect every time the drum is hit. If it has not 
been left this way for too long, it may be 
retuned, but. if it is warped, it will require 
replacement. 

Which brings me to another point. For 
winter recording sessions, when you decide 
to load the truck the night before to save 
time in the morning, do the world a favour 
and arrange with the studio to arrive two 
hours ahead of time. This will give the gear 
a chance to thaw out and you a chance to 
retune the whole mess. Even though the 
drum head box says it can survive -40°C to 
+50°C, what they didn't tell you is that the 
pitch changes two octaves in the process, 
with little regard for uniformity. 

Good sounds make for good recordings. 
If you want to sound like a Les Paul going 
through a Marshall JCM 900 and a 4x12 
cabinet, I suggest that's what you bring 
along. 

The whole purpose of a recording session 
is to capture what you sound like, so make 
sure you sound like what you want before 
you arrive. An engineer and the equipment 
can enhance your sound, but can enhance 
only what you supply. 

Engineer anil Trebas instructor Eric Abrahams 
is owner of Sounds Like Heil Productions, a new 
company offering recording and related services 
in a wide variety of Toronto recording studios to 
accommodate any budget or requirement. 
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CRIFICE 
Sacrifices — the most prevalent word 

when the topic is independent tour¬ 
ing. When any independent act hits 

the road, unless they’ve acquired an outside 
investor or sell as many cassettes off the 
stage as the Barenaked Ladies did. they'd 
better be ready to make sacrifices. Also, take 
note of the #1 Touring Rule: Make Sure 
Your Band Is Prepared Musically. There's 
a lot of talented competition out there. Hey, 
no intended cynicism here, but spreading 
your musical gospel coast-to-coast in this 
country will be one of the most challenging 
undertakings you will ever take on as a per¬ 
forming musician ... 

Sacrifice *1: Your Time 
Chances are if you're an unsigned artist (no 
shame here) about to embark on a cross¬ 
country tour, you probably don't have the 
semi-luxury of a booking agent. If this is the 
case, presto — you’re the booking agent! 
Yup. So about two months before you want 
to head out. hop on the phone and do it your¬ 
self. This can be a frustrating exercise of 
phone tag. unanswered and/or several repeat 
calls. 

Before making any calls, take note of this 
#1 Touring Rule: Use Other People’s Ex¬ 
perience And Information. Talk to other 
musicians, tour managers or agents about 
which clubs you should be playing and on 
which nights (you're wasting precious 
phone time calling ‘Top 40’ bars if you play 
punk rock). You could also refer to the Na¬ 
tional Chart Gig Guide, an information 
source chock-full of clubs, promoters, pub¬ 
lications. radio stations, record stores and 
instrument rental/repair shops in each major 
centre across the country. You can contact 
the National Chart at PO Box 332. Willow¬ 
dale Sin. A. North York. ON M2N 5S9, The 
amount of time spent calling clubs will de¬ 
pend on how many dates you want to play 
and over how many days. Some bands can 
go two weeks straight with no days off, oth¬ 
ers need a break every three gigs or so (this 
usually depends on how much torture the 
vocalist's voice can endure — don't push 
it!). If the talent buyer at the club cares about 
their bookings, they’ll ask you to follow your 
call with a promotional package. This should 

include just about any piece of evidence that 
shows your band has its shit together (ie. 
quality demo tape, press photo, bio, press 
clippings, performance video, college radio 
chart positions, a nifty tour poster, reference 
letters from other clubs and of course, a 
cover letter including your name, phone 
number and the date and deal you're looking 
for). 

Sacrifice *2: Your Pride 
When you've tracked down the club’s talent 
buyer, followed up the begging with a pack¬ 
age and secured your date verbally, mail 
(along with more nifty tour posters) a Live 
Engagement Contract to the club. The con¬ 
tract is an agreement between you and the 
buyer stating the date, location, time and 
length of performance, the fee/terms agreed 
upon, complete contacts for both parties and 
any other added provisions. The contract 
should also state that the club is to supply an 
adequate PA system along with an experi¬ 
enced sound tech. Most agreements should 
include a monetary guarantee with hotel ac¬ 
commodations and a hot meal for each per¬ 
formance night. If your band has never 
played that market before, you'll be lucky to 
get a $100 guarantee and a case of beer, but. 
more than likely you'll get the opening slot 
on a three-band bill and a few beers (it’s at 
this point that you must remind yourself how 
much you luuuuv to play). 

Regardless, get it on paper and try to get 
the buyer to return a signed copy of the con¬ 
tract to you. Every once in a while you’ll 
come across a club that will not only return a 
signed copy (unlikely) but will also include 
the 50% upfront deposit that you requested 
as well (highly unlikely). In all reality, you 
may not receive any contracts before you 
leave, meaning the whole tour is one big 
risk. 

Sacrifice *3: Batteries 
Yup, batteries. You'll probably run’em dry 
in your calculator as you repeatedly try to 
budget your tour expenses into the few mea¬ 
sly guarantees that were negotiated (in many 
cases your negotiations may only result in a 
percentage of income taken from each ad¬ 
mission paid — don't bank on these at all). 

Your expenses should include vehicles, fuel/ 
oil. hotels, meals, crew, parking, equipment 
rentals, ferries and of course, the artist draw 
(a.k.a. per diem). Per diems should be kept 
to minimum since most days are spent trav¬ 
elling. Per diems can be reduced even more 
on show days where a meal is provided. This 
may sound cheap, but you'll find that every 
penny counts! 

Sacrifice *4: More 
of Your T ime 

So it’s two weeks before your tour starts and 
you haven't received a contract from any¬ 
one yet. Again, hop on the phone, track 
down the buyer and explain how it is only 
good business to return contracts, ensuring 
both parties of your participation on the said 
date. At this time you should take the oppor¬ 
tunity to advance the show and collect all 
pertinent information necessary to pull off a 
smooth performance. This includes secur¬ 
ing technical requirements, merchandise 
arrangements, detailed directions to the club 
and hotel, load-in/sound-check/performance 
times, meal time, when the doors open and a 
curfew (if any). Along with this informa¬ 
tion, make sure to record the phone number 
of the club, which is often a different number 
from the buyer’s. 

Sacrifice *5: Even More 
of Your T ime 

Chances are if you’re unsigned (honest, it’s 
okay), you can’t afford a publicist. If this be 
the case, presto — you're the publicist! 
What does a publicist do? Well, you could 
say that they drum up as much free advertis¬ 
ing for your gig as possible, both in the form 
of previews in the local dailies, weeklies or 
school/campus newspapers. You need to co¬ 
ordinate phone or in-person interviews on 
relevant commercial and campus radio sta¬ 
tions and don’t forget the community televi¬ 
sion stations. Ask for the Bowden's or 
Matthews media guides at your local refer¬ 
ence library for all the nationally current 
names and phone numbers you'll need. #1 
Touring Rule: Don't Overlook The Im¬ 
portance Of Publicity. No part of touring is 
more disheartening than playing to an empty 
room because no one is aware that you're in 
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town. It could also ruin your chances of re¬ 
turning to that club. 

Sacrifice *6: Wear 'n' Tear 
On Your Uncle's Van 

If your uncle (or anyone else for that matter) 
has a van he can spare for a couple of weeks, 
borrow it! Nothing will put an already slim 
tour budget in the red quicker than a rented 
vehicle. Remember to make sure that any¬ 
one driving the vehicle is of the insurable 
age for the existing insurance policy. An¬ 
other smart move would be to join an auto 
club. For a very reasonable fee, they provide 
24-hour emergency roadside service and 
towing almost anywhere in North America. 
Probably the most efficient club in Canada 
is the CAA. Call 1-800-336-4357 to find out 
your nearest registration office. They can 
also provide you with road maps and will 
even assist you in mapping out the best route 
to take from one location to the next. #1 
Touring Rule: Check Your Motor Oil 
Every Day. And this may sound odd. but try 
to keep your vehicle as clean-looking as pos¬ 
sible. The RCMP seem to have an instant 
attraction to unique looking vans, resulting 
in many lost travelling hours. If you must 
rent, try to find a vehicle that will comfort¬ 
ably carry band and gear, while still leaving 
room for a small mattress. When calling 
rental agencies, try to work out a deal based 
on both the length of your rental period and 
the distance you will be travelling. 

Sacrifice *7'- Sleep 
You've been taking shifts driving since 5 

a.m., but you've arrived safely and on time. 
After you finish your interview at the cam¬ 
pus radio station, you head to the club. Your 
band name is misspelled on the marquee. 
Hmm. You load in, set up. sound check, try 
to split a medium pizza five ways, have a 
beer, get up and play, pull off a pretty good 
show, tear down, load out, cross your fin¬ 
gers in hopes that you won’t have a hassle 
getting paid and finally drive to the hotel. 
Great! Park the van and hit the sack. 

Well, not exactly. If you're lucky enough, 
you get a ground level room in the hotel 
because you’ve got to unload most every¬ 
thing from the van and pile it in your hotel 
room. Sound stupid? So will your band when 
they try to take the stage the next night with 
no instruments. #1 Touring Rule: Never 
Leave Any Valuables In An Unattended 
Vehicle. 

Sacrifice *8: Your Bed 
In many situations accommodations are not 
provided, meaning you must fend for your¬ 
self. This could mean cutting costs at a road¬ 
side motel with only two single beds or 
maybe sleeping on a friend’s living room 
floor (remember, you luuuuv to play). Take 
time to sleep though, for both your safety 
and the quality of your performance depend 
on it. 

Sacrifice *9: Your Sanity 
So you’ve got two days off before your next 
show and to save money, you hang out in 
Swift Current. Bring a healthy supply of 
books and board games. 

When a month has gone by, you’ve toured 
half of Canada’s cities on your way out. the 
other half on your way back and you've only 
racked up SI.500 on your mom’s credit card. 
Excellent! You kept it under the $2,000 
mark. Seriously, there isn’t a band yet to 
tour this huge country at this level and make 
a profit. But despair not! It only gets easier 
with each time out (slowly, mind you). Re¬ 
member: with every action there’s an equal 
and opposite reaction, and with every sacri¬ 
fice comes a morsel of opportunity. At the 
end of each night, shake hands with the tal¬ 
ent buyer and send thank you letters to all 
the journalists, DJs and VJs. Don't destroy 
your hotel room, 'cause you’ll be back there 
one day. And the next time you pick up the 
phone to start booking another tour, notice 
how you're spending less time talking and 
more time playing. 'Cause you luuuuv to 
play. 

Don Christensen heads NOISE Management, the 
exclusive management and booking company for 
Bob Wiseman and Change of Heart. 
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Features Like These Are Usually Found 
Only In Larger Mixing Consoles. 

Mic/Line switching 

for optimal level 

adjustment. 

Three-band E0 

with sweepable 

mid frequency 

center. 

Rear-panel channel 

insert points on 

separate jacks. 

High-gain (84dB Channel input to program output) ensures full output with 

low level or distant mies. Optional Precision input transformers are available. 

Better than 130dBu 

Equivalent Input Noise 

10-Segment LED meters for quick, accurate 

visual monitoring of all signals. 
Switchable 

Phantom Power 

for Condenser 

Mies 

Separate Mono 

Output level 

Headphone Out 

w/Level control 

Switchable Meter 

Functions 

2 Aux sends per channel greatly increase flexibility 

when interfacing signal processing units. 

Utilizes the same mic preamp chip found in top recording 

consoles to provide exceptional, low-noise performance. 
Transformer Isolated i-24dBm 600 ohm Balanced XLR 

Stereo Program Outputs w/Left and Right Master Controls. 

Our MM-508 Offers Them 
In Just Three Rack Spaces. 

GERRAUDIO Dist Inc.,22-2 Thorncliffe Park Drive, Toronto, M4H 1H2 Tel: 416-696-2779 FAX: 416-467-5819 ASHLY 
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Boomers Rock with Country 
The boomers want Country. Country wants Boomers - GHS Boomers®. 

America’s 76 million baby boomers have rocked country music to the top of the charts. 
Behind most hit songs, there’s a guitar strung with GHS BOOMERS® - The #1 electric guitar string. 

GHS Strings offer quality, selection and reliability that musicians trust - endorsed and played by Country’s finest musicians... 
Ricky Skaggs. Ricky Van Shelton & Band. Travis Tritt & Band. Tracey Lawrence & Band. Clint Black & Band, Pirates of the Mississippi. Stacey Dean Campbell 

& Band, Doug Stone & Band, Lori Morgan & Band. Diamond Rio. Osborne Bros.. Restless Heart, Moody Bros.. Asleep at the Wheel. 

Steve Sheehan (WynonnaJudd Band), Danny Davis (Porter Wagner Band), Jerry Douglas, Tony King. 

Distributed hi Canada by Cuast Musú 
620 McCaffrey, St. Laurent. PQ 
IDT INI (3D) 738-3000 



Yamaha PSR 5700 
Electronic Keyboard 

Yamaha has announced the introduction of the most powerful electronic keyboard in the 
PSR product line: the Yamaha PSR 5700. The PSR 5700 offers numerous professional 
features, such as 16-bit sound, interactive accompaniment and a built-in 3.5" floppy disk 
drive — all in a compact keyboard designed for the home hobbyist. 

The PSR 5700 features 38-note polyphony, a total of 100 AWM (Advanced Wave 
Memory) voices, 100 custom voicesand 126 general MIDI voices. Each voice has up to nine 
effects. The unit also possesses 84 percussion sounds and eight drum pads. 

The PSR 5700 boasts an 8-track sequencer with full editing capabilities. It provides 36 
different musical styles, each with individual intros, fills, endings and 12 variations. The 
sequencer’s memory can hold up to six songs and additional songs can be saved to disk. A 
built-in signal processor enhances the keyboard s sounds with sustain, reverb, chorus, duet/ 
trio and transpose effects. 

The keyboard features 61 touch-sensitive keys, a modulation wheel and a pitch bend 
wheel. In addition, the unit provides an auxiliary stereo audio input for an external drum 
machine or tone generator to be played through the speakers. 

The 3.5” floppy disk provides storage and recall of tonal and performance data. It also 
can play back performances found on the "Yamaha Disk Orchestra Collection". 

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

Hot Guitarist 
Video Magazine 

The Hot Guitarist Video Magazine is an 
innovative concept that brings the hottest 
guitarists from today’s leading bands right 
into your own living room. 

Featuring a mix of in-depth interviews, 
exclusive live performances, advice about 
gear and one-on-one lessons, the video series 
is perfect for today’s MTV generation, who 
have become accustomed to receiving 
information in a more visual fashion. The 85 
minute videos feature artists such as Steve 
Morse, Neal Schon, Jennifer Batten, Paul 
Gilbert and Al DiMeola giving interviews 
and instructional lessons. 

For more information, contact: National 
Music Methods Ltd.. 80 Esna Park Dr.. #10, 
Markham, ON L3R 2R6 (416) 470-6120, 
FAX (416) 470-6126. 

Chameleon 
DSP Preamp 

New from Rocktron, the 24 bit Chameleon 
DSP guitar preamp offers continuously 
variable preamp tones and a number of 
effects. 

The Chameleon will produce the tone of 
your favourite stack or vintage combo, 
classic fuzz tones and all stations in between. 
Use up to three FX simultaneously, includ¬ 
ing reverb, chorus, delay, flange, wah-wah 
auto pan, phase, pitch shift, tremolo and 
speaker simulator. Incorporating HUSH 
noise reduction, the Chameleon may be used 
with Rocktron’s MIDI Mate foot controller. 

For more information, contact: Solo 
Professional Products, 2870 Technology 
Dr., Rochester Hills, Ml 48309 (313) 853-
3055, FAX (313) 853-5937. 

The Miracle Piano Teaching System 
The Miracle Piano Teaching System is designed to work with a variety of systems 
including Nintendo Entertainment System. Super Nintendo Entertainment System, 
Sega Genesis System, IBM PC & compatible computers. Commodore Amiga 
computers and Macintosh computers. 

Written by professional music educators, this program makes learning the basics a 
pleasure. It is the ideal system for beginners or even for those who just need to brush up 
on basic piano skills. By taking full advantage of computer technology. The Miracle 
makes learning keyboard fundamentals fast and easy. Using Artificial Intelligence 
Technology, it monitors each lesson and builds a series of personalized exercises 
based on individual needs, and by borrowing the fun of video games, it makes kids 
want to learn. 

The professional keyboard features full-sized, pressure-sensitive keys. Over 100 
other instruments are available at a single keystroke and a built-in stereo sound system 
allows you to make an entire orchestra come to life whenever you play. The Miracle 
keyboard is compatible with the entire world of modern sythesizers through built-in 
MIDI connections. 

For more information, contact: DHD Enterprises, 9275 Hwy. 48, Markham, ON 
L6E 1A2 (416) 472-1289, FAX (416)472-3136. 
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Vic Firth Emil 
Richards Collection 

Vic Firth has introduced the Emil Richards Collection of percussion mallets and effects. 
Emil Richards, percussionist and premier L.A. studio musician, has had a major impact on 

modern percussion. Throughout his career, Emil has toured the world collecting and studying 
ethnic percussion instruments, and the depth of his percussion knowledge has given him a 
unique artistic perspective. Emil has now collaborated with Vic Firth and the result is a new 
line of sticks and accessories. 

The Emil Signature Series consists of five novel 
instruments which produce distinct and versatile 
percussive effects: 

Back Beat Clappers — great for fast rhythms played 
on the knee like castanets or for back beats and rhythms 
behind a band or a singer. 

Timp-Maraca Sticks — a cross between a timpani 
mallet and a maraca. Played on tom-toms, congas and 
bongos; great for African or Latin music. 

Rattle Mallets — a cross between a keyboard mallet 
and a maraca. Played on vibes, marimba or tom-toms; aslo terrific for African and Latin work. 

Slap Mallets — made from reversed sheepskin, this leather-headed keyboard mallet lets 
you really dig into the bars. Produces a unique slap sound effect, accomplished by pressing the 
mallet into the bar when striking. 

Drum Stick Chime — a playable wind chime capable of producing gentle cascades of 
sound to full staccato attacks. Great for the patio as well! 

For more information, contact: Coast Music Products, 620 McCaffrey, St. Laurent. PQ 
H4T 1 N1 (514) 738-3000, FAX (514) 737-5069. 

Super High-Gloss 
Piano Polish 

Cory Keyboard Products has introduced 
their latest custom product for piano care, 
Super High-Gloss Piano Polish. Specially 
designed for today’s polyester and lacquer 
high-gloss finishes, Super High-Gloss 
removes and resists fingerprints, is anti¬ 
static and non-streaking. 

Super High-Gloss Piano Polish is avail¬ 
able in 8 oz., 32 oz. and gallon refill sizes. 
Cory Keyboard Products manufactures a 
complete line of piano care products 

including full store 
displays. 

For more in¬ 
formation, con¬ 
tact: Cory Key¬ 
board Products, 
21704 Devon¬ 
shire St., #274, 
Chatsworth, CA 
91311 (818) 708-
9532, FAX (818) 
708-1430. 

A Better Way To 
Buy Sheet Music 
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 
compatibility 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. 

MANUFACTURING 
Compact Discs 
$1.89 each 

includes glassmaster*, poly, 
jewelbox, CD label printing. 
(From a 1630 and CD film) 

Cassettes 
.970 each* 

from running master, 
45 minutes, normal tape 

‘applies to 1000 units only 

7370 Woodbine Ave., Suite 12 

! I \ Markham, Ontario L3R 1A5 
PROMOTIONS (416) 477-8050 • Fax: (416) 477-9646 
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Gibson Nighthawk Guitars 
Gibson has introduced the new Nighthawk guitars. The Nighthawk line couples M-Series switching 
technology with two specially designed humbucking pickups. Ease of use is ensured by the simple 
five-way switching system which allows quick access to all of the Nighthawk sounds. The treble 
pickup on the Nighthawk is a unique Gibson-designed slanted humbucker while the rhythm pickup 
is a proprietary Gibson-designed mini humbucker. 

The Gibson Nighthawk features a lightweight contoured body design with a low profile string 
through body bridge system and an elegantly inlaid slim taper 22 fret full-access neck. 

The lineup features the Nighthawk Special, Standard and Custom — building from the simple 
but effective Special up to the slick and elegant Custom which features triple-bound body and 
headstock, hand picked Hamed maple top. crown fingerboard inlays and gold hardware. 

For more information, contact: Yorkville Sound Ltd., 550 Granite Ct., Pickering, ON LI W 3Y8 
(416) 837-8481, FAX (416) 837-8746. 

SansAmp GT2 
The SansAmp GT2 is the latest addition to Tech 21 ’s line of tube amplifier emulators. 

SansAmp GT2 offers immediate access to choice of amplifier type, modification and speaker cabinet/ 
mic placement. In a simple to operate pedal format, specific sound characteristics can be mixed and 
matched to achieve the most sought-after tube amp sounds and fine-tuned to create new ones as well. 

SansAmp GT2 incorporates on-board post-equalization for optimum control. A Universal Output makes 
the unit physically compatible with any system and suitable for both live performance or recording 
applications. As with each of its predecessors. SansAmp GT2 can be used with any instrument, be it guitar, 
bass, keyboards, sax, drums or vocals. 

For more information, contact: Tech 21. 1600 Broadway. New York. NY 10019-7413 (212) 315-1116, 
FAX (212)315-0825. 

Soundtech»JBL»Phonic»Meyer»BBE»LDS 

LIGHTING & VIDEO 

RENTALS 

SALES 

SERVICE 
• Audio & Video Installations 

• Complete Road Packages For Bands 
• Specialist for In-House Sound & Lighting 

• Public Speaking & Fashion Shows 
• Professional Crews & Trucking 
• Follow Spots • Fog Machines 

Ontario Institute of Live Sound Engineering & Recording 

(519) 668-2901 
^London, Ontario 

A*C Sound &Lighting, A Division of 668425 Ontario Inc. 

Soundcraft • Ashley • DBX • A & H • Yamaha • élite 

WORLD CLASS 
TRAINING 
• RECORDING ARTS 
• MUSIC MANAGEMENT 
• RECORD PRODUCTION 
• COMPUTER GRAPHICS 
• VIDEO PRODUCTION 
• INTERACTIVE MULTI-MEDIA 

ATTEND SUMMER SCHOOL 
RECEIVE $3000 IN 
EDUCATION GRANTS* 
’Some restrictions apply 

• Financing available 
• Full-time or part-time studies 
• Excellent track record and 
success 

• 15 years of training excellence 

INSTITUTE of 
COMMUNICATION ARTS 
3246 Beta Ave., Burnaby, 
B.C. V5G4K4 
298-5400 
Toll Free 1-800-661-1885 
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AGT-200 

MS103 

PGT100 

MS-106 

NO COMPROMISE - NO SUBSTITUTES! 

MS-106 

SVEREADY 

“Mosquito Series" saddle mount transducers are user 
friendly “plug and play” systems that return the full natural 
richness of your guitar sound. 

Acoustic Transducer - Incorporates cutting edge design, 
technology and materials to provide finest fidelity, 
eliminate buzz and hum and be your guitar's accomplice 
in sound. No preamp required. 

single device of their choice from the many available possibilities, the 
disk set is then "locked into compatibility” for that device. 

Edit One is QMS (Opcode MIDI System) compatible but can be used 
with the "Minimal Studio Setup” if the user isn't using any other OMS 
compatible applications. Using a custom setup. OMS allows the user to 
describe an entire music studio’s MIDI connections, devices, channels, 
controllers and more. 

For more information, contact: Saved Bv Technology. 10 Breadalbane 
St.. Toronto. ON M4Y 1C3 (416) 928-5984, FAX (416) 928-0262. 

THE 
ACOUSTIC 
ACCOMPLIC 

information. 
Edit One is a special version 

of Opcode’s popular Galaxy 
Plus Editors designed for the 
user who only needs an editor/ 
librarian for a single, specific 
synthesizer or device. The 
package is compatible with all 
the same devices as Galaxy Plus 
Editors. When the user 
""configures” Edit One for the 

Levy's Intros New Gig Bags 
Levy’s Leathers has introduced a new line of cordura and 
leather gig bags. 

New models include the CM20D acoustic guitar bag with 
full 1 " padding throughout, cordura outer shell and plush lining. 
Features include leather string guard, string & accessory 
pockets, luggage hook and double lockable zipper pulls. 

Also new is the LM18 genuine top-grain leather electric 
guitar bag and LM19 bass gig bag with full I" foam padding 

and plush lining. Features 
include saddle bag accessory 
pouch with solid brass 
hardware, leather string & 
bridge guard, double lockable 
zippers, luggage hook and 
detachable shoulder straps. 

Other additions to Levy's 
line include newly-designed 
keyboard, saxophone and 
trumpet gig bags. 

For more information, 
contact: Levy’s Leathers Ltd.. 
PO Box 3044. Winnipeg, MB 
R3C 4E5 (204) 957-5139, 
FAX (204) 943-6655, toll-free 
(800) 565-0203. 

Acoustic Transducer ■ A solid piezo strip with end pin jack 
for permanent mounting ensures your sounds presence 
and power with no loss of purity. 

“Mosquito Series” solid piezo pick-up accurately senses 
all acoustic activity along the major axis of the saddle and 
guitar body 9V battery powered preamp/buffer s.o.a. 
hybrid circuitery provides optimum impedance match with 
amp ensuring full and balanced frequency spectrum. 

Erikson 
Montréal - (514)738-3000 • Toronto - (416) 321-0238 • Vancouver - (604) 520-0568 

Opcode Edit One 
Editor/Librarian 

Opcode Systems has introduced Edit One. a low-cost music software 
package for Macintosh computers. Edit One is an editor/librarian for 
storing, editing and arranging synthesizer sounds and other MIDI device 
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Sabian NewsBeat Catalog '93 
Sabian has announced the release of its NewsBeat Catalog '93, With 
a front cover picturing rocker Blas Elias in action, this free 24-page 
publication offers drummers and percussionists of all styles a comp¬ 
rehensive guide to the latest in Sabian cymbals, percussion 
instruments and their applications. 

Designed to be more than just a catalog. NewsBeat is an 
information and ideas magazine with 
key features including: the Sabian 
Checklist — a seven step guide to 
selecting cymbals; a complete listing of 
Sabian cymbals, gongs and sounds; 
Sound Charts showing the shapes and 
sounds of cymbals; and pitch response 
charts. The catalog also features spot¬ 
lights on the set-ups and cymbals of 
leading players from all styles of music 
including David Abbruzzese (Pearl 
Jam). Russ McKinnon (Tower of 
Power). Chad Smith (Red Hot Chili 
Peppers). Rod Morgenstein (Dixie 
Dregs) and Liberty DeVitto (Billy Joel) among others. 

Creative cymbal application ideas for incorporating new and 
different sounds into a setup are presented and the catalog is rounded 
out with a softwear clothing and percussion accessories order card. 
as well as a consumer response card. 

For more information, contact: Sabian Ltd., Meductic. NB EOH 
1L0 (506) 272-2019, FAX (506) 272-2081. 

Presto Notes 
Presto Notes is movable ' mini-manuscript'' that is fast, convenient 
and easy to use in music scores and charts, theory note-taking, 
rehearsal sessions and composition — essentially anywhere you 
need music notation. Its pocket size and usefulness as quickie 
manuscript make Presto Notes an indispensable tool for all 
musicians — students, professionals and amateurs. Of course. 
Presto Notes can also be used as a regular novelty note-pad. 

Each of the 50 sheets of the 3" x 4" yellow notepad is ruled with 
four staff lines and has an adhesive "self-stick" strip along the top 
edge which allows the note to be placed on most surfaces, yet 
removes easily. A larger pad. Jumbo Presto Notes is available for 
young music students. 

For more information, contact: Larkapella. PO Box 330. 
Delaware. ON N0L 1E0 (519) 264-9256. 

CM 

=ELh= Macintosh Computers! 

PRICE BREAKTHROUGH! 
Hi Duo Doch [$1199] lo conned monitors. SCSI and digital audio cards 

POWERBOOK DUO 210: $1899 
Go mobile with the incredible PowerBook Duo 210 - the ultimate 
portable MIDI sequencer. 4MB RDM. built-In 80MB hard drive. Add the 

Macintosh 
hMetttxik 
IX« >2 Id 

MACINTOSH LC II + MONITOR: $1499 
_ The most affordable modular Macintosh, the LC II comes complete 
__— with 4MB of RAM. a 4DMB hard drive, a basic colour monitor and a 
; keyboard Add AudioMedia LC [$H99] for digital audio production! 

Macintosh 
LCll 

CENTRIS 650 + MONITOR: $3999 
Performance at a nice price! The Centris GSO features a higher-speed 

.== G804D processor. 4MB of AAM. an BOMB hard drive and an Apple Colour 
- — Display Includes 3 Nubus slots - ideal for digital audio production. 

Maankeh 
UniStñii 

SAVED 

I f C H N 010 G ï 

Canada's Mac/MIDI 
Experts Since 1985! 
Prices do not include taxes. 

Apple 6 Macintosh are registered 
trademarks of Apple Computer Inc. Authorized Reseller 

Saved By Technology 
^40*000 10 Breadalbane Street *♦10 * JfcO*»4? Toronto • ON • M4 Y 1C 3 

01 !»!■ 

PRIVATE LESSONS 
on Video 

Study with greats like Stuart Hamm, Jerry 
Jemmott, Michael Manring, Rick Danko, 

Chuck Rainey and many more. 

■Ml 
V • 1 • D • E • O 

• Trodemork of Rumork Video Inc 

Call For Your Free Catalogue: (416) 660-7499 
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THE INDEPENDENT CONNECTION 

EDUCATION 

opportunities 
Tel: 613-726-1660. FAX 613-726-1609 

SERVICES S1UDIOS muer 

RECORDINGS 

SERVICES 

PUBLICATIONS 

Wanted: Demo Tapes from Can¬ 
adian Blues Bands for radio airplay. 
Send CD/tapes with bio to Tom Hath¬ 
away c/o CIRX Maximum Blues, PO 
Box 315, Prince George. BC V2L 4S2. 

De-
'.10 00 

RANDY POTTER SCHOOL OF 
PIANO TECHNOLOGY teaches piano 
tuning, repairing, regulating, voicing, 
business practices, dealer and manu¬ 
facturer relations, apprentice training 
Only home study taught by a Reg¬ 
istered Piano Technician including 
written and video tape training. Call or 
write for catalogue. 61592 Orion Dr.. 
Bend. OR 97702. (503) 382-5411. 

20 years of expertise ¡n restorations, 
repairs and custom orders. New, used 
and vintage guitars. Trades welcome. 
Box 841. NELSON. BC V1L 6A5. 
(604) 359-7724 

Want to keep up with the ever-changing 
music industry? Need a one-stop re¬ 
source guide for companies, names, 
numbers, facts? Order MUSIC DI¬ 
RECTORY 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 acc¬ 
epted. 

others (see advertisement in this issue). 
For a free catalogue of exciting new 
publications, contact: The Music Book 
store, 23 Hannover Dr , #7, St. Cath¬ 
arines, ON L2W 1A3 (416) 641 2612, 
FAX (416) 641-1648 

Signs by Charmaine Truck lettering, 
banners, specializing in murals, portraits 
and back drops. Phone: (519) 421-
2459. Woodstock. ON 

TORONTO OFFICE 
67 Mowat Ave. Suite 431 
Toronto. Ontario M6E 3K3 
Phone: (416) 516-8751 
FAX: (416) 516-9448 

SUPER 
sounds 

FREE SPEAKER CATALOGUE — 
Direct mail order. Hundreds of raw 
loudspeakers and accessories for 
Musical Instrument, Pro Sound. Hi-Fi, 
Commercial Sound and replacement. 
Famous brand names. Q-COMPON-
ENTS 638 Colby Dr., Waterloo, ON 
N2V 1A2. (519) 884-1140. 

Would you like to spend more time 
playing? I will show you how to cut the 
time you spend working so you can 
increase your rehearsal time. Send 
SASE for details: Freedom I Enterprise, 
Box 69059. Edmonton. Alberta T6V 
1A0. 

Lowest prices on brand name in¬ 
struments. amps, equipment, and acc¬ 
essories Free catalogue. Factory 
Music, Dept. CM. 18 East Water St. 
Rockland. MA 02370 (617) 871-0005. 
FAX (617) 871-5951. HOURS M-F 2-
8 pm. SAT 12-6 pm. 

Kits, Catalogues, Hunt Aúvoriisr.;« l.-j: 
design, Posters. Call Maureen Jack. 
WHITNEY GRAPHICS. 23 Hannover 
Dr.. #7, St. Catharines. ON L2W 1A3 
(416) 641-2974. FAX (416) 641-1648. 

PUNCH AUDIO: Canada s One-Stopp 
source for cassette, CD and video 
manufacturing. From custom-wound 
blank tapes to a fully-packaged product 
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., Unit 3. Toronto, Ontario, 
M5B 2A7. 

Harmelod Sound Studios 16 & 24 
track recording. Full MIDI implemen¬ 
tation. Digital mixdown. Large sel¬ 
ection of inhouse instruments, grand 
piano, drums, keyboards, guitars. 
Production assistance, arrangements, 
musicians available. Located in Rich¬ 
mond Hill. ON. Great rates. Call (416) 
884-8857. 

ALTERNATIVE MUSIC — free flyer 
featuring B.B.I. Squidhead & Squiddly. 
SASE to RJE International, 2004-3160 
Jaguar Valley, Cooksville, ON L5A 2J5 
FAX (416) 588-8168 

WE ARE YOUR AUTHORIZED 

CANADIAN DISTRIBUTOR 
HIGH QUALITY PROFESSIONAL SOUNDS 
AS ONLY SOUND SOURCE CAN DO 

PH.: 705-534-4415 
FAX: 705-534-4487 

DEALER INQUIRIES INVITED FAX OR 
PHONE FOR DETAILS DONI WAIT !!! 

For More Than Just The 
Best Price On Independent 

CD & Cassette Manufacturing 
Get All The Facts 

Premiere Source of 
PRO MIDI SEQUENCES 

Quality service, great prices & a large 
selection of popular songs All computers 
& most dedicated sequencers supported. 

PEDAL STEEL GUITARS — FAC¬ 
TORY DIRECT, accessories, parts, 
instructional material, strings for all 
fretted instruments, contact: Emmons 
Guitar Co. Inc., Box 1366. Burlington. 
NC 27216 '919) 227 -73? 

THE MUSIC BOOKSTORE — MIDI 
tips, rock riffs, the music business 
"how to’s” and more! Titles included — 
WELCOME TO THE JUNGLE, HOW 
TO MAKE AND SELL YOUR OWN 
RECORD. LEAD GUITAR and many 

Exclusive! The Recording Industry 
Sourcebook the largest, most com¬ 
prehensive music industry directory, 
covering U.S., Canada and Internation¬ 
al Available in Canada only through 
The Music Bookstore. To order call 1 
800-265-8481 and have your credit card 
ready Or send $84 95 and 10% ship¬ 
ping, plus 7% GST (Canada only) to: 
The Music Bookstore, 23 Hannover Dr. 
¿7, St. Catharines, ON L2W 1A3 (416) 
64Í-2612, FAX (416) 641-1648. VISA, 
Mastercard, Amex accepted. 

SOUNDS FANTASTIC? 
"Fast Turnaround. Great Prices" 

Rates: $.90 per word. Minimum $15.00. 
Frequency discount: 3 ads- 4%, 6 ads-0%, 

12 ¿ds-12%. Payment In Advance. Visa, MasterCard 
& American Express accepted. 

FOR ATARI ST 
• OnStage MIDIFile Player continuous 

MIDIFile 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 

Contact: Penny Campbell, 
Canadian Musician, 
23 Hannover Dr., *7, 

St. Catharines, ON L2W1A3 
(416) 641-3471, FAX (416) 641-1648 

IIUMlUiECH 
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 Dufferin St., Toronto, Ontario M6K 1Y9 

(416) 531-6913 

(^onotron- 1-800-363-TAPE 

To Advertise To A Lucrative Music Market, 

hx>k To Our Classified Section Of 

Service + Quality 
= Value 

BOLDBUY ER$C A N ADA 
BOX 241 PORT McNlCOLL ONT LOK IRQ 

FINALLY AVAILABLE IN C A N A D A 

MUSICIAN 



Your Country 
NeedsYou ! 

Canadian Country 
music is bigger, 
better, stronger 
and hotter than 
ever in our history. 

Country Music 
Week, highlighted 
by the nationally 
televised 
Canadian Country 
Music awards show, 
is the annual coun¬ 
try music industry 
"summit". 

All the movers 
and shakers will 
be there. 

If country music, 
new or traditional, 

edgy or main¬ 
stream, is a part 
of your life, you 

should be 
there too! 

It's a fast paced 
week of informa¬ 

tive seminars, 
artist showcases, 

lunches and 
dinners, and 

meet and greet 
receptions. 

For more info, 
call The 

Canadian 
Country Music 

Association 
(CCMA) (416) 

739-5014. 

BE THERE. Register NOW and SAVE! 
CCMA Membership No._ 

Name_Spouse-

Company_ 

Address-

CCMA Member: 
CCMA Member: 
Non CCMA Member: 
Non CCMA Member: 
Spousal Registration: 
Spousal Registration: 

$267.50 (before July 31) 
$321.00 (after July 31) 
$310.30 (before July 31) 
$363.80 (after July 31) 
$240.75 (before July 31) 
$278.20 (after July 31) 
(GST included) 

City Prov_Postal Code_ GST No. R131022592 

Phone _Fax_ 

Industry occupation-

Visa/Mastercard No.-Expiry Date-

Signature _ 

Or send cheque or money order payable to 



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 in¬ 

clude an address and phone number 

where you can be reached. Some art¬ 

ists 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., #7, St. Catharines, ON 

L2W 1A3. 

by Penny 
Campbell 

.INCONNU 
Style : Traditional 
Contact : Inconnu, 38 Green Crescent, Whitehorse 

Yukon Y1A4R9 (403)668-6054 

OK, so you want to know what the Canadian sound is? Listen to 

this cassette by Whitehorse band Inconnu, with its mixture of tra¬ 

ditional folk, country, jazz and pop, and you may have a better 

idea of what might truly be considered a Canadian-sounding 

band. Not only is the music a well-crafted fusion of the many in¬ 

fluences abounding in our country, but the band even sings in 

both official languages on some tracks. Vocals are provided by 

co-founders Lucie Desaulniers and Leonard Osland, who split 

leads. What is great about the sound of this band are the beauti¬ 

ful harmonies and the unique arrangements. Osland plays drums 

and other more traditional forms of percussion., band arranger 

Andrea McColeman plays piano and accordion, Nick DeGraff plays acoustic guitar and the bottom end is sup¬ 

plied by Jay Burr on . . . tuba. The five original tunes on this cassette cover the spectrum of the musical palette, 

and are highlighted by the strong vocals of Osland and Desaulniers. Of particular note is the haunting ballad 

"Icebound", which is strong both lyrically and vocally. And if anyone thinks you must record in a big studio in a 

major metropolitan center, just listen to the production values on this cassette, recorded at Old Crow Studio in 

Whitehorse. Original is definitely the key word for Inconnu. 

sui<iDí TR |B[ 
Style : Alternative 
Contact : Simon K. (514) 849-7715 
This band's bio package says virtually nothing other than the 

names of the players, and the press quotes supplied seem 

slightly more than dubious. But this is a band who can 

let the music speak for itself. Punk/funk/grunge/thrash 

and good fun, this three-song demo from Montreal's 

Suicide Tribe shows a lot of promise. Vocalist/guitar-

ist Simon K. and bassist Frank Lawson have a solid 

groove happening, somewhere between the Chili Pep¬ 

pers and Metallica. The additions of guitarist Taylor 

Horne and drummer Peter Jackson have rounded out 

the lineup and provided the necessary amount of 

"noise and rhythm". Lead track "Daddy" is a killer and 

I love the Chili Pepper-sounding final short take 

"Snake In My Pants". Lawson is solid on bass, bal¬ 

ancing the right amount of groove and melody to give the tunes that funky edge. The recording mixes some 

sampled sounds with the real stuff, but I look forward to seeing this band live. See you in the mosh pit! 

UiÄ4WllN'KINGSNAKES 
Style: Rock 
Contact: The Crawlin' Kingsnakes 
55 New St., Hamilton, ON L8P 4J7. 

Hmm . . . named after a John Lee Hooker tune. I like that. 

Opening track has distorted guitars and bluesy vocals. Good 

start. By the time I got through the second song, I realized I 

really liked the sound of this CD by Hamilton's roots/rockers 

The Crawlin' Kingsnakes. Loaded 'n' Rollin' is jam-packed and 

jammin', recorded at Helm Studios in Kitchener, sounding pretty 

much live-off-the-floor. Lead vocalist/guitarist/songwriter Paul 

Wootton has assembled a crack lineup of players: guitarist 

Steve Foster, bassist Greg Plant, and drummer Mike Stewart work together to create a rich landscape for Wootton's 

soulful vocals. The tunes go from bluesy rockers to rockabilly to simply guitar/blues harp acoustics. The band 

definitely acknowledges the role of traditional blues and roots music in the creation of modern day rock and 

country. To quote Paul Wootton, "Rootless music doesn't stay around too long. It disappears." That being the 

case, The Crawlin' Kingsnakes should be around for quite a while. 

CANADIAN MUSIC I A N 



‘And The Winner Is. 
The RP-1 From DigiTtecK’ 

Music & Sound Award ©, THE MUSIC & SOUND 
RETAILER MAGAZINE™, Testa Communications 

Voted the most innovative effects/ signal pro¬ 
cessing device at the 1993 Music and Sound 
Awards, the RP-1 is virtually in a class by itself. No 
other guitar effects device can offer the power 
and performance of a rack-mount processor and 
combine them in a single 
foot controlled system. 

The RP-1 Isa 
full-function floor 
controller, fea¬ 
turing multi¬ 
level foot 
pads and is 
capable of 

providing 23 
effects with up to nine 

at a time. Offering 150 pro¬ 
grams, 75 user-definable and 75 

factory presets, the RP-1 offers the type of 
flexibility you would expect to find only in a more 
expensive rack unit. 

The RP-1 from DigiTech: a winning combination. 

DigiTech™ is a registered trademark of the DOD Electronics Corp. 
© 1993 DOD Electronics 

EFFECTS: 
• Compression 
• Heavy sustain, metal tube, 

rock tube, overdrive, and 
analog distortion 

• Stereo, ping-pong, 
multi-tap and slap-back 
digital delays 

• Delay modulation 
• Digital mixer 
• Chorus/flange 
• Large/small room, gated, 

reverse and ultimate reverbs 
• Comb filter 
• Noise gate 
• Speaker simulator 
• Graphic EQ 
• Stereo imaging 

TECHNOID: 
• Programmable volume 
and seven-band graphic 
EQ on each program 

• 150 programs, (75 
patches, 75 presets) 

• Effects in/out, on-the-fly 
• Full MIDI implementation 
• 20-bit VLSI processor 
• Stereo output 
• Effects send and return 
• Stereo headphone jack 
• 20 Hz to 18 kHz 
bandwidth 

• S/N ratio 90 dB 
• THD less than 0.08% at 

1 kHz 
• RP-1 gig bag available 

::! DigiTech 
H A Harman International Company 
Distributed in Canada by: Erikson Music, 
620 McCaffrey, St. Laurent, PQ H4T 1 N1 
(514) 738-3000 FAX (514) 737-5069 



samicKÀ* 
distributed exclusively in Canada by MM 

w i a IV* >* 620 McCaffrey. St. Laurent, PQ H4T INI (514) 738-3ÍXX) FAX (514) 737-5069 


